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ABSTRACT 

"The Twentieth-Century Trombone Sonata" is a three-part pr~iect. The first and most significant 
part of the project is a recital of Twentieth-Century trombone sonatas. The pieces include Paul 
Hindemith's Sonatafor Trombone and Piano, Barney Childs' Sonatafor Solo Trombone, Robert 
L. Sanders' Sonata in Eb for Trombone and Piano, and Stjepan Sulek's Sonatafor Trombone and 
Piano, subtitled "Vox Gabrieli." The recital presents many sides of the trombone, from the 
delicate, uplifting, and spiritual sides to the powerful orchestral side, and even includes some 
elements of jazz. The second part of the project is program notes for the recital. The program 
notes offer a brief history of each composer, comment on the style of each composer, and offer 
some insight that hopefully makes each piece more meaningful to the audience. The final part of 
the project is a paper discussing the history and development of the sonata as well as the 
significance of the art form from its origin in the Baroque period through the neoclassic 
movement of the Twentieth Century. 



Acknowledgements 

I want to thank Dr. Seidel for his help and guidance with this project, in my 
trombone playing, and in life. 

I would also like to thank my parents for all of their support through college 
and my Ii fe. I cannot ever thank them enough for all they have done for me. 



.~ 

~ 

~ 
~ 
~ 

I, ~ 
(~ 

~ 
~ 

~ 
~ 
.~ 

~ 
~ 
~ 
~ 
Q3 
(~ 

~ .~ . 

~ 
~ 

.~ 

~ 

t1 
~ 
~ 

~ 

~ 
• 

NATHANAEL SUDDUTH 
trombone 

SENIOR HONORS RECITAL 
assisted by 

Xu Hui. Ji-Young Jeoung. Yuka Nakayama. piano 

The Twentieth Century Trombone Sonata 

Sonata for Trombone and Piano (1941) .. .. .... .. ... ... ....... ..... ... .. ...... . Paul Hindemith 
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THE TWENTIETH-CENTURY TROMBONE SONATA 

Author's Statement 

Nathanael James Sudduth 
December 11, 2005 in Sursa Hall 

Ball State University 

'The Twentieth-Century Trombone Sonata" is a three-part project that I am completing 
as a capstone of my work at Ball State University as a member of the School of Music, the Music 
Education program, and the Honors College. The first and most significant part of the project is a 
recital of Twentieth-Century trombone sonatas. The pieces include Paul Hindemith's Sonatafor 
Trombone and Piano, Barney Childs' Sonata for Solo Trombone, Robert L. Sanders' Sonata in 
Eb for Trombone and Piano, and Stjepan Sulek's Sonatafor Trombone and Piano, subtitled 
"Vox Gabrieli." The recital presents many sides of the trombone, from the delicate, uplifting, and 
spiritual sides to the powerful orchestral side, and even includes some elements of jazz. The 
recital itself is to present my work in the area of trombone performance under the guidance of Dr. 
John Seidel. The second part of the project is the program notes that follow this statement. They 
offer a brief history of each composer, comments on his style, and some insight that will 
hopefully make each piece more meaningful to the audience. These program notes are a small 
representation of the work I have done in the Music Education program. As a music educator, I 
will be leading performing groups, and being able to create program notes that are meaningful to 
an audience and to students is an important skill to enhance the performance aspect of music 
education. The final part of the project is a paper discussing the history and development of the 
sonata from its origin in the Baroque period through the neoclassic movement of the Twentieth 
Century. 

The project as a whole is aimed towards several audiences. The recital is aimed towards 
the trombone-playing audience as the works presented here are part of the standard repertory for 
tenor trombone and is aimed towards people interested in Twentieth-Century compositions, 
sounds of the Twentieth Century, and different sounds and sides of the trombone. The audience 
interested in music theory might be interested to hear and see the use of form, tonality, motives, 
and themes throughout the pieces. There is a wide variety of compositional technique involved in 
the works presented in this project, and much of the theory of the sonata throughout its history is 
discussed in the paper and briefly in the program notes. The audience interested in the history of 
the sonata may be interested to read the paper and program notes and listen to the pieces inspired 
by different time periods. The neoclassic works presented here are influenced by each major 
period in music since the Baroque period. Hopefully all audiences can sit back and enjoy the 
work that I have presented here. 

The History and Development of the Sonata 
The term "sonata" originated in Italy during the Baroque period in music (1600-1750). It 

comes from the feminine past participle of the word sonare, to sound, as cantata comes from 
cantare, to sing. Musicians used the word sonata to distinguish instrumental pieces from vocal 
works. The sonata began developing into an art form later in the Baroque period with Corelli, 
who distinguished between sonata do chiesa (of the church) and sonata do camera (of the court). 
The sonata do chiesa consisted of four movements in the order slowlfastlslow/fast almost without 
exception in Corelli's works. The sonata do camera consisted of any number of dance 
movements and later became somewhat standardized in the order allemande, courante, sarabande, 
and gigue. 

The Classical period (1750-1825) saw the sonata become a clearly structured art form. 
They were often three movements, or less frequently four or two movements. The movements 



were in the order fastlslow/fast for three movement works and fastlslow/dance-likelfast for four 
movement works. There was not a standard for two movement works in the period. The 
Romantic sonata mostly stayed within the framework set for the sonata in the Classical period, 
but Romantic composers incorporated bolder sounds, more expression, and less traditional 
modulations. They also felt more freedom in altering the order of the movements. 

After the breakdown of tonality and experimentation in the Twentieth Century, some 
composers reacted by looking to the Baroque and Classical periods for inspiration in their 
writing, pioneering the neoclassic movement. The four sonatas in '''The Twentieth-Century 
Trombone Sonata" are from the neoclassic movement. Each contains some elements of the 
Baroque or Classical sonata, but each has its own Twentieth-Century touch. One traditional 
element from the Classical period to look and listen for in these works is the sonata form of the 
first movement. Sonata form consists of three sections: exposition, development, and 
recapitulation. The exposition presents thematic and motivic material. The development section 
enhances that material, exploring different key areas, rhythms, durations of notes, and through 
other means. The recapitulation brings back the themes and motives from the exposition. 

The Composers and Their Sonatas 

Paul Hindemith (b. Germany 1895, d. Switzerland 1963) 
Sonata for Trombone and Piano 

Hindemith studied music as a violinist and composer at the Hoch Conservatory in 
Frankfurt (1908-1917). His early compositions of chamber music and expressionist operas 
earned him a reputation as a composer. After experimenting with some "brash, dissonant, and 
wild" music in the 1920s, he turned to the Classical and Baroque music for inspiration in his 
writing, as many composers did in the neoclassic movement in the 1930s and 1940s (Rave). He 
served as the leader of the Frankfurt Opera orchestra (1915-1923) with a briefbreak for army 
service, played in several successful chamber ensembles, and worked as an administrator for 
musical activities such as the Donaueschingen Festival (1923-1930). During the period from 
1917 to 1924, he wrote much of his chamber music, and through the 1930s and 1940s, he wrote a 
series of sonatas for all of the orchestral instruments. With the rise of Nazism in Germany during 
the 1930s, Hindemith left for Switzerland and eventually the United States, where he taught at 
Yale from 1940-1953. In his second year at Yale as a professor, Hindemith wrote his Sonatafor 
Trombone and Piano (1941). The form of the work is comparable to a four-movement Classical 
sonata. Hindemith eliminates breaks between the movements, but there are clearly four distinct 
sections. The first section presents an "extraordinarily difficult piano part that relentlessly 
supports the stentorian trombone through themes and development" (Sonata for solo ... ). This 
powerful section is briefly interrupted by a gentle second movement that consists of a set of 
variations for the piano with a refrain by the trombone. The third section, titled "Swashbuckler's 
Song," is a stately, heroic scherzo-like section and is based on melodies borrowed from two 
Russian tunes. The last section recapitulates the first movement, bringing back its themes and 
bringing the piece to a powerful and energetic end. 

Barney Childs (b. Spokane, WA 1926, d. Redlands, CA 2000) 
Sonata for Solo Trombone 

Childs did his undergraduate work at the University of Nevada (1947-1949) and Oxford 
University (1949-1951), where he was a Rhodes Scholar and completed his Masters Degree. He 
earned his PhD from Stanford University in the fields of English and Music (195 1-1954). He was 
self-taught in music until the 1950s when he studied with Aaron Copeland and Carloz Chavez at 
Tanglewood and Elliot Carter in New York. He taught English at the University of Arizona, was 



a composer-in-residence at Wisconsin College conservatory in Milwaukee from 1969 to 1971, 
and taught litemture and music at the University of Redlands as a full professor in 1973. Barney 
Childs served as editor for a poetry journal and a journal called "Perspectives of New Music." As 
a Twentieth-Century composer, he explored diverse avenues of thought in music. His 
compositions were inspired by everything from traditional concert repertoire to the aleatoric 
works of John Cage to jazz. His works include significant use of indeterminacy and 
improvisation. 

Childs' Sonata for Solo Trombone is in the traditional Classical three-movement form. 
The first movement, "Recitative," can be described as aleatoric, incorporating elements of 
chance. There are several places where Childs suggests to the performer to playa note "several 
times" or "3 or 4 times." The first movement resembles sonata form with an exposition that 
presents a theme, a development of the theme, and a recapitulation. The second movement, 
called "Double", contrasts swing sections with a more orchestral sound of the trombone and 
includes some quarter tones that we see in Eastern music and often in Twentieth-Century 
compositions as an extended technique on instruments. The third movement, "Rondo", is a 
variation on rondo form, which is ABACABA. In this movement, the performer is provided with 
four lines of A. four lines ofB, four lines ofC, four lines of 0, four lines ofE, and a coda. The 
instructions by the composer tell the performer to improvise a Rondo by choosing one line from 
each of the sections in the order AxAxAxAxA or AxxAxxAxxA (where x is a line from any 
section but A) until the performer feels the piece is ready for the ending, which is a three-measure 
co~. . 

Robert L. Sanders (b. Chicago, IL 1906, d. Delray Beach, FL 1974) 
Sonata in Eb for Trombone and Piano 

Sanders was an American composer, conductor, and organist. He studied music at the 
Bush Conservatory in Chicago, lliinois with Edgar Nelson, in Rome with Respighi, Bustini, and 
Dobici, and in Paris with de Lioncourt and Paul Braud. He held a fellowship at the American 
Academy in Rome from 1925 to 1929, where he focused most of this time on composition. His 
compositions were played in Rome, but when he returned to the United States in 1929, his works 
began to gain wide acceptance. From 1933-1936, he served as conductor of the Chicago 
Conservatory Symphony Orchestra and Civic Orchestra and served as organist and choirmaster at 
the First Unitarian Church from 1930-1938. He taught at the Meadville Theological School and 
the University of Chicago. Sanders also edited two hymnals. In 1938, he became the youngest 
dean of the Indiana University School of Music in Bloomington, Indiana, and in 1947, he became 
a faculty member at Brooklyn College where he stayed until his retirement in 1972. 

Robert L. Sanders' style of music has been described as "nco-classical and dissonant." 
His works for brass are his most famous works, but his vocal and orchestral works are not to be 
forgotten. Sonata in Eb is not necessarily dissonant, having a clear tonal center around Eb major, 
with the exception of the Chorale which is in A major and Db major. Although there are some 
dissonant moments in the piece, it is not terribly dissonant to the Twenty-First-Century ear. The 
form is certainly inspired by the Classical four-movement sonata form, with a slight variation. 
Until the late Classical period, most sonata composers used the formula offastlslow/dance
like/fast as the order of movements. At the end of the Classical period, composers such as 
Beethoven felt the freedom to change the order of the movements. Beethoven used the order 
fastldance-likelslow/fast in many of his sonatas, and that is the form that Sanders used for this 
work. The first movement is in sonata form as we expect from the first movement of a Classic or 
neoclassic work. The exposition of Sonata in Eb presents two main themes: the first is marked 
cantabile and is lyrical while the second is more rhythmic and articulated. The development 
section explores different key areas and presents fragments of the themes. The recapitulation 
brings back the material from the exposition, and a coda, marked solenne brings us to a solemn 



close. The second movement is a lively 6/8 scherzo in ABA form. The Chorale, in A major, 
modulating to Db major, and back to A major, is marked dolce and sostenuto (sweet and 
sustained). The Finale is in 5/8 time with the exception of a few 3/8 measures. There are two 
sections of this movement that are slower and more expressive, but the rest is a lively, energetic 
5/8 ending in the tonal center ofEb. 

Stjepan Sulek (b. Zagreb 1914, d. Zagreb 1986) 
Sonatafor Trombone and Piano (Vox Gabrieli) 

Sulek was a Croatian composer, conductor, and violinist. He studied violin with Vaclav 
Huml at the Zagreb Academy, where he also attended composition classes. He became the 
professor of violin at the academy in 1945 and professor of composition in 1947. He taught there 
until his retirement in 1975. Sulek was also an active chamber musician, playing in the Zagreb 
quartet and a piano trio. He also served as the conductor of the Zagreb Radio Chamber 
Orchestra, which he led to the international stage. He was one of the leading figures in 
Twentieth-Century Croatian music. In his compositions, he used the expression of the Romantic 
period and the forms of the Baroque and Classical periods, disregarding the neo-nationalism 
movements of the 1940s and 1950s and avant-garde trends of the I 960s (Aaron). 

Sonata for Trombone (Vox Gabrieli), written in 1973, was commissioned by the 
International Trombone Association and dedicated to William F. Kramer, a former trombone 
professor at Florida State University. ''Vox'' means voice, and it is possible that Gabrieli is 
referring to the angel in the Christian Bible who plays the hom announcing Judgment Day. In the 
Lutheran translation of the Bible, Gabriel plays a trombone to announce Judgment Day. Since its 
origin in the Renaissance period, the trombone has held a place as a sacred instrument, and the 
trombone is appropriately used in that context for this piece. 

Sulek's sonata is a one-movement work inspired by an early idea of the sonata as simply 
a multi-sectional instrumental work. In the first section there is significant use of the triplet feel 
of the trombone against the eighth note feel from the piano. The second section is a light, playful 
section that ends more powerfully. The third section is marked dolce expressivo and is lyrical. 
'The fourth section with marcato as the stylistic marking returns to a more powerful side of the 
trombone. The next section is cantabile, with a singing quality, and the piano leads directly into 
the next fast section. The next slow section is a repeat of the third section but in a key a perfect 
fourth higher. The final fast section is marked disperatamente, the Italian word meaning 
"desperately." It is representing the Day of Judgment. The final section brings back the thematic 
material from the first section with some variation to bring the piece to a powerful, uplifting end 
representing the opening of the gates of Heaven. 

Sources 
Aaron. Luke. "Stjepan Sulek." Wikipedia. 6 Nov. 2005. 11 Dec. 2005 <http://en.wikipedia.orglwikilStjepan_Sulek>. 

Grout, Donald A History ofWestem Music. 6th ed New York: WW. Norton and Company, Inc., 2001. 

Rave, Wallace. "Sonata for Trombone and Piano" essay in accompanying booklet, Hindemith: Complete Brass Works 
performed by the SWllIIlit Brass. Summit Records, 1990. Compact disc. 

Sedak, Eva. "Sgepan Sulek. " Grove Music Dictionary. 11 Dec. 2005 
<http://www.grovemusic.comlsharedlviews/article.html?from=search&session _ searchj d= I 084656271 &hilnum= I §ion 
=music.27097>. 

"Sonata for Trombone and Piano" essay in accompanying booklet, The 5 Sonatas for Brass and Piano performed by 
Scott A. Hartman and David Korev88f. Kloos Classics a branch of Helicon Records, 2002. Compact disc. 

Swift, Richard . "Barney Childs." Grove Music Dictionary. 11 Dec. 2005 
<http://www.grovemusic.comIsharedlviews/article.html?fmm=search&session_searchJd=23674522&hitnum= I §ion= 
music. 05586>. 
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PART III 

HONORS THESIS: 
THE HISTORY AND DEVELOPMENT OF THE SONATA 



Music is a universal language. Musicians share that language throughout the world 

among various cultures and peoples. It is universal because the music community has accepted 

common modes of communication to share the art form. Musicians recognize pitches based on 

the frequency at which the sound waves vibrate. Written music consists of notes and rhythms 

notated a certain way with stems and heads on certain lines or spaces of a five-line staff, and 

style, tempo, form, dynamics, and other expressive markings are communicated in languages in 

which musicians are trained as part of the "musical" language. For example, when a composer 

expresses the Italian word "allegro" the conductor and the ensemble understand that the tempo 

will be lively, probably 120 to 168 beats per minute. Sonata is another of the many musical 

terms that come from Italian, but unlike many other words in the musical language, the definition 

of sonata has evolved throughout its history. The sonata has changed and developed since its 

origin, but a certain respect has remained for the art form. 

Sonata comes from the Italian feminine past participle sonare, to sound, just as toccata 

comes from toccare, to touch, cantata from cantare, to sing, and ballata from ballare, to dance. 

Sonata was first used to distinguish an instrumental work from a vocal work (Newman, The 

Sonata in the Baroque 18). Any music that was written for an instrument could have been called 

a sonata. Composers in places outside Italy frequently spelled sonata in their own language or 

tradition. Sonada was used first in 1535 to distinguish some of the lute-tablature dances by Luis 

Milan of Spain, but sonata is believed to have been first used by the blind Italian lutist Giacomo 

Gorzanis in "Sonata per liuto" from Book 1 of Lntabolatura di /iuto in 1561 (Newman, The 

Sonata in the Baroque 18). In 1724, Couperin insisted on using sonade, and others used different 

forms of the noun such as sonetta, sonnetto, sonatella, sonatille, sonatina, sonatino. 

The term "baroque" comes from the Portuguese word describing a deformed pearl. 

Before the term was used in the arts, it meant abnormal, bizarre, and in bad taste. Art critics 

used the term to describe the flamboyant, decorative, and expressionistic quality of the painting 

and architecture of the Seventeenth-Century, and in the 1920s, music historians applied the term 

to the music approximately between the years 1600 and 1750 (Grout, et al. 251). The use of the 

word Baroque will refer to the period of music as previously described. The term sonata became 

popular in the Baroque period to distinguish instrumental music from the cantata, or vocal music. 

The sonata is maybe the vaguest designation for an instrumental piece in that period and maybe 

in any period as seemingly each composer had his own view of what a sonata was. There is, 
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however, a handful of composers in each period in music history that defines a representative 

sonata for that period. 

Before Arcangelo Corelli (1653-1713), a well-known performer and composer in the 

Baroque period, most early sonatas were single movements, though they were multi-sectional 

like a canzone, ABA form, or variations on a familiar melody. As the Baroque period 

progressed, some composers continued writing single-movement sonatas while Corelli and 

others were defining the sonata of the late Baroque period in which the single-movement, multi

sectional works became multi-movement works. Corelli's sonatas were carefully polished and 

neatly organized. His sixty sonatas made up the five volumes of the six that he is credited with, 

Opus 1-5 (1681-1700). Opus I and 3 were sonata da chiesa, of the church. Opus 2 and 4 were 

sonata da camera, or of the court. The fifth set of twelve was half sonata da chiesa and half 

sonata da camera. In these works, Corelli established the most characteristic cycle of the 

Baroque sonata. 

The sonata da chiesa consisted of four movements in the order slow-fast-slow-fast. 

Corelli was conscious of his audience as he "accommodate( d) the normal increase and decline of 

the listener's attention." That is, he often wrote the slow, polyphonic movements first while the 

listeners' minds were freshest and ended with a tuneful, faster, homophonic movement. The first 

movement of a typical sonata da chiesa had a majestic, solemn character and contrapuntal 

texture. The second movement was like the canzone in its use of imitation, rhythmic character, 

and in how the subject was treated after the exposition. The third movement often resembled an 

operatic aria, and the last movement was a light dance movement in binary form (Grout, et al. 

359). There are, however, many exceptions to this standard order of movements, even with 

Corelli. Sonata 6, Opus 3, for example, consisted of two fast movements in a row, and Sonata I, 

Opus I consisted of 3 fast movements in a row. Also, Sonatas 6, 9 and 12, Opus I, consisted of 

two to three slow movements in succession (Newman, The Sonata in the Baroque 156). 

The sonata da camera, both trio and solo, often began with a preludio followed by two or 

three dance movements consisting of allemande or courante, an occasional adagio or grave, and a 

sarabande, ending with a gavotte or gigue in binary form. It was typical during Corelli's time to 

have four to five movements in the sonata da camera. Later in the Baroque period, with 

composers such as Fux, Gluck, Quantz, and Telemann, three to four movements became the 

standard. The standard order of movements for the sonata da camera became: allemande, 
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courante, sarabande, and gigue. There were many exceptions to this. Westhoff, for example, in 

1682 wrote a solo violin sonata consisting of nine movements, and the French composer, Tartini, 

wrote many trio sonatas in the form AB (slow-fast). However, Corelli's work provides a model 

of the sonata from the Baroque period. 

By the 1620s, the term sonata had become the most common type of Italian instrumental 

chamber music, replacing canzone and fantasia. Baroque sonatas could be for any number of 

instruments, but most were for two high instruments, usually violins, with continuo, known as a 

trio sonata, or solo sonatas for one instrument and continuo (Schulenberg 275). Trio sonatas 

consisted of four instruments but were called trio sonatas as the continuo was considered one line 

and the two other parts considered independent lines, resulting in three independent lines of 

music. Other composers experimented with a variety of instrumentations. Giovanni Gabrieli, 

for example, experimented with polychoir sonatas at St. Mark's Cathedral. In one of his sets of 

sonatas, in 1615, he wrote for twenty-two instruments in five choirs. He specified the parts for 

the cometti and trombones and provided the ranges for the other instruments, for which flute and 

violin were used to cover the higher parts, viola and flute for the middle ranges, and the viola, 

viol, and bassoon for the low ranges. The organ played the basso continuo (Newman, The 

Sonata in the Baroque 61). 

Among the most common solo or melody instruments in the Baroque period were the 

violin, cometto, transverse flute, oboe, and trumpet. Instruments used in the basso continuo 

included keyboard instruments, primarily organ, clavichord, and harpsichord, lute, guitar, harp, 

viola, cello, bassoon, and trombone (Thompson, et al. 216-217). Woodwind and brass 

instruments at this point were still rather primitive and used infrequently as melody and solo 

instruments. There were some flute sonatas written by Johann Sebastian Bach and several 

sonatas that called for cometto as a substitute for violin, but generally string and keyboard 

instruments dominated the solo repertoire and as melody instruments in ensembles. 

Related to the structure of the sonata was the idea of tonality. In the Baroque period, 

composers mostly used major keys for their pieces and stayed in that major key throughout the 

multi-sectional or multi-movement work. Of course, as with any rule, there are exceptions. 

Corelli often used circle-of-fifths movement within the work, and in his later major-key sonatas, 

he wrote one of the slow movements in a minor key. Handel, Bach, and Vivaldi later in the 

Baroque period expanded the use of tonality in the structure of the sonata. 



4 

The Age of Enlightenment brought the Baroque period to a close and laid the 

groundwork for the Classical period. The movement challenged the systems of behavior and 

thought that were established in the Baroque period. In philosophy and science there carne an 

emphasis on reasoning from experience and from careful observation. Naturalness was preferred 

to artificiality and formality (Age of Enlightenment). Another important part of the 

Enlightenment movement was the drive for structure and order. Music in the Classical period, 

specifically the sonata, was no exception to this idea of structure and order. Composers such as 

Haydn, Mozart, Beethoven, and others played a significant role in progressing music into and 

through the Classical period where a clear, orderly structure of the Classical sonata was found. 

The end of the Baroque period saw a fairly clear meaning of the term sonata. It was Ita 

solo or chamber instrumental cycle of aesthetic or diversional purpose consisting of several 

contrasting movements that are based on relatively extended designs in absolute music. II 

(Newman, The Sonata in the Classical 19). There was a distinction made between sonatas of the 

church and of the court as well as between solo and trio sonatas. Throughout the Baroque and 

Classical periods, there were composers that used the term sonata in its most generic sense, as an 

instrumental work, but, during the Classical period, the sonata grew to be accepted as a 

structured art form from which the masters deviated in unique and individualistic ways without 

destroying it, establishing traditions that lasted even through the Twentieth Century. 

The sonata did not become a Classical sonata overnight. There was a transition period 

during which composers, performers, and audiences gradually became less interested in the 

ornamented and extravagant Baroque idea of music and more interested in the organized, 

structured and balanced music of the period that became known as the Classical period. Most 

instrumental music of the Classical period, including that of Haydn, Mozart, and Beethoven, 

whether it was a sonata, trio, string quartet, or symphony, was written in two, three, or four 

movements that contrasted one another. A German composer and theorist in the second half of 

the Eighteenth-Century, Johann Abraham Peter Schultz, wrote an article in 1775 entitled 

"Sonate," in which he combined several of the Classical ideas of the sonata. He described it as 

"an instrumental piece of two, three, or four successive movements of different character, which 

has one or more melody parts, with only one player to a part" (Newman, The Sonata in the 

Classical 23). 

The sonata cycle of the Classical period is often ignored as a complete cycle because of 
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the preoccupation with the first movement in sonata form. To ensure clarity, it should be 

mentioned that there is a difference between the sonata as an entire work, consisting of typically 

three to four movements in the Classical period, and the sonata form, which is typically the form 

of the first movement of a sonata cycle. The reason for the preoccupation with sonata form is 

understandable as it was a significant development in the sonata (the complete cycle) during the 

Classical period. An attempt will be made here to not ignore the cycle as a whole, but certainly 

it is important to discuss sonata form as a significant step in the development of the sonata. 

Among three masters of the Classical period, Haydn, Mozart, and Beethoven, there was a 

preference for the three-movement sonata. The diagram below shows the number of movements 

in the keyboard sonatas of each of the three masters as described above, and one can clearly see 

the preference for three movements. With the Enlightenment movement came a desire for 

balance, and the three movement work created an opportunity for a clear balance. 

Percentage of Keyboard Sonatas by Viennese Masters with 2, 3, and 4 Movements 
This table is adapted from Scott S. Newman's book The Sonata in the Baroque Era. 

Haydn Mozart Beethoven 

(49 sonatas) (19 sonatas) (32 sonatas) 

2 movements 20 per cent o per cent 22 per cent 

3 movements 76 100 44 

4 movements 4 0 34 

In the three-movement sonata cycle that the Viennese masters listed above preferred, the 

most common order of movements was fast/slow/fast or fast/moderate/fast. The first fast 

movement was in a form that Koch called "sonata form" in his treatise of 1793, and the final 

movement was frequently a rondo form. The cornmon order of movements for two-movement 

sonatas in the Classical period was moderate/fast, fast/fast, fast/rondo, or fast/minuet. The slow 

movement was rarely present in the two-movement sonatas. In four-movement sonatas, 

Beethoven and Haydn included a minuet or scherzo on either side of the middle movement 

(Newman, The Sonata in the Classical 135). 

The movement of the Classical sonata that receives considerable attention is the first

movement sonata form, which has also been called first-movement form. In his treatise, Koch 
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divided the movement into two sections, but a modem view divides the movement into three 

sections: exposition, development, and recapitulation. Some Classical and Romantic sonatas 

began with an introduction. The exposition, which was often repeated, presented the primary 

theme, and a transitional passage led to a second theme that was more lyrical in nature and was 

in the dominant key or, in the case of a work in a minor key, the relative major. The 

development section presented the motives and themes from the exposition in new ways, often 

with modulations to new keys. The development section ended in the dominant key, and the 

recapitulation moved back to the tonic key with a restatement of the themes. Some works 

included a coda section to bring the piece to a close. 

The Classical period saw the development of several new instruments and began using 

the common instruments of the period in different ways. One significant music invention of the 

period was the pianoforte. It was created in 1709 by Bartolomeo Cristofori (1655-1731), who 

was a harpsichord builder and keeper of the royal musical instruments in Florence (Thompson, et 

al. 226). In May of 1768, Henry Walsh gave the world's first public solo piano performance in 

Dublin (Thompson, et al. 226). As the popularity of the piano rose, composers wrote more 

sonatas calling specifically for the piano, which dominated the repertoire of the later Classical 

period. The violin, which was a popular instrument on which to perform a Baroque sonata, was 

not as popular in the Classical period. The violin did, however, continue to play an important 

role in music of the Classical period, and the composers wrote well for the instrument. Other 

instruments of the period began receiving more attention. The viola, for example, began to 

receive minimal attention as a solo instrument, and the cello began to make a significant change 

in its role in the music. Preceding the Classical period, the cello primarily served as the bass 

voice in the basso continuo. In the Classical period it began playing the role of a solo 

instrument. The guitar also remained as a popular solo instrument. Relatively few Classical 

sonatas were written for wind instruments, but there were a few including sonatas for hom, 

transverse flute or German flute, and the newly popular clarinet. 

The terms Classical and Romantic are often used as labels to define chronological 

boundaries and periods in music with completely different sets of style traits, but Romanticism 

was more an expansion of Classicism and "a state of mind that enabled composers to seek 

individual paths for expressing intense emotions, such as melancholy, yearning, or joy" (Grout, 

et al. 543). There is also a common misconception that the Classical period was 100 percent 
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form and zero percent feeling and that the Romantic period was 100 percent feeling and zero 

percent form. The masters of the Classical period certainly were quite strict with the form, but 

within that framework, they shared emotions and feelings with their audiences through their 

unique approaches to music. Also, Romantic composers put thought into the form, though they 

were not confined to it. Following the continuum into the Romantic period, the framework for 

music remained firm but not rigid and was flexible but not amorphous. 

The Romantic period in music is roughly defined as the end of the Eighteenth-Century 

through about the first decade of the Twentieth-Century. It was related to the Romantic period in 

literature, art, and philosophy, though, as was discussed, the Romantic period in music was about 

fifty years behind that of literature, art, and philosophy. The Romantic movement stressed that 

absolute truth could not be determined from axioms, or truths upon which all other knowledge 

can build. It insisted that there were realities that could only be reached through emotions, 

feelings, and intuition. Beethoven, who is often a composer historian's mark as a transitional 

figure from the Classical period into the Romantic period, became a master composer of music 

that reached for deep emotions, feelings, and thoughts. Purely formal analysis and ordinary 

emotional response broke down with Beethoven, and "it was his intention to break them down" 

(Barford 323). 

Also, in the Romantic period there was an emphasis on the will of the masses but the 

individuality of the artist. " ... there is less and less of the aristocratic patron who 'consumed' 

music as a part of high society, but there is a public who doesn't know anything about music, but 

knows what it likes and buys what it likes" (Klaus 18). Musicians were creative in how they 

approached music to please new audiences. Music became larger scale, longer, and louder, but it 

also became smaller scale, shorter, and softer. Romantic works such as Wagner's Ring Cycle 

and Mahler's Symphony of a Thousand demonstrate the larger scale of the period. As the new 

opera houses and concert halls were larger than before, the number of musicians increased and 

the use of more intensity in the music was more appropriate and accepted by the audiences. In 

the smaller scale, with the widespread printing of music on printing presses and the 

improvements on the piano during the Industrial Revolution early in the period, music became 

popular in the home. In the Nineteenth Century, nearly every middle and upper class home had a 

piano. Melodies from operas and other larger works were arranged for piano, and these 

"echoes," as they are sometimes referred to, were enjoyed by families in the privacy of their own 
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home. 

In the Nineteenth Century. there was still some use of the term sonata in its most basic 

form simply as an instrumental work. The majority of Romantic composers. however. made 

deliberate efforts to distinguish instrumental forms from one another. The period saw the rise of 

terms such as symphony and fantasy by Schumann. voluntary by Mendelssohn, along with 

concerto. suite, and program music to describe different instrumental music forms. Also. the 

term sonatina appeared frequently as titles of short. pedagogic sonatas. Even with these efforts 

to distinguish instrumental works from one another. theorists were seemingly hesitant to describe 

exactly what a "sonata" of this period entailed. Most described the first-movement sonata form 

in significant detail but neglected the other movements of the larger form. Carl Czemy credited 

himself with the first detailed description of what comprised a sonata. He described in forty-nine 

pages what went into each of the four movements of a Classical and Romantic sonata. Those 

movements included allegro, adagio or andante, scherzo or minuet, and finale or rondo. Early in 

this period, this was referred to as the "usual form of the sonata" by several theorists. The 

general idea of the sonata in the Romantic period was not drastically different from that of the 

Classical period as the overall structure remained mostly the same. Some composers felt that the 

form was flexible and that they could do things like switch the order of the inner two movements 

as Beethoven sometimes did. Also. as Czemy pointed out, there was some flexibility with the 

style and structure of the last three movements. The second movement, for example, could be 

adagio or andante, and the third movement could be a scherzo or a minuet. 

The table on the following page shows the Romantic composers' clear preference for 

the piano over other instruments for their sonatas. Forty percent of the sonatas from the period 

as determined by Newman based on Hofmeister's volumes, of the Romantic period were for 

piano alone, and another eleven percent were for two pianos. Over half of the sonatas of the 

Nineteenth Century were for piano. The piano also served an equal or accompaniment role with 

other instruments. The table shows also that composers were still writing for the violin, which 

had been a popular instrument for the sonata since its origin in the Baroque period. The cello 

received significant attention as it had begun to in the Classical period. The organ remained an 

important keyboard instrument during the Romantic period, and that also is reflected in the 

sonata repertoire. The "Other Sonatas" listed in the table, that make up six percent of the sonatas 

of the period include (in order of preference) works for guitar, guitar and violin, harp and violin, 
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violin solo, piano and viola, piano and clarinet, two guitars, flute, clarinet, cello, and zither. 

Each of the "Other Sonatas" makes up less than one percent of the sonatas of the Nineteenth 

Century. 

Sonata Settings of the Nineteenth-Century 

Setting TotaJJ% 

Piano Solo 2,634140 

Piano and Violin 1,376121 

Piano Duet 686111 

Piano and Cello 36516 

Mixed Trios 32215 

Organ Solos 29414 

Mixed Duets without piano 16713 

Unmixed Duets without piano 11512 

Harp Solo 113/2 

Other Sonatas 417/6 

This table is an adaptation of a table called "The 19th-Century Sonata Settings, in Order of Preference, in the 
Cumulative Volumes of Hofmeister " in The Sonata Since Beethoven by Newman. 

Throughout the Romantic period in music, there were composers that continued Classical 

traditions, those who went completely in the other direction going "out-of-bounds" to find new 

sonorities and beauty, and those who found a balance between the two. Developments 

throughout music history including well-tempered tuning, equal temperament, and advancements 

in instruments such as the trumpet, which began using valves instead of relying purely on the 

notes in the overtone series, allowed composers and musicians the freedom to use more 

chromaticism and new harmonies. The ability to create new sonorities with the significant 

advancements in music along with the Romantic curiosity, exploration with, and discovery of 

new sounds and Romantic philosophies such as Wagner's idea that music could express 

something other than itself allIed music naturally in a direction that united "all the keys into one 

massive structure" and began to overthrow the traditional tonal system that had ruled musical 

thought of West em civilization through the Classical and Romantic periods. 
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The Twentieth-Century saw two world wars, radical Marxist revolutionaries in Russia, 

Fascist government in Italy, and Nazis in Germany. Extremist government and war, along with 

other events, isolated neighboring areas from one another. The course of music history followed 

in the same direction (Whittall 12). There became a focus on nationalistic style. Bartok focused 

on Hungary, Romania, Croatia, Slovakia, Serbia, and Bulgaria for inspiration for his works. 

Prokofiev and Shostakovich focused on Russian style and traditions, and Vaughan Williams, 

Holst, and Britten were known as "English" composers. The United States began getting more 

attention and respect in music as composers such as Hindemith, Stravinsky, and Copland all 

associated themselves in some way with the United States, with the study of music in universities 

and schools, and musical performances in communities. 

One thing these isolated areas had in common was that the tonal system that had been 

established in the Western civilization through the previous two centuries had broken down. 

Composers, theorists, and musicians were creating new systems of music based on serialism, 

atonality, which allowed for total freedom with the technical aspect of music both harmonically 

and melodically, and aleatory, leaving certain musical decisions to chance. Other composers 

found new sources of inspiration, including non-Western folk music and exotic scales such as the 

whole-tone scale that lacked the leading tone that had previously implied certain harmonic 

changes, the pentatonic scale, octatonic scale, chromatic scale, and modes. Jazz musicians used 

thick harmonies that were based on traditional practice but was expanded, adding new notes to 

the traditional triad. 

Also in the Twentieth Century, movements such as Expressionism and Impressionism 

began to unfold. These movements shared similar ideas with the same movements in art, but as 

was discussed earlier, in music these movements occurred significantly later. Expressionism was 

the German reaction to French Impressionism (Machlis 137). Expressionism in art depicted real 

objects that were distorted to reflect feelings about the surroundings or themselves. 

Impressionism in art aimed to represent objects as they were perceived at a given moment 

(Grout, et al. 715). Similarly, expressionism in music strove to reflect inner feelings, and 

impressionism aimed to reflect an atmosphere or mood. 

Another significant movement in the Twentieth Century was the neoclassic movement, 

which was a period from approximately 1910 through the 1950s when composers looked to the 

Baroque and Classical periods for inspiration. Composers did not write Classical and Baroque 
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works, but some of their inspirations did come from those periods. Some of those inspirations 

included Classical harmony, Baroque instrumentation, Classical ideas such as balance and 

absolute music (as opposed to program music), and, among many other inspirations from these 

periods, Classical form (Grout, et aL 705). 

One Classical form that survived as part of the neoclassic movement in the Twentieth 

Century was the sonata. Despite the seemingly total breakdown of tonality and traditional 

structure in the Twentieth Century, the sonata remained a significant musical form that continued 

to be composed, performed, and respected. The traditional harmonic practice from the Classical 

and Romantic sonata was not often present, but the sonata idea as an instrumental work, and, 

often, some variation of the traditional form remained. It continued to influence great composers 

such as Hindemith, Prokofiev, and Shostakovich. Each composer had his own uniqueness to add 

to the sonata, used Twentieth-Century techniques within the form of the work, and felt free to 

alter the form. 

Paul Hindemith wrote a series of sonatas for instruments of the orchestra, including 

Sonatafor Flute and Piano (1936), Sonata for Bassoon and Piano (1938), Sonatafor Trumpet 

and Piano (1939), Sonata for Clarinet and Piano (1939), Sonata for Horn and Piano (1930), 

Sonata for Trombone and Piano (1941), and Sonata for Tuba and Piano (1955) (Paul 

Hindemith). The trombone sonata consisted of 4 movements: Allegro moderato maestoso, 

Allegretto grazioso, Allegro Pesante, and Allegro moderato maestoso. The structure is very 

close to that of Czerny's description of the overall form of a sonata in the Romantic period, 

which was allegro, adagio, scherzo, and finale. The major difference in the overall form is the 

third movement, but this is not a new issue. Even with Beethoven, the inner movements seemed 

to be quite flexible. Hindemith was not the only composer writing for these wind instruments 

that previously had had little or no solo works composed for them. The Twentieth Century saw 

works for all of the orchestral instruments and band instruments, including the euphonium and 

the saxophone. Barney Childs composed Sonata for Solo Trombone in 1963, and while it uses 

the Twentieth-Century ideas of aleatory, swing, and quarter tones, it somewhat resembled a 

Classical three-movement sonata form. The first movement was roughly in sonata form. It had 

an exposition that presented a theme. That theme was developed in the middle section, and it 

came back in the recapitulation. The middle movement alternated slow and fast sections, and the 

final movement was in rondo form. Beethoven frequently used rondo form for the last 
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movement of his sonatas. A neoclassic trombone sonata from the Twentieth Century that takes 

us back to the origins of the sonata is Stjepan Sulek's Sonata for Trombone and Piano. It is a 

one movement work with clearly defined sections within like the early Baroque sonata before it 

became a multi-movement work. 

The sonata has survived the Enlightenment, the Classical period, the evolution of 

Classical thought into Romantic thought, and even the breakdown of many aspects of Western 

music and the oppression of the arts in Europe by extremist governments and the isolation of 

countries from each other because of those governments and war in the Twentieth Century. The 

sonata has been flexible enough to adapt to each period, but it has been firm enough to survive 

and play an important role in the music of each period. It has influenced great composers from 

Corelli to Mozart and Beethoven to Hindemith and Shostakovich. 

Sonata originally meant simply an instrumental work, distinguishing it from a vocal 

work, called a cantata. Through the Baroque period it developed a clearer meaning with 

designations such as sonata da chiesa (of the church), consisting of four movements in the order 

slow/fastlslow/fast and sonata da camera (of the court), consisting of four or five dance 

movements. In the Classical period the sonata became a clearly defined and structured art form 

usually in three or four movements in the order fastlslow/fast or fastlslow/dance-like/fast with a 

clear tonal structure. The Romantic sonata bloomed from the Classical sonata remaining similar 

in structure and even tonal structure until the end of the period when tonality began to break 

down. In the Twentieth Century the sonata remained a significant art form, and during that 

period sonatas were written for instruments they had never been written for. 

The sonata has a rich history and has developed and evolved through its long life, but the 

respect for this significant art form has remained through each period in music. A review in 

1855 of'1his noble art form" by C. Gurlitt demonstrates that respect. 

"If a composer puts himself to the test with one of the greatest and most important art forms, which 
the sonata is, the highest demands will be made of him, because not only are an honorable endeavor [and] 
an artistic conviction required, but after such great examples [as those of the Classic masters] there 
must be, besides strong talent, a perfect mastery of form and, generally speaking, the technical 
wherewithal- in short, a superior grade of artistic maturity" (Newman, The Sonata Since 42). 
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