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INTRODUCTION

This paper contains an analysis of the musical forwm,
interpretation, and performance problams of five piano pieces that were
mresented in recital on Angust 10, 1965. The author has included brief
blographies of the composers,

The compositions presented are as followe:

Pantesie in 0 minoree-— - -~=dohann Sebestian Bach

Sonata No. 52 in E~flat major=-- Frans Joseph Haydn

Allegro (Moderato)
Adagio
Finale Presto

Romances Ope 28- Robert Alexarnrier Schusann

Einfash
Sehr markiert

Exeursions Op, 20 in C minor - Samuel Barber

Un poco allegro
In slow biunea tempo

Sonatine in P-sharp-— ——=piaurice Ravel

[

Moders
Mouvement de Menuat
Aningé



PARTASIE IR C MINCl-~JOHANNK BEBASTIAN BACH

A. Life

Johann Sebestian Bach, the greatest master of the Baroque Period,
was born in Eisenach on Mareh 21, 1685, Bash's femily had been famous for
two centuries in musie for providing so many organisis, Kapellmeisters, aod
cantors. Vhen Bach was nine yeers old, his perents disd, He went to live
with his older brother, Johann Christoph, who didn't want him. While he
was staying with his brother, he studied olaviohord and organ with his
brother. Although his brothsr forbade him to copy music, Bach secretly
copisd an entire lihrary of music by moonlight for six sonths and almost
ruined his eyesight.

Bach's individual life started at the age of fifteen vhen he
left his brother's home for LEneberg to become a choirboy. Me walked on
foot on holidays to Hamburg and Celle to hear the great organist Reincken.
He studied violin and the works of B3ham, organist at Lfneberg.

In 1703, Bach was a violinist in the Weimar oourt orchestira,

In 1704 he became an organist at Arnstadt, and in October, 1705 he went on
foot fifty miles to LBbeck to hear Buxtehude and stayed there Uwes months,.
In 1707, be became the organist at Mihlhausen, and on October 17, he married
his cousin, ¥aria Bardbara Bach,

In 1708, Bsch became a cowmrt organist at Weimar, and in 1714
he became court oontertmaster. He wiote many contatas in Weimar., In 1717
he becams a Knpellmeister at COBthen beocause of his clese friendship to



Prince Leopold. He devoted himselfl %o writing orchsstral, chamber, zngd
instrumental music while he was there. In 1721, one year after Maria
Barbara's death, he married Anna Magdalene Wilken. %The Little Clavier
Book of Anna Magdalsne® was writiten for heor study of clavier.

In May, 1723, Bach left Ghthen for lLeipaig whare ha remained
for twenty-seven years. He was cantor, orgenist; Latin and music teacher,
and composer. Most of his sacred music vas written there. He died in
Leipsig on July 28, 1750, |

Be Style

The uncomparable gs;?t_ius_','- J+ S. Bach, can only he recognized
from listening to and studying hie prolific output., He composed music in
every possible form except the opera.

Bach wbo "displays his talent for melodic and rhythmic invention
ard harmonic andaoity"l is the greatest master in polypoay and contrapuntal
atyle music, His music contains not only the contrapuntal concept but also
lyric idea such as those found in his church suslc,

Whatever the instrument called for, Bach always expresses

his owa eloquent personility. . « o his mualc is not

overtly emotional. As a musical craftsman, he haa too

much aristocratic reserve to make common display of his

Joy and sadness. He does not insistently impose his

emotions on the music, andd in his dilcgnrse bhe avoids

speaking too freely of his sentiments,

The keyboard works of Bach were written for clavichord or barpsie
echord, Most of his bast-known works were written during ths CBthen reriod

suel: a8 the 1little pleses for his wife and children, Inventions, French

Sultes, Engiish Suites, Partitas, and Ihs Well-Tempered Clavier, Volume I.

1jonn Gillespie, Fiwe Centuries of Ke ig (Belmont, Californias
Wadswvorth Publishing Company, s Pe o

21pid,, pe 133.



The name, Johann Schastisn Bach, will i perpetusled oy the

monumental work The Well-Tempered w.lavier., It coniains forty-eight preludes

apd fugues, and is a teetameny for tue system of squal temperament 2: well
2 the contrapuntal ingenuity of Lhe oomposer. The work is in twe volumes.
Tne first volume was completed in 1772, end the second in 17U4k. Esci volume
contains twenty~four preludes and fugues in all the major and minor ksys® in
chraratic asoending order.

When Baoh wrote in fugal form, he alwaya oreated a
theme with some identifiable characteristic. This
might be a subtle emotional quality or a rhytimis
principls, either of which could then provide the
basic mocod or motion for the whole movement.
Consequently, his fugues portray every sentlimeny,
from profound melansholy to spontaneous galety.l

Co Analysis
Fantes C minor (1700-8) W/ Rounded binary form

The asme, Fantasie, neitber implies a form nor does it
neoessarily indicate a pisce of sn improvisatary coaracter. willi Apel
says the followlng:

In the 16th and 17th centuries the nswe fantasia
occurs frequently with instrumental pileces which
are written in a more or less striot contrapuntal
style, apparently lacking any feature of 'free
flight of fenocy'. Although the use of the name
fantasis for such pleces seamd strangs from the
modern point of view, it is entirely reasooable
from that of the l6th~Century musician, to whom
the fantasiz was a free variety of Ene striotly
contrapuntal and learned riocercare.

Tioe Baoh Fantasie in C minor is writisn in a free contrapuntal styls.

llbido, Pe 133'13!40

&4 Apel, lhrm Distionary of Musie (Cambridge, Massachusetts!
Harvard Unjversity Press, » Pe 257,



This Fantasie 18 wvrittan in rounded binary form, Twe fTirst
section bezins in C minor (messure 1) and ends in C major {measuxe 15j,
and the second saction starts in O mincor {measure 17) and ends in & iinor
(messure UC), with the first eection returning at measure 34,

The descending triplel, hrokenschord figure compleied Ly &
scals figure (measure 1) and its reversed figure (measure 5) are tus wcst

redominant feature in tiuis pleca,
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Intervals of octaves and scale figures ars frejusnily used turcughout

the piece. This is also a highly caromatic piece and is full of appoggla-~
turas,

The ornaments W , . s/ »lw » 8nd o> are used, giving thlis
compoaition more vitality.

The mordent of the first measure should be taken
with F natursl, not F sharp, the old rule for &ll
ornazents being to use the diatonic second below
or above unless otharwise marked by an accidental.
Suort trills like the one for the rignt hand at the
end of the first measure sound best when played
with an exact nmber of notes, in this case twelve,
begianing with the auxiliary note above. lLong
triils, on tlie contrary, are best esecuted with an

n



oy

indefinite nawber of roteny aits independently of
the movemsnt of otner parts, An urmesual oruament,
W » occurs at the nesinning of the eighth measure,
The correct performance is to lengthen the first
auxiliary note, P nmaturel, before starting the
trill, regardless of the_clashing dissonance with
the F sharp of the mass,l

The specific realisation of the ornanants are shown belows

Exsesle 3
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The A seotion 15 divided into two parts. The first part
consisls fundamentally of figure 1 and Figure 2 with the camplementing
scales, Figure 1l was repeated tures tLimes, first in C minor tried
(measurs 1), then I diminiashed cnord (measure 2), and finaliy U dimine
ished chord (measure 3). After vne measure of scalar uridge (measure i)
Figure 2 with the complementing scales is repeated three times, first in

C minor chord (messure 5), then on a C seventh chord {(measure 6), and

Lirnest Hutcheson, The lLiterature of the Piasno (New York: Alfred A.
Kmpt. 191&8)’ Pe 55.



fimelly & dimdnished cioyd {mexsiye V). Suddenly at neasume 7, reguiar
sixteontn notes rather than fri l:l: are used 88 an sccampunirent Ilsure
for tie fivel and the segend Lesxt, . iving & strong break in the custlanity
and flow of the plece. This ig thw first and lest ussge of thie rhythm in
this plece. Measure § ends on = { ¢iminished chord, and 5t leads to the
second part of the A section,

The second pert departs Irom the energetic petterns of il
firel tc 2 peacefnl rether susporvied charscter. This character is deter-
mined by th: slow chromatic charges of harmony first outlimed by troken~
chords and then scales. MNot only is thin ssetion related to the first by
the triplet eixteenth note figure but also by the following figure:

Lxample b
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The sscond part of the 4 section begins on an E dimintahed
¢ .ord (ceasure 9) and ends on a 3 major chord (measure 16) which is the
dominant key of the Fantaele, Croseed hande mre used for this part
from messuwre 9 to measure 13. Triplet accompeniment figures and fragments
of vivid chramatic scales add elegance to this part,



The B section (measure 17) takea up the figures of the A section,
but now begins on the minor dominant G, The B section is divided into threc
parts. In the first part, Figure 1l with the complementing scales enters on
a G minor chord (measure 17), F-sharp diminished chord (measure 18), and B
diminished chord (measure 19), From measure 19 to 24 Figure 1, Figure 2,
and fragments of chrometic scale move back and forth in different harmon..
in syncopated rhytim, At the chromatic passage (msasures 21 to 23) the
rhytimic pattern is changed by adding thirty-second notes, the oaly such
occwrrence in this comppsition,

The second part of the B section (measure 25) starte on an A
diminished chord, and extends beyond the original design. The tridge
(mesasures 32 to 33), which is & highly ehromatic passage, lsads to the
finel third part.

The third part of the B ssction (measwure 3;) is a return of six
measures of the A section in C minorj it also ende in C minor (measure LO).
It is an exact repstition until measure 36 except the little change of
accompaniment in measure 36, In msasures 37 to 30 the sound is thickened
by adding notes towards the end of this composition. The two-voice
sizultaneous playing of both voices in measures 39 to LO beightens the
dignity of the climax,

De Performance Problems

The Fantasis contains many fanciful elsments including arpeggios,
both diatonic and ciromatic scales, crnaments, contrasts betwmen sections,
rapid croesing of the hamis, and alternation of rhytim. Some of thess

elements present problams in performance.



The text edited by Hans Bishoff, published by &dwin F. falmus
in Rew York City, was used by ihe writer. Bishoff indicates a pussihls
tempo (Allegro moderato J.2 66,.%, dynamics, phrasing, articulation, and

the fingering, fifth finger owver fourth which was a ¢ommon fingering in

Bach's tizme (measure 12),

In dynamics, Bishoff{ marks £ energico for the first pert of
the A section, p tranquillo fox_?» the second part of the A ssotion. smm
suggestions are applied for tho -r.eat of tnis piese. In addition to those
markings he indicates more specific and detailed dynamics throughout the
pisce.

Bishoff does noct mark long phrases, but indicates nolte groupings
by phrese marks, For the ships he marks slurs and staccatos.

The first part of the first seotion nseds short and sparing
pedaliing % achieve & more energetic sound, Still more pedsl is nseded in
the segond part of the first section for the peaceful and gentls fecling
useded, The chromatic passages need uo pedalling in order to avoid a
blurred sound. Ths above pedallings should be applied for the rest of the

Fanlasis.
Aternation of rhoythe cocurs measure 21 to 23,
Example 5
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In txample 5 the dottec linee incdicete simultanecus playing of noth hknds,
A simiiey example is found in "The Irterpretation of Bach's Keyboard Works®
by &rein Bodky.

Lxample 6

In sbove Exaaple 6, number 1 hes quarter note value, and number 2 has eighth
note valus. It is Qquite possible that Example 5 is a written-out ornament;
however, the above discussion still applieas.

| The I*:anmie dffefa somewhat from Bach's fugal works, but he
maintaine his contrapuntal style in this piece. Each figure must be
projected. " sturdy touch, not too legato, is appropriste; . ¢ . "¢ and
that soumd reminds us of the harpsichord. “A recital program might fitly
open with this manly, ensrgetic piece."3

zﬂntchanon, OPp. g&.; Pe 55-

31bid,



SONATA MO, %@ IN EeFLAT MAJOR==FRANZ JOSEPH HAYDN
I. ALLEGRO (MODERATO)
II. ADAGIC
III, FINALE PRELSTO
he Life

Prens Joseph Haydn; the first master of tiwe olassio period, wes
born on March 31, 1732 in Rohrau, Lover Austrias In 1740 be went to Vienna
where he spent most of his life..

In 1761 Haydn was engaged as a Kapellmeister at Prince Esterhasy‘s
palsoe in Eilsenstadt. Most otthe symphonies, quartets, trios, diveétimnm,
serensdes, concertos, sonatas, egﬁrul, and messes were written whih. b® was
working for the Esterhasy family for the next three decades.

The relationship bcf‘huan Mozart and Haydn started in 177?; They
influenced each other, and Hayé;i ln.rned much from Mosart. cmontﬁiu.
extension of development aoctiﬁﬁs an& lsecond thame® which contrast with ths
first in hie later works--these are influemdes by MNosart,

In 1791 Haydn went to london to write a set of new symphonies
wiiich he conducted at orchestral comserts, He received an honorary dootor of

mugic from Oxford University, and he wrote the Oxford Symphony to acknowledge

this honor. He again vieited London in 1794, but thereafter steyed in
Juspendorf, & suburb of ﬂem:s;

Raydn was requested to write the Austrian Nationzl Anthem by the
Minister of the Interior. It was officially introdugsed in ell the theaters
of the Empire on the BEmperor's birthday, February 12, 1797+ Haydn, who was

a religious man throughout his life, died on Hay 31, 18039 in Vieuns.



Haydn's creative musical years started in 1750, and euded in
1803. His life can be divided into five periodss
(1) youth, the first period (1750-1759)1 2
(2) a phase of transition, the second period (1760=1769)
(3) Storm and Stress, the tnird period (1172-1??9)3
(L) maturity, the fourth period (17850=-1789)
(S) consummate mastery, the fifth period (1790-1803)5
In the fifth period Haydn wrote only the three pisuo sonstas,

nusbsrs 50«52 of the Collected Edition, but these three are among the finast

sonatas. “It is ourious that Raydn, who was not a pianist, should have
compogsed more than fifty plano sonatas and ssveral short pisco piocoa.”6

He was the first composer to use consistently slur and phrase marks for
pianoc music. ®"Some important authentic slurs are to be found in the Italian
Concerto and in the Goldberg Varistions"! in J. S. Bach's voria.

Haydn crystalised the sonata form, which partially originated
with f. P. E. Bach, and utilised it in instrumental music. Also he
"enlarged the outline of the symphony, the sonata and the string quartet
bringing to tuss altogether new structural dimensions.*S

8;&:1 Geiringer, Haydn (New York: W. W. Norton & Company, Inc., 1945),
Pe 188,

2104d., p. 202,

3M., P. 223,

l‘lb_ig., Pe A7,

Smid., p. 272,

6cillespie, op. 6it., P. 161,
TBodky, op. ¢its, p. 204,

BMi1ton Cross and David Bwen, En
Their Music (G‘X’d’n City’ Rew York: Dioub
Pe %2-



For the first sovement of nis more mature sonatas,
Haydn frequently used two themes, which, (owever,
are not always markedly contresting. Many Haydn
themes are bullt in irregular periods of three,
five, or seven msasures, and he shows a tendendy
to suppress ths importance of the second subject
or theme. As a matter of fact, in pasgages where
Mosart automatically introduces a new (seocnd)
theme, Haydn often seeks some fresh guiss in whish
to present his first theme, thus reserving any new
material for a less obvious ocoasion. With his
personal predilsction for clarity, Haydn cften
neatly separates the three seotions of his first
sovement by a retard, a silence, a messure or two
of chordal passages, or an organ point. One
favorite Haydn device ococcurs in the development
section; he builds the firet part of the develop~
ment section around the second tieme ard then goes
on to develop the first theme, leading to tiw
recapitulation. His development seation is ususlly
short, although at times it coatain the éemotional
olimaz of the entire movemant.

Haydn's music is basmically homophonic. He "makes free use of
counterpoint when he sees fit."? He uses mauy folk melodies for thematie
material. "Wit, gaisty, kindness, laughter, sunmy humor, mSsohief*3ee
these are the characteristics of nis music. Also “poetic revelation,

nobility and majesty®s abound in his music.

C. Analysis
Sonata No. 52 (1798) 3 ¥ovementa
E-f1lat major B mjor E~flat major
Sonats No. 52 in E-flat major "is a masterwork that displays his
lifetine efforts at keyboard composing."® It was cowposed for the pianist,

JGilhsp:u, op. 8it., p. W2,
iutcheson, 9P« Site, Pe 65,
3Cross and Bwen, gp. eit., p. 37h.
I&M.

50111espie, op. 9ite, Pe W5,
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Theresa Jansen. It was writtern in nhis usual order of three wmovements; fast

(sonata-allegro); slow (sorg form), and fast (sonata-allegro).

1st Movement: Allsgro (Moderato) ®-flat major UL/l Sonata-allegro form
In the exposition the msssive chord, the opening of the Al theme

in E«flat major, begins the nofemnt. The escho following and the two-measure
Uridge (measures 4 to 5) lead to the A2 theme (measure 6) in Eeflat major
which is related rhyttmically to ths &1, but is now chromatic. The following
interval and the riythmic pattern from thw second beat of maasurs 6 is a
prominent feature of this entire movements

Example 7

. . . -
c"\. ' PREREY I R sl )y ‘_’YIQT \A"‘!/

From mgasure 9 the Al and A2 are repeated and extended. Bl thame (measure
17) in B-flet major bas the seme rhythmic pattern and interval as Al, but
this time it bas more ascals passages. A harmonic digression (measures 20

to 27) followe vefore Haydn leads to the B theme in B=flat major. B2
(measure 27) is also rhytlmican_y relatad to Al but it *lightens the
prevailing mood."l A chromatic bass descent (measures 29 to 32) leads to

the codetta (measures 33 to L3) in B-flat major. The codetta theme (meesures
33 to 37) 1s a nev barmonisation and presentation of the Al theme. Relation=
ship between first and closing theme is common in the classic period, and
relationship between all themetic materiazl in an exposition is often found in
HBaydn.

llbid., Pe 166,



The development begins at measure L with the key change te ©

major, achieved through the Italien sixth choxd. The development section

i= a planistic working out of material already presented, now full of scalss,
arpeggios, and broken~chords. Haydn wrote wonderful modulations through this
section. The B? theme oomes first in C major {(messurs ). Through F major
and its deceptive cadence, G minor and C minor passages Haydin arrives at the
A2 theme (middle of meesure 57) in F minor. Then moving chromatically to
A-f1at major and G major he goes to the B® theme (measure 68) in E major
which is lmmorously prepared by a strong dominant of C minor from measures
64 to 67,

This is reminiscent of other fausse reprises in Haydn's susio.

There is a double entendre here in that he ssams to prepare for the
recapitulation in C minor the wrong key but does not move to this key.
Insteed he moves to the key he favors through the entire sonata, the
distantly related key of E major, enharmonically the Ne&politan of the
tonic., Beginning in measure 72 Haydn gtaris a chromatic descent from the
key of G minor to B-flat, the dominant, for the recapitulation. Thie desosut
uses the rhyttmic figure and interval Example 7 from &2,

The recapitulation is quite regular and exposes interesting
changes to sccommodute the needed tonie key arrengement. From measure 856
through 93 Haydn emphssises the dominant Beflat to maintain ths toniec
center. He enhances this passage by tossing back and forth the 42 thems
from a treble range to the deep bass.

Thiz movement consists mostly of sixteenth and thirty-second

notes, and the "pwlse unit is often in eighth notes."* "During the

131an Richard Aulabaugh, "An Analytical Study of Performance Problems
in the Keyboard Sonatas of F, J. Haydn® (unpwblished Mi. D. dissertation,
Department of Music in the Gradvate College of the State University of Iowa,
1958)’ Pe 33,



eighteenth eentury, certain types of rhythmis patterns were customarily
altered in perfamnce.“l "The opening measures of this sonata are nore
drematic when performed with rhytimic alternation than when perfoimed as

written,"2 as follows:
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2nd Movenmsnt: Adeglo E major 3/ Song form (A B &)

This second movement is written in E major. ®This apparently
daring tonal arrengevent 18 prepared by the vse of E major in the dewslop~
ment group of the first movement.™s The initial rhythrie motive, double
dotted eighth notes end tnirty~seccond notes, dominates the whole novemsnb.
*This strong riytimic pattern, the litile cadensa figures, the light
ornamentation, all contribute to the luster of this movement."d

The first A section is a regular binery form. The Al theme in

B mejor at the beginning of the movement ends in ¥ major (measure 3}. The

irbid., p. 72.

Zw" Pe The
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bridge section (measures 9 to 12) was written in a design of oonsecutive
seventh chords which lead to the A2 theme in E mejor, and the theme euds in
E major,

The B ssetion is in the parallsl, L minor (measurs 19) as
indicated by the change of key signature to one sharp. This section is also
& bioary form which consists of Bl (measures 19 to 26) and B2 (measures 27
to 32). Rhythmically the B section is more intense than the A section, and
it consists of ruytmic fregments of the initial four measure thame of the
A section, Ths daminant of G major in measwre 20 changes the key center to
Q major, and it oontinues through messure 25. E minor returns at measure 26
and the ssventh chords prepare the return to the last A section in E major,

The key sigpature of E mejor (measure 33) and the initial melody
indicates the return of the A sedction. This section is a restatemsnt of the
£irst A sxocept that it is highly ornamented with rapid broken-chords,
appoggiatures and runs, and hes a final cadence sxtended to fowr measures,.

3rd Movements Finale Presto E-flat major 2/ Souata~allegre fora

The third movement is ome of great galety and boistercusnsss
requiring considerable virtuosity. The energetic rhythms are punctuated by
syncopations indicated by slurs and "f2z" marks. "The rest and pause are
used here with great effectiveness,*l

In ths exposition, the rhytimic firat thame in E-flat major is
eccampanisd by eighth ootas with an underlying E-flat pedal point. It is
repeated in F minor with the same kind of socompaniment, and then in Beflat
major with the octave melody in the left hand and an accampanying figure of

frag,
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sixteontnh netes, The third time ithw melody is extended beyond the origlnal
dasign. The lyric transitional theme in B«flet major (measure 28) descends
chromatically to an F chord, the dominant of B-flat, ths key of the =socond
theme group {measure hh), which is characterived by a syntopated rhytim,

The second thems group consisis of many diverse elsments and i8
interrupted first by a slow ctramstic progression, measures 53 %o 59. amd
later by the low vF2e 45 measure 77,

The Olesing theme in Y=Lflat major (measure 78) iz based om the
dominant saventh chord, and the{‘-fa;aven’m of the cuord is used as pedul point.
The theme® at measures L whﬁmY&w%m clogely related by tneir
syncopations. The two displsy_péssma, measures 65 to 17 and 91 %o %h add
charm to this exposition. A lit%-lé -'éedet.tn combining elghth and sixteenth

| notea is writlen fros measure %3 in B-flat major.

The dewvelopment secotion starts at measure 103 witi: first the
cloging theme, and then the chromatie secale patlerns which are relatad to
msasures 46 to 48 in the expositdbn. The first theme (measure 12;) is
pressnted with en Alberti bass ;sécmpenimnt in A«flat major but resks into
cowerto-1ike scale passages which move from A-flat to S-flat (moasme 140).
&An extension of the btrokeu=chord passage at measures 65 to 77 in ihe
exposition follows, ending with & low "02% with a fermata. This wouxld seem
% lead us to C wajor but Haydn sgain fools us and used tis “G® as the
leading tone in A-flat, _ .

The second theme apopears in Aeflat major at measure 175, then
drops to F minor. After a playrnl pausse, Haydn takes the cruomatic scale
figwes from the second theme, inverts it and wodulates eventually to the

dominant ssventh of E-flat far tle recapitilation. The hesitation on



¥arious barmonic changes plus the Adagio lempo and fortdssimo finsl chard
with esbelllishments serves o creste a suapemse preparing the recapitulation.
A1l tiese devices show the fantastic imsgination of the camposer,

LY the beginaing of the recapitulation (measure 20}) the origimal
empo returns. The first theme returns in B-flat major (amasure 204}, and
F minor (measure 212), and B~flat major (wmeasure 220), and then the tramsition
therms in E«flat major (measwr» 232)s The second thame (measure 24#) returns
in E«flat major, and the bridge section {measurs 251) starts in E-flat major
snd ends in B-flat majore. The closing theme (measure 282) is besed on the
dominant seventh chord of E=flat major, ard the seventh is used as & padsl
tone. The codetta (measures 295 to 307) in E~flat major closes tnis movemsut.

As a whole, Haydn uses many dynamic contrasts and dramatbic
gestures, Rhythmic articulation is meeded to leep the pulse of this Sonata,
The scales, brolenechords, and arpeggios demand a fluent technique., The
pruses wsed in the first and the tailrd movements add an important effact,
Haydn'e characteristic wse of the same materlal for the first and ths secomd
theme in sonste=allegro form iz also found in the first movement, Extensive
chromaticism which probably shows a Mosart influence wvas used freguently in
the third movement.

This Sonata “hes its distinetly personal charscteristics,"t and
it "reveals the exitracrdinary fantasy of tbe composer."™ “"With this mestere
piece~~in which virtuosity, harmonic audscity, lyric suavity, ami technieal
maturity marvelously intermingls—-and witn the two other sonatas of 179h-
1795, Joseph Haydn taies lsave of the pisno sonetae”3




ROMANCES OP, 28««ROBERT ALEIANDER SCHUMANK

I. Sehr maridert

A. 1life

Robert Alssander Schumann, a central figure in ninsteenth-
century musical ramanticism, was worn on June 8, 1810 in 2Zwickau, Saxony.
Schumann began to study piano and to compose at the age of six., 1In spite
of his enthusiass and his talent in musie, his parents ignored his wishes
to be a comart artist., In 1828 his strong=willed mother foreeqd him to
attend the University of leipxig for law study; latsr he transferrved to
Undversity of Heidelberg.

Sommann neglected law study, and at the same time began to take
plano lessons from the celstwreted teacher Priedrich Wiesk. In 1829 Schamann
wrote t0 his mother for permission to study music., Wiack alep pramised har
that hs would maks Schumamn into one of the foremost pisnists of the day in
three years. Relustantly, she gave her apmioval,

In 1830 Schumarm lived with Wieck to study pianog oonsequentdy
hs btecame scquainted with Wieck's dauvghter Clara., He practiced the piano
seven hours a dey, and tried to develop independence of fingers by expanding
the fourth finger in a 8ling while practicing with tie others. This
artificial position did not bring about independence, but induced paralysis.
He was forved to give up his ambition to be a piano virtuoso, and turged to

composition.
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In 183L Schumann founded the Neue Zeltechrifi flr Musik {New

Journal About Music) and worked as its editer until 1B8LL, He contributed
traverdously to the hdstory of criticism through his essays and criticism,
particularly in the matter of recognlzing new mueical persomalities, amd
introducing them to the world, Al the same time Schumann hed an imaginary
soclety of artists with oommon interest which h» ealled Davidsbiid (David's

Band)

Tha love affair of 2overt Schmenn and Clara Wieck, who waag a
brilliant concert pianist of the day, is one of the most beantiful storiss in
music history. PFredrieh Wieck opposed thedr marriage contimously and
fiereely from the begloning. Scimmziin finally brought a law suit agalust
Fredrich Wieck and won his case. On September 12, 1840, he and Clure were
united in one of the happiest marrisges in all music history., Clars introduwsed
his works through her very popular concerts, and Schimann dedicatad mush of his
bast worlk to her.

Schumamn had bean fsarful of his insanity from time to time thwough
3is lifes. One cold rainy winter ovening, Schumaan attempied suicide by Junping
into the Rhine River, but was saved. The following week hs was confined to an
insane asylum in Endenich near Boun vhere he remained for two ysars until be
died on July 29, 1856,

Be Style
Schumann i8 one of the mo8t individual of composere. Until 1840
he devoted himself exclusively to music for the plane which was "Schumamn's

natural medium of expression.tl "A large proportion of Schumann's piano

Iﬂut.emv:m, Lpe m-, Be w#a



pisces contain personal and literery ullusion and references.'l His plano
pleces are f£illed with ths most ramantic warmth, imagination, lyrical amd
poetic ideas,

Lyricisa of Schumann ie one of hig most important traits., 4
favorite device of his is ths prolongation of ons note of a2 melody by
repeating it with different harmonizations, but with the same rhytimic
patterns of accompaniment until it moves to & different interval. Ome of
the examplses 18 found in Romanes Op. 28, No. 1 as shown below:
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His melodic lines progress slowly towards a climax. Also his subtle use of
counterpoint and imitative melodiec passeges brings unique individuality to
his works. Schumann enhances his melodies with pianistic accompaniment
patterns whioh require great skill in proper voleing opr proportioning.
Schumann!s harmory is very chramatic. Ernest Hutcheson stales,
"He avolds the outworm accompanimonts and Alberti basses of the classical
pericde. Secales rarely appear in his composition. The technique is chordal

with exclusion of ¢commonplace arpegszios M2 Scmmann shows his rhythmical

41bid., p. 155,
2;2“., Pe 1560



ingenuity in dotted rhyt!m® and syncopations, "In ths use of the pedal
Sehimann is boldly experimentel, constantly trying out asw ideas of
resonance and echo.*l He gives all his directions in German except for &
fow iadispensble Italisn wards.

Schumaun developed a new form of musical expression, ths large
campodition consisting of many smaller pileces which are united. "“He is at
his best in short movaments like those of the Carmaval, Opus 9, Kinderssenen,
Opus 15, etc."2 "The composer tells us that it was his custom to write the
music first and invent the names later. They are not program music, and the

titles serve merely to imnduse appropriate moods for performarte .3

Ce Analyeis

Three Romances Op. 28  (3839) Mo. 2 No. 1l
F=gbarp major B-f1at minopr
A B A Cods A B A Cods

*Ramance™ and "song without words®™ belong t0 a sirilar category
of rusic. They dsnote:

A& romantic conseption of the musio ., . . are
not actually prograzmatic, even if they are
sonetimes impressionistic in style.s . . « The
romanoe ¢an be &8 preponderantly vooal in
style as the typicel ‘song without worde', and
both may be purely instrumental in taxbure.
Eithsr may be spirited or deeply emotlosal in
poiut of expression

1Ibid¢, Pe 157.

27ames Friskin and Irwin Preundlich, Music for the (New York:
Holt, Rinehert and Winston, Inc., 1954), P. 168, Aane

3Butcbuon, Ope wo; Pe 1550

ligathlssn Dals, Ninetesnth-Century Piano Music (london: Oxford
University Press, 1954}, P. .
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Romance Op. 28, No. 2 Einfagh Fesharp major 6/8 Ternary form (A B A Coda)
This Romance Op., 28, Nos 2 is "one of Schumann's most eundearing
places, a perfect gem of poesy.”l It is best=imown by its beautiful and
charming "centatdle melody whicn is placed in the expressive middls register
of the ksyboard to be played by the thmmb of each hand while the fingers
exsCute the mursuring acoompaniment "2
In the A section (wessure 1) eight measures of melcdy which are
played as a duet on thes imterval of third, iz repeated. Schumann uses a
hemiolse. device for the molody (e.g., measwre 5).
Example 10
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Barmonieally the A section is diatonic, but it maintains a few chromatic
progressions. Tonic, dominant, and sub=dominant are used almost
exclusively in the A ssction,

In the B ssotion (messure 17) the melody moves from the middle
to the top voice. A contrast is also achieved throwgh ths extreme chro-
maticism and the frequent use of diminished ohords which result froa the
chromatic harwmoniss. The B section is moxre intensive than tie A section
becsuse of 1) the chromaticism, 2) the cotave doubling of the bass notes

lﬂui‘-om‘)n, _020 2&0, Pe 180.
%‘1’. Ope &o. Pe 230,
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which are played in the lower range of the piano, and 3) the hemiola device
which is an apparent 3/l now.
The A seotion returns at measwre 26 with a dominant neis

raplacing the tonde in the sccompaniment,
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From the second half of measure 29, ths contour of the originel design begins
to change, preparing thse coda,

A long pedal point (F-sharp and A) is played from the sscond best
of measure 32 on the interval of & thirds The murmuring sound stops
eompletzaly, and the highly etn-omtib coda section begins at measure 33 over
the pedal pointe. The ooda theme (msasures 33 to 3) is Imitated slix times
in different octaves and different ‘®ym, Dininished harmoniez zre frequently
used in this section., The unison playing of wmeaswre 37 and the ornaments in
the same meagure add ensrgy toward the olimax, The melody of the cpening two
measwmres of the A section returns at measure 0. The melodlc pattern of
messure 2 is prolonged through three measurses by an octave doubling.

In the text there are some differences between the 2. Schirmer
edition, edited by Harold Bauer, published in New York City. being used by

the writer, and the Edwin ¥, Kalmus editlion published in Mew York Citr, In



the Schirmer edition the Romance is written in two staves, end it conteins
forty-three measures bscause of the written out repeat of the A sectiom
(msasures 9 to 16), and the extre one messure, measure 33, which sustainas
the pedsl point. All the ornaments in measure 37 are writisn out, wiereas
the Kalmus edition user aigns.

In the Kalmus edition ths Romance is written in three staves,
amd 1t containg thirty-four measures because of the use of repetition marks
in the A section., Instead of using the pedel point of the Schirmer, the
Kalmus ediiion uses & fermate which brings a dramatic pause before ths coda
enters, A remarkeble differemnce is found in pedailing. An example of this
is shown below in Exaampls 12, The examplss are taken from the last two

measures of the Romance in both editions.

Example 12
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The duet melody of the 5 section, the more moving melody of the
B section, and the highly chromatic melody of the coda are filled with beauty
and simplicity., Schhnmann's favorite devices of the dotted rhytlms and hemiola
thythm give charm to the melody. Regular sixteenth notes are used throughout
the plece.
Yomance Op, 28 Noe 1 Sehr markiert B-flat minor 2/} Termary form (A B i Coda)
This Romance is written in ternary forwm with smaller forms within
each large section, This piece contains eleven small seotions which are partly
indicated sy r.petition marks &t doubls bars. The following diagram presents

the construction of the piece,

A _ B
s N ® Y A e M d G d 1T
(¥ 1) (K. 9) (M, 15) (ie 25) (M. 33) (M. 45) (M. 53)
8P minor F minor B° minor o mejor g ma jor o na jor # major
“Dominant
A
a T3 T a 5 Coda I\
(I'E. 67) (Mo 75) (H. 83) ti:lo §1)
EP misor 8P minor  BP minor B® minor

“Uominent

This is a work of triplet sizrteenth note movement suriing below
& rather narrow-ranged melody in Quarter note movement. In the opening
Schumann prolongs the *F* of the melody for two and one-half measures through
pulsing riytums with changing harmonies. Again from the second beat of
meusre 4 to measure 6, the "Beflat" is repeated in the same way. In
performance the phrasing mwst be delermined by tihe performer since there asre
no phrase markings in measures 1 to 2L and measures 66 to 1lll. The sf marks
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and the accent merks help to datermine phrasing. For an example, in mesasures
1 te 8 the first ohrase ends with the firet beat of measure 3, and the next
phrase extends from the second beat of measure 3 to mesasure 8, which is
unusual in & melody of eight messures. The melody is supported by thse nevere
cezsing triplet sixteenth brolhen-chord accompaniment figure which is divided
vetwean the two hands throughout the plece.

The harmmonies are extremely chromatic aa can be hsard in the bass
line movement of the firet six measures. Al ueasure 25 the B esction appears
in F-sharp major, ths enharmonic sub-mediant key. This lower teriian
relationsnip is & favorite harmonic movement of ramantic composers, At
measure 62 the key signatwe is changed to E=flat minor, the sub=dominant of
e jomances finslly at measure 83 the oy eignature returns to B-flat minor,
“argllel fifths appesr in measures 31 to 32 and 51 to 52,

The dotted rhytim of the "b" seciion, measures 5 to 1ll, evokes
an intensive faeling. The dotied rhytmic pattern comss on the first beat,
and one measure later on the second beat; then at messure 13 two consecutive
dotted rhytlmic patterns return togsther,

In measures 33 to 40, and 53 o 60 the rhyttmic pulse of the
melody is changed from the forceful and siraightforward rhytlm into a
syncopated rhytlm. Schwegnn's notation of melodie rhytim in measures 33 to

L, and 53 to 60 seams to be incorrects
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In the preceding example Scamumann suggests that the firet eighth note has

the valus of four siztsenth notes,; and the last sighth note has the value of
two sixteenth notes. Schumann wses only one ritardaundo mark in the entire
pisce. This appeare on the second beat of messure 43 to il in the first half
of the B section. The pritardando passage is an effeotive bridge between the
sections, giving & relamation from the cesaseless {low of the piecs. This
piece is written more idicmatically for the instrumsnt than the Ropance

Op. 28, No. 2.



ENCURSIONS OP., 2C IN C MINORweSAMUEL BARBER
I. Un poco allegro
ITI. In slow bluss tempo
III. Allegretto
IV. Allegro molto
A. Life
Samusl Barber, one of the major Ameorican composers of owr time,
wvas born on March 9, 1910 in West Chester, Pennsylvania, His family backe
grownl was fortunats for a person interestsd in a musical career. His
mother ¥as an emsellent pianist, and his uncle, Sidney Homer, was a
sucoessful song camposer, Moreover, Louise Homer, the celebrated contralto
of the Metropolitan Opera, was his aunt.
At the age of six, Bsrber began to study pilano with William
Hatton Gree, & Ieschetisky pupil, and a year later he began to writes music.
He studied piano, voice, and composition at Curtis Institute of Music, from
which hs received an honorary doctor of music in 1945.

His first important work Tha School for Scandal, a concert

overture, was completed when he was twenty-two. In 193 he made his debut
&8 conductor in Vienna, On March 2k, 1935 the first successful performance
of a Barber work took place when the New York Philharmonie Symphony, undsr

Wernar Janssen introduced the Music for a Scene from Shelly. In 1937 the

Symphony in Ona Movement was performed at the Salsburg Festival in Austria,

the first time the work of an American wes performed at the Festival,
Barber has won a number of important awards., In 1928 he won the

$1,500 Bearns Prise of Columbis University. He used the money for his firet
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trip to Surope., He won the Bearns irise again in 1935, He received the
American Prix de Rome in 1935, the Pulitser Prise for music in 1935, 1936,
and 1958, the Guggenheim Pellowship in 1945, and the New York Music Critics
Award in 1546,

From 1931 to 1933 Berber taught piano at the Curtis Institute of
Music, and from 1939 to 1942 he taught orchestration and organised a amsll
chorus at the Institute., In 1943 Barber wes inducted into the United States
Army and essigned to the Air Force. wWhile hc; wag in the Army, he composed
yommando March, and a syrphony for the Air Porce. Since his departure fram

the Army in 1945, he has been living in "Capricorn,® a home which is located
in & besutiful nilly landscape with s view of Croton lake, near Mi. Kisco,
New York,

Barbsr haa conpeuntraind ¢n symphonds works and operas. DHeasides

the Bxcursions, his Piano Sonmata Cp, 26 (1948) is a well-kmowm piano work.

Be Styh

Barber has bsen influenced by literatwre as in The School for

Scandal, and the Music for a Scems from Shelly, and by the singing voice,

The latter influense is felt in the songful lyricism of nis works,
Barver was mare romentic in style in nis eariy music, but now
is freer, and employs a more contamporary technique. Sometimes he uses
Averican folk tunes in his music, and reproduces them in a unique mauner,
Barberts themes are now more complicated than those of his earlier daym.
Barber Is freer now in his treatment of tonality and dilssoanances.
fis subtle use of chroaaticism, contimal shifting between major and minor,
and polyharmonies bring strong individuslity to his music, A few tines he



thag smployed the twelve=tonms teariricns, "His contrapunmtal writin: has
witality,#2

Barberts rhythm is very strong and individual, He umes narg
syneccpated rhythms and croes rhytims. He frequently alternates time
gignatore in a plece,

Barberts feeling for forr is very strong, ard it 15

in this reapect that his music shows the cloesst

tied with the past. The large worke are fimmly

rooted in the principles of sonata comstruction.

Yet even here one seldom (except perhaps in the

sarliest pieces) has the impression of a slavish

relisnce upen well tested models: iastead, all

sorts of changes are rung on the traditiomal

procedures, and the resuliing structures usually

seem the logicsl omes for imaginative and well

integrated treatment of the material. A favorite

method is to build a whole movement out of
material pressnted in ite 1nu'odmtiop.2

C. Anklyeis
Excursions Op. 20  (194h) L Movemsnte
C minor G mejor G-f1at mnjor F major

*"These are 'Excursions! in small classical forms into reglonsl
imerican idicoms. Their rhytheic charssteristies, ass well as their source
in folk material and their scoring, reminiscent of looal instrusente, are
easily recognized M3 the Excursions, a ®witty and effective*d work has no
conventional key relationship between the movements, but it was combined in

& traditional four-movement sonste constructionj the first movement, ¥n pope

LJoseph Machlis, Introduction to Contemporary Mwsic (Hew York: e We
Norton & Campany, Inc., 1901), Pe ShJe

2xathan BSroder, Samuel Barver (New York: Q. Schirmer, Inces; 195h), pe 56«57,
3sanmuel Barber, Bxcursioms {New Yorks G. Schirmer, Int., 195k5), 0o Ze

hﬂ“m”n’ L2) . .0_1_‘20; Pe 360.
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&l_leg_o, e secox. RovetwLt, o slow Llues teampw, the third awamiont,

iilegretto, and the fourtk movemont, illegro molito. Tous the four rovenorts
are in trs vraditional tempo relationship of a classic sypuphony: .a&su, s1iow,
fast, and fast., Iutsrestingly onousi, Barber never uses the ritardandc mark
in these Excursions, an indication of the steady rhytimic energy wivi: ulieh

s interprots American life,

1st Movements Un poco ; .C ninor U/4 “"Boogis-woogie* style

Dissonant harmonies, mtm of major and minor triads,
syncopated rhythms, oross rtgythm, the aonotonous cstinato bass, improvie
sation-like passages (msasures 9, 23, 53) and free contrapuntal techriqus
indicates that this movement 18 ﬁrlt*bpn in booglie-woogie style, a ztyle of
jess music. The piece ie fundamentally in two-part coumterpoint, typical of
the twentisth century. The mveun& ia alsc reminiscent of train sounds, a
reminder of the importance of the train in settling the American Wut.

This movement is divided inte four sections; the Al section
(measures 1 to 257, the A2 section (measures 26 to 57}, ths 43 escticn
{measures 98 tc 90}, and the Coda (measures 91 to 113}, Each sectior uses
the same material but alters and axtends it in various ways.

In the Al section, after intreducing the ostinato bass i C
ninor {measure 1), Barber adds a right-hand figure in broken sixths in C
minor (measures 2 to 3) over the osﬁiﬁcto bass, The main welody ir: ¢ minoy
(moasures L4 to 9) which is writisn in free counterpoint against the hass
lins eclers over the ostinato bass., The melody develope in a typical
boogie=woogie fashion, starting with a singls ncte repsated, expamiing to

encompass a trisd, then a seventn chord and finally a ninth chord before it



erupts into an arpeggic lesding i< %“ns crossed rhythmic use of Lhs ralsed
tiird, E natural, The broken=chord nature of the melody is alsc typical of
this style composition. Becauss of the repetitious patterns, the melody
continues through six mesgures. The syncopated rhythm of the melody which
combine eighth and sixteenth notes in various ways gives great vitality to
this piece. In msasures 13 to 23 tiiz same material is repeated with a four
measure extension to ths six-measure melody,

In the A2 section the msin melody, now in E-flat minor (messure
29), is trensformed through different harmoniszations, rhythms and intervals.
Barber frequently uses polyharmony in this movement, One example occurs at
megsures 29 to 3L when he uses L-flat minor in the right hand against C minor
in the left. In measures 35 and 37, Barber achieves a humorous effect by
ueing a small pattern in exact imitation between the hands. A fregment of
the main melody in E-flat minor occurs in the right hand, and aneighth rest
later the lsft hand imitates it an octave lower,
Exampls 1k
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From measure 38 to 52 the ostinato bass is written in F and from

measure 38 Barber vrites development-like passsges by using fragmentary
material of the main melody until the end of the A2 gection. The souml
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beeomse inorsasingly dissovant tewse? the snd of the section as tw texture
tihickens vidth added dissonant intervals, block chords and & meaultant change
of dynamios, Barber uses & four-reamure transition which again smphasives
Yhe major third in a three againeh four rhythm,

In the 43 section, the main melody is again transposed to Le-flat
seior (measure 58), Barber adds zest to the melody by bsginnir. it on the
gecond half of the fourth beat,  From measures 68 to 89 the ostinato Lass is
writien in 5 and the origimal meiv wlody returns st messurs T1 in F miner,
sgain Barber uses polyhazwory, axd Irum measure 7L he writes a dewelopment~
liks passage. This section brings e wost sxcitiry moments through the f7
dynamices, ascending broken-chor_da, cissonant block chords, and tiae ensrgetic
eross rhythre., Suddenly all thess devices are replaced with the planissimo
irenolo passage.

The entire cods is built over an ostinatc baas in C with the
block chords of minor sevenths, major and minor triads alternated in the
right band, The oross rhythms and the dynamics effectively produce tne
feding sotnd of a train receding in the distance., The constant repetition
of the introductory figure agaiwt the ostinato figure in the iast 8ix
messures ocmpletes the movement effectively.

As a vhole, the A2 and the A3 sections seem tc be the development
of the original material. However, the origiual melody in € minor does not
return in the tonic key after the Al section, and ths original design of the
4l section is constantly change:d throughowt the movement,.

There are many differences between the right and the left hand.
Againet the monotonous ostinatc bass figure of the left hand, the right
hand moves in great rhythmic variety with broken-chords, repeated ionas,
and block chorda.
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Polynarmonies and sirong dissonances csused by orosserelations
{@eZes msasure LL) are frequently used, For the changs of key center,
Baxrber snifts harmonies (e.g., measures 37 to 38) and he also uses enharmonde
rotes for harmonic changes (e.g., measures L3 to L),

This pisce has seversl alternations of time signatures, using h/L,
3/2, 3/4, and 1/8, which chenge ths rhythmie pulse, althongh the tempo steyw
tie sampe The syncopated rhythns and the crosa rhyttms give an effective

jnzz flavor.

2nd Movement: In slow bluss tsmpo G mejor U/h  "Blues® styls

This movemsnt 18 ®a rich and elegant bluss."l Elsmante of jass
musio are alse found in this movement: the frequent use of blue nctes in
malody (flatted 3rds, 5ths, 7ths), dissovant harmonies, syucopated rhytims,
cross rhythms, mixture of major and minor chords, and a free contrapuntal
tschnique,

This movenment is written in the ksy of O with a strong sub-
dominant relationship as ahovn in measures 5 to 6, 19 to 20, 37, Lk to U5,
and the final open fifth on C. This movement is divided into two seotions,
Al ssction from measures 1 to 26, and the A2 seotion from the last uote of
measure 26 to the end of the movement, Eaoh section usss the same material
of the opening six msasures with different barmonisstions, rhytime and
intervals, but there is ons melody which nsver changes its original figure.
The melody &8 shown in Example 15 encampasses a diminished fifth and is
chordal in strusture,

1proder, op. oit., p. 68.
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The following melody which expresses well the characteristic bluss mood
closes both sections,

Example 16
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Cross rhytms, syncopated rhytUms, dotted rhythms, abrupt changes
to triplets and regular rhytitmic patterns make a varied backgroumi for the
blues melody. The rhytimic and harmonic structure of measures 7 to § sbous
the typical "break? found in blues movements. The A® section is more
complicated rhythmically than the Al section., More dotted rhytum appears
in the A2 section, Harmonio movement is simpler end more direot than in the
first movement, Pedal pointe are frequently used.



SONATINE IN F-SHARP--MAURICE RAVEL
I. Modéré
II. Mouvemsnt de Menust
III. Aniné
A. Life
Maurice Ravel was borm on Maroh 7, 1875, in Ciboure, Fransce,
which is the Basque region of France. Exvept for his early childhood
which was spent in Ciboure, Ravel lived most of his 1life in Paris.
When he was seven years old, he began to tal® piano lsesons
from Henri Ghys. At eleven, he studied harmony with Charlss Rend. In 1889,
at the age of fourteen, he entered the Paris Conservatoire where hs studied
for sixteen years. He studied pisno, harwony, counterpoint, and camposition
with Oédalige, Pessard, Beériot, Faure and Satie. He was especislly interested
in the contemporary music of Chabrier, Satie, Debussy, and various Russians,.
In 1902 Riserdo Vifes introduced the Pavans pour une Infante

defunts (Pavan for a Dead Prinsess) amd the Jeux d'eau (The Fountain). Both
compositions were wvarmly received by the critics, but his Quartet in F Minor,

introduced by the Heyman Quartet in 190) raeceived wide acclair as & truly
outstamiing work.

By this time Ravel had joined a group of composers known as
"Sociétd des apachas" (Society of the Apaches). The composers in thie group
were: Vines, Delage, Scimitt, Ducasse, de Falla, amd Stravinsky. This
group advanced the music of the “Russian Five"™ end glorified Debussy. rawvel
was greatly influsnced by Russian music as well as by Debussy's music,
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In 1905 nis fourth as waell as earlier attempts for the “Frix de
Romp™ fallsd because of blased Judgment. In Faris, a great scandal ensued
and brought great public rage., Théodore Dubois, the direotor of the Paris
Conservatoire, was forced to resign. Im 1920 Ravel refused to aceept the
decoratiion of the lsgion of Homour, it was his rewenge against the scandal
of 1905,

During World War I, he entered the military service, sﬁortly
after the war he bought the vilia "le Belvédére®™ where he spent the rest of
nie life. The ville decams a gathering-place for sall his students and
friends,

In 1928 3svel receiwed a:i: honorary doctor of music degree from
Oxford University. Also in 1928 he visited the United Stetes om & congert
tour erd conducted thirty-one sncoeseful performances of his own works. In
1929 Ravel was commissionsd by Pawl Wittgenstein, the Viennese pia-ist who
had lost an arm in the war, to compose a planc comserto for the left hand
only, and it was ocapleted in 1931. This i8 one of Ravel's more ponular
worke, In the fall of 1932, Ravel had & car accident Which caused paralyeis.
Gn December 19, 1937 Havel underwent ‘brain surgery, and nsver regained
conmciousnass, Ravel, whc mm‘f @arried, dled on December 28, 1937 in

Perin,

B. Styls
Ravel, besides being & leader of tiws modern French schocl, 18
the main representative, along with Debussy, of impressionism,
Impressioniss, "eainently French in charscter,"* is influeunced

by the paintings of tbe French impressionists, Monet, Manet, and Henoir.

l-i\P&‘ilg ops S}l‘og Pe 350,
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The music "eesms to hint rather thsn to state,*l and is ®vague snd
imtangidle,”2 Tone color is very isportant. The impressionist loves water;
therefore, there are many pisoces which dsscribe or allude to water,

Whole-tone scales; »entatonic scales, antiquated modes,
parallslism, free use of dissomances, avoidance of traditional cadenges,
irregular rhyt2ms by altersation of time signature im a piece, oroms
rhytims, irregular and frageentary construstion of phrases; partiowlar
metheds of psdalling, and doubling of his melodies by an octave o tap—all
these are charzoteristics of Ravel's music, "Revel‘s harmonic innovations,
like Debussy's, extecded rather than destroyed the classical harmonic
ayatun."’

The chief differencs between Ravel's music and D-busay-'a-.':u
that Ravel uses classic forms with impressionistic flavour, and “iavel's is
the more driving rhytmm.,"t Alsc wmore chromaticism is found in Ravel's music.
"His classical inclinetions, his general feeling for form, his dance=like
rhythm, his 'verve'! and elegance are traits hardly compatible with
Impressionism in its purest nm."s

Ravel is known as an important composer for the piano of the

present century, He is "more resourceful than Debussy; and more highly

"Phehlh, Q. Eit.v, Pe 138.

Sb.pel. _O_EQ MO; Pe 3500
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sitilled in using the complete range of the instrument."t *He helped iatreduce
a vow techniqQue of produscing sonorities and colors for thw pisnoc (particularly
in the uppermost register) which influsnoed even Debussy in all his later

writing for the pinm.'a

C. Analysis
Sonatine (1903+1905) 3 Movemnte
Fesharp D=flat Peshayrp
{ enbarmonic dominant)

The Somatine was first perfurmed by Gabriel Grovles on March 11,
1906, at the National Socisty of Music. A sonatina 48 "a diminutive sonatas,
with fewer and shorter movements than the normal type, also, usually of
lighter execution, designed for instruction (Clementi, Kuhlau) 3 "Recent
composers, however, such &8 Busoni and ilavel, have written sonatinas of
considerable teohnical difficulty and artistic upinuou.”h

Ravel uses clzesic form for this Sonatine, which 1 ome of his
early planc works, There are several unifying devices for the threc movements
of the Sonatine, The intervals of a falling fowrth and rising fourth amd

f£ifth occcur at the begimning of the main theme of each msovemsnt,

ljorman Demuth, Ravel (London: J. M. Dent and Sons Ltd., New Yorks
Farrer, Straus and Cudaby Inde, 1956), P. 172.

201“. and Ewen, ©p. mq’ Vole II, po 620,
l‘”lg ﬂ. m., Pe 698.

broyd,
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Cyolic motives are used in this Sonatine. Two patterns in tiw
first theme of the first movement are wsad &s motives. Socmetimes the notes,
the rhytoms, and the intervals are exectly the sswme, but at other times they
are varied. The motives are 48 follows:

Exanpls 18 Hotive I.

M, '{A"\—I ) 2o ATV r—‘ FEOR 4 e
(PRI LN U N & PPAN ) e -
. - R
P o ) | | DN S I S A
i ot 1 s WA A N SRS - i
g [ - g - T e T = w
™ 1 ; -
L

Motive 1 also occure beginning at measure 37 as the B! thome in the taird
movament.

Example 15 Motive II,
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Motive II reappears in the second movement as a melody and an accampsnying
left-hand figure in meagure 45 preparing for the return of the first theme,
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it vontinues as accompaniment of this theme for two measures. From measure

80 in the taird movement, this motive II is frequently used.

1st Hovement: Modérd F=gharp (Asolian mode) 2/ Sonata~allegro form

The first theme is characterized by a felling fowrth and a rising
f£fth built on broken=chords, arnd is doubled an octave below, Chordal
voeabulary of the accompsaiment consists of parallel minor triads and
parallel dominant ninth chords. The entire first theme is heard in the
treble clef,

The transition of twc measwres, measures 11 and 12, has the
dominant seventh and dominant thirteenth of 4 major and lesds to the sscond
Wwemm, The transition is built on cyclie moiive i1,

The unaffected seocond thame in i major, the relative major, at
nwasire 13 has a melody of emall range partly vecause of the initial
ropatitions. Whereaa the first theme was acoompanied by parallel minor
triads, the second thems i3 accompanied by parallel major triads znd later
in the detelommsnt section by parallel fowrihs, In the accompaniment of the
secord tieme, the left hand has parsllel fiftns, and it ie “filled in with
the tenihs above the root in the right band."l The eighth note movement of
the second thems elows down the motion of ths piece from the preceding
thirty-second notes.

In msasure 20, echoes of oyclic motive II appeer in a repetition
of the same rhythm with enlarged intervals. 7wo meamwes before tie first
ending there is a closing therme which is bnilt on falling fourths. Like the

second theme, the bass accomvaniment consists of parallel fifths. The

1Demu'i,h, oPa %t; Pe 58,
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falling fourth aovement of the clusing theme 18 taken over into the transition
lsading to the development,

A short desvelopment section 18 abundant with olassic elemente
blended with twentieth-century elements .1 Ravel develops the first theme at
measure 31, the cyolic motive II at measure 38, and the second theme at
measure 4O in this seotion, The first theme in Cesbarp minor at measure 31
is doubled at the octave below. The remaindsr of the development esction
from measures 34 to S5 is written in 4 winor. The sccompaniment of this
spetion consists of conssoutive elighth notes,

In ths recapitulation, tahe first theme returms in Fesghsrp minop
and ihe seovnd thams relurns in Fegharp major which L8 the tonic wmajor. The
trassition messures (from 66 0 67) just before the second theme are
marvelously written with broken-chords, The remainder of the recapitulation
is regular until the final cadence. The four mesasures of finsl cedence ere
“typical Ravel of the nturit.y.”z The cadence serves a dual function of a

plagal movament to the lowered seventh (B, G-sharp, B) plus ths movemsnt %o
ihe tonic major.

Exanpls 20

M. Rasl, sradine jaF-a up
'L‘“ P\.,vf_-\!-ﬂ'.’

. e

s rah :,‘M - Thq - { s 4 4t
./}.-r M.xo " =T e A iy ¥ -
¥ 3 o , : He B .
[ - N id S - 5 b]
A ke L .
ki ﬁL‘I [ ) 1
k i * | i; L gy &
i { o T I
[ - S
T - F—r—tr
o Lo - 1 Lt & :
e +— TE T—HAE
4 i,'—v ‘7‘
v
.

hﬂh‘pi‘, SPe m., P. 3ko.
anmth, 22- E&o, Pe 58¢



This movement beging in F-sharp minor and enis in FPesharp major. “Harmone
ically, ths whole movement is easy to follow aml consisis of no contrapuntal
writing.*l Tde exposition, dsvelopment, and recapitulation sections are
well=balanced. It is a "textbook® exsmple of sonata~allsgro form,

2nd Movemsnts Mouvement de Mennet D-flat 3/8 A B A Coda
D=f)at D=f1st Duflat D-flat
4 ce-gharp
e-flat
The esecond movement is a menuet without tric, Usually & merust
is a termary fora consisting of menuet, trio and menuwet. The key relation-
ship with the first movement is up & perfeot fifth echarmonisally (Cesharp =
Deflat). The first thems, which begins with a rising fifth, ends with a
rodal cadence in F minor, It is characlerised by rhytimisc syncopmtion
because of the emphasis on second and thiid counts, The accampaniment
oconsists of parallel fifths and sevenths.
The second part of the first theme, beginning at measure 13 in
F nicor, has exquisite ornaments and starte wish a rising fifth. The phrase
shipe, rhytimic patternms, and to some extsnt, melodic oontours indicate this
as a variation of the first part. This phrase is interrupted by a new
variation at messure 23 in the key of E-flat minor, The fifth msaaure of
this is intrudad upon by a left hand melody which is strong and eontinuocus
enough t¢ be described as a seoond theme. The harmony suddenly shifts up a
half step froa F minor to P=sharp major. The transition section (measares

39 to 52) is built on seventh ¢hords. It consista mainly of cyoli¢ motive II

IM-; Pe 57



in both melody and accampanimerni, sad leads directly to the first theme
in Deflat major. In returning 'c [=-flat major, the relationship is

enharmonically designed.
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The first theme ends in D-flat major, and the embellished second
half follows in the parallel enharmonic Ce-gharp minor. The second thematic
material in D-flat major serves as the subject of the coda and is extended
beyond its original design, which is played very slowly and closes the
movement., All themas have a modal sound. The ksy relationship in this
movement is designsd with complete freedom, but with great logic. "This

movement is & gu*l in this Sonatins.

3rd Movemsnt: Animé Fesharp 3/, Sonata-allegro form

: ition
A B
Al a2 Al a2 Bt B2 83
i ¥ b of (M. 26) B (M, 37)  of (Mo L3) A
Dorian DorianE (Tre=H. 3k) {Mixolydian Whole~tone
(Ms b)  (He 12) (M, 18) 5 ?eolli‘ar\x) {1e Sh)
Mo 40)

lIbidc, Pe 590



L7

Levslopment
CM ITeeeconss o.ocwlig Motive II
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Thiz movement ie “a tour de force of simple brilliancy, hard and

metallic, & perfect miniature of viituosic writing.“l The abov» diagram
presents the compcnents of thils movemente The exposition starts wlth an
accampaniment figure which is based on the Dorian mode and a sixteenth note
figure, Al is very rhytimic and terse. There is a two messure bric:e
section which is bassd on a broksn-chord of A major seventh chord between
AL and A2 at measures 10 to 11, A2 is brought out over the flsxible
triplets, Low Fesharp is sustained throughout the bass as pedal point. The
interior parts move chromatically. Al returns in B Dorian mode at measure 18,
The bricgc section (measures 24 to 25) is built on a D major seventh chord
leading to A2, A2 returns in Cesharp minor at measure 26, this sscend tims
the dominant, with a continuous pedzl point of G=-sharp. The relaticnship
between tiw %ey and the pedal point differ from the first statement. The

ltbia,
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first time the psdal point was tihe Lonicj here it is the dominant but moves
te the tonie at measure 32, A bridge in ¥ major consisting of three bars
leade te BY,

B* (measure 37) is bhuilt on cyclic motive I from the first
movement, and is in 5/L time, It enters first with sixtesnth notes, and
later block chords, Bl is based on a combination of Mixolydian and Aeolian
nodes. B2 (measure }43) is based on the descending fourth interval and
ascending fifth, and a cilzomatic vass progression. The meters ere changing
with S/, 4/h, 2/4, and 3/L, B3 (meesure SL) which is buied on motive I
enters with the accompaniment figuwre of sixteenth notes and block major
chord progressing dowwward by whols steps which makes whole tone scale,

This is reduced to the descending fourth interval with an accompsanimsnt

of triplets and the descending triads which move whole steps dowrarard in the
left hande These three descending chords then conmset into cyclic motive II
in the developrent section,

The development gection begine at measure 60, This section is
built largely on notes A, G, and E which are the cyclic motive II, Motive II
is repeated consistently in either a sixtesnth note or triplet figure usually
as an accompaniment to Al, An unususl sound is found at measures 83 to 90
where & bitonal effect is achieved when the cyclic motive II continues in A
major but the Al figure enters in Fesharp minor, Bl is also used in the
development, but this time different intervals and counter-melodies ave used
for the accompaniment, Rawvel doubles his melodic pattern at the octave in
measures 95 to 99. BY is presented three times in different material

organigation in the keye of F-sharp minor, E minor, and Il minor,



In the recapitulation, Al (measure 140) rewarns first, OCyclic
motive II is also frequently used. Bl, B2, and B3 re-enter in the same
order 28 in the exposition., Ravel changes the key signature to no sharps
nor flats at measurs S, but the key center is established as F major. At
measure 154 he egain changes the key signature to six sharps. This change
was prepared enbarmenically. The example is shown belows
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Finally the brilliant key change to Fesharp major is made at measure 157 for

the ende From measure 159 the interval of falling fourths and the whole

tone scale descent of parallel triads is exteuded into a coda, This movement
begins in Fesharp minor and ends in Fegharp mejor. Cross rhythms are used in
this wmovement,

Sonatine is a brilliant and charming composition. All three
movemente begin with both hands togethsr in the treble clef, and the entire
piece is predaminantly in trebls clef. Each movement consists of many
different sections, each of which has a new tempo mark. The temps marks are

numerous, and extremely detailed, including rall., plus lent, reprenes pev &

peu ls mouvement, a tempo, and sans relentir in the second movement (measures

37 to 60), Changes of tempo do not detract from the flow of the movements.
They are well-balanped and complement eash other.
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Ravel does not mark pedsiling. He ¥denotes the length of pedal
by the value of the lower base notes,”l or by connecting the slurs. Specific
examples are at measure 23 in ths first movement and at measures 77 Yo 78 in
the zecond movement,

The particular method of pedalling, parallelism, whole~tone
soale, modslity, triade, added tones, ssventh, ninth, and thirteenth, cross
rhythms, irregular rhythme end phrascs, mosais-like melodiesw~«~gll these
impressionistic devices in this Sonstipe are combined with the classic form.
wr

In the realm of sonatina we can third of uo other work wiich fits the

limited frame 80 Well."2

ljoan Last, Interpretation for the Pleno Student (London: @xford
University Prees, ng s Do 168, '

2Demuth, 22. 29," Pe 60-
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