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The follOlring terms and abbreviations are used 

Hotif 

Closed period 

Open period 

Subject 

Section 

Continuation 

T 

D 

Tp 

Dp 

a .0. 

ff 

No. (·/i 

C 

A single melodic or rhytl1ll1ical ge= cell. 

A symmetrical sentence begL-ming and ending on t he 
Tonic but with a half close L~ the middle on the 
Domi.nant. 

ri sentence which follows ~~e symmetrical outline of 
t he closed period but inverts ~'le harmonic balance, 
modulating away from t he Tonic. 

Thematic material comprising several similar or 
varied phrases. 

The term is used to signify a part of an exposition 
or recapitulation consisting of one or more subjects 
beL'lg determined by the tonal outline only. 

Carrying on by means of developnent teclmique using 
either previous or new material. 

Tonic. 

Tonic minor. 

Dominant. 

Dominant minor. 

Subda;rl.nant. 

Suhnedian t • 

Tonic Parallel. 

SubdamL~nt Parallel. 

Tonic five , i.e. the fifth degree of ~le scale. 

and others. 

a nd following. 

Sonata So. 6 , first . movement. 

Hanuscript. 

C Najar. 

C Hinor. 
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PA.'tl' I 

CHAPTER I 

(i) BIOGRAPHICAL NG"r3S 

(ii) DRESDEtI - A BRIE:? lUSTORICAL SKB'l'CH 

iiITH SPECIAL ru:F ':RZNCE TO THE 

18th CENWRY 



1 Pietro Augusto was born in 172·" . :lis place of birth is Ul"l-

certain though it was probably :·k"lrsaw. His father, a foundling, was 

a valet at the Saxonian court who received his education from 

Friedrich August II, KL~g of Poland and Zlector of Saxonia. 

Pietro in turn received a thorough musical training and was 

eoployed as musician and organist of the Saxonian Court Chapel in 

17~S, and subsequently becane the first organist of the newly built 

Catholic 'Flofkirche' at Dresden. He retained the lat·ter position 

~ 2 
u.~til his dea ~h. 

As a music teacher at tr..e court he taught the PriI'.ce Elector who 

later beCam9 the Elector Friedrich August III in 1763.
3 

They became 

lifelong friends and Pietro remained the ~lector's chief adviser in 

musical matters. It ","",s <lpp3r.antly his responsibility to obtaL'l the 

latest available ccmpositions of both church and chamber music. He 

is known to have P'lrticiP'lted in local operatic productions as well 

as collaborating fr~Jently with the deputy organist, C.S. Binder,4 

in public performances. 

1 
-Peter August - the same composer though Teut~'lic in spellL~g. 

2It is understood t..'1at he lived most of his life in Dresden. 

3./ • • Newman, Cl,,~sic, p. 393 • 

4see Footnote No.20 of "Dresden-:,;ketch". C.S. Binder became 
a member of the Court Chapel in 1751, six years after Augusto, and in 
1753 was appointed or9'lnist at the Hofkirche. Heuschneider, Qermany, 
p. 71. It would appear that Binder was deputy organist and Augusto 
was flrst organist at the Hofkirche at this time according to the 
Biirenreucer's Supplement A-BAC, "Musik in Geschichte und Gegenwart". 

1 



2 

Pietro was married to ~laria Magdalena Augusta, a sister of 

G. Ca sanOVil • 
5 Unfortunately no further information has been procured. 

He died in Dresden on 1(; February 1787. 

His compositions for piano were ,mtten primarily for teachi.ng 

purposes and for the entertainment of the royal family. In· addition 

to the 43 sonatas, .;ugusto composed intar alia, Divertimenti for 

2 Cembali, 6 Concerti for 2 Cembali and another 8 Concerti for 6010 

Cembalo and Orchestra. 

5 The only available biographical source to date has been 
gleaned from the above supplement, i.e. Footnote 4. The British 
Library, "Internationales Quellenlexikon dar Musik" in Kassel, 
Pul:llic Libraries in the Republic of SOuth ,\frica as ~rell as 
Prof. A. J.B. Hutchings have all been =b1e to assist me in any ,"'y. 
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(ii) D=DEN - .; B1U-"F HISTOiUc...u. SlG'TCH 

ilITH SPECIAL R£FZRENCS 1'0 THE 18th C'","'NTUR:l 

Dresden, situated in the valley of the River Elbe, ..as first 

mentioned as a small fishing village L,1206 .
l 

From 1485 it grew 

rapidly into a court city with the advent of electors and kings 

choosing Dresden as their headquarters. Vast sums of money was 

spent towards the establishment of the COurti
2 

famous architects, 

craftsmen, artists and sculptors were gathered together to build 

Dresden into a leading cultural centre. ( ;iith the purchase of about 

4,000 paintings and other priceless treasures, the foundations were 

laid for its famous A-~ Gallery.3) All this took place during the 

reign of the saxon Elector Friedrich August II ("the Strong") frOCl 

1733-1763, and the succeeding reign of Elector Friedrich August III 

from 1763-1806.
4 

Throughout much of t he 18th century, especially 

tOl..ards the close of the 16th and the beginning of the 19th century 

in particular Dresden ,..as the foremost musical centre in central 

GeD:lany. 

I n Dresdan, as throughout Garmany, Italian Opera ha<l bee:, the 

5 
opera of the court and the aristocracy in the 17th century, and 

lSChill, Dresde~, p. 1. 

2I1einrich SChutz (1585-1.672). 
in Dresden between 1&14-1G72 Wayr, 
Programme III). 

He worked a s a court composer 
S.A.B.C. lecture, 1972, 

3SChill , Dresden, p. 1. The p:>.intings included Raphael's 
tf5i.xtine Hadonna t1 and Titans I liThe Tribute Honey't. 

4 ;_1. Newman, ClassiC, p. 393. Th:cough Friedrich j,ugust I's 
conversion in 1 697 the Hofkapelle of necessity became cathol.Lc 
(.:.dler, Handbuch, p. 530). 

5 
Graf, Canooser & Critic, p. 235. 
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much was spent on the perfor.nance of Italian operas L"I this city. 

6 
During the reign of August II. J .A. Basse brought Dresden opera to 

7 
an internationally high peak. During the reign of August III, 

8 
Naumann gave new impetus to nearly all aspects of perfor.nance 

9 
and canposition in the = modern guise. Dresden's music during 

this period ~.es almost exclusively cultivated in the province of the 

court chapel and opera. hence llaumann' s concerted efforts to cultivate 

public concerts of independent instrumental music as well. Naumann's 

attempts in this directic.'1 were favourably adopted owing to the young 

elector being not onl)' "a devotee o f the arts like his father but 

also a good clavierist". 10 

Dr Charles Burney gave a graphic description of a varied 

instrumental concert he attended in Dresden in 177211 listing 125 

"inst..."'"1.lIlUl:ltal composers. near and far. canplete with the fo= types 

by ~lhich they were represented at court from 1777 to 1810" .12 

Nany renowned instrumentalists and composers resided in Dresden 

for shorter or longer periods during the 18th century. Bere is a 

6 
LA. Hasse (1699-1783). A highly successful ccmpcser of 

operns a"d church music who was connected with the Dresden court for 
JO years from 1733 ( ~ewman, Classic. p. 278). 

7 Op.cit .• p. 393. 

8 J.G. Naumann (1741-1801). He studied »ith Tartini. ~lartini 
and Hasse a:1d became Kape1lmeister in Dresden in 1776. Ee spent the 
latter j:ilrt of his life in Italy. SWeden and Denmark becOl:1ing some­
thing of "an internatio;w.l celebrity". Iris chief contribution was 
towards opera. oratorio and litu:cgiC.!ll l!lusic. and also compcsed over 
30 interesting L'1strumental son.'tas (Ne;.m3n. Cl{!ssic. p. 593). 

9~clt., p. 394. 

10 
39·1, Oo,,,~t •• p. 

11 
Db: t3urneJ::, Vol • . 224. Scholes. .... p • 

12~'hls list ha s bean compiled in Richard Englander' s "Study of 
Drescia:1 instrumental music contemporary with hlg;,-Classic music by 
the Viennese masters" (NeUl1ili1, Classic, p. 29·1). 
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list of th3 more in.fluo:lti.:ll names: J. S. Sac:l,13 

J G P · _~, 15 • • l.se .. .oue .... , 
1 6 

J.J. Quu71tz. 'Pa~taleon' nebanstrait,17 

13J • 3 • Bach (1:85-1750). In September 1717 he visited Dresden 
whare he went to hear the distinguished Fre..'1Ch or:iaaist and clavier 
player, Louis l>"~r~h.and. ...;. cCDlj:lCtition 'i;as later arrang€.d I.'to deter­
mbe whether France or Germany could borlst ~~e better clavier p.layer". 
Harcr.and. left Dresden before the can~cest assUI:l.ing that h~ ".antici­
pated defeat". Bach thereupon performed alema and excited tlla 
adoiration of hls a:lClience, wh o applauded his personal triumph and 
cO'lcluded the inferiority of French to Ge=n art ('rerry, Bach, pp. 
110-112). Terry Glentions l ater 'that four composers of church music 
atid contemporaries of J • .s . Bach viera in t l.!r!\ "Hof-Ccmpositeurs" in 
the Dresden Capelle, n.ame1y D. ::elerlk.:> (1735-45); :'1. Breunich (17;15-
54); J .G. 3chiirer (174.8-6·5) and T. Butz (1733-52) (Op.cit., p. 242). 
Another composer not listed by ~erry is J.P. HeL~chen (1 ~a3-1729) 
who came to Drasden in 1717 and was subsequently assisted and finally 
succeeded by ~elen.'<a. Both cOClposers are neglected and the rollowing 
quot.,ation froo :':e~nJ Barcaue, p. 27·1 , gi~19S a poGs:Lble clue to the 
cor:lplete obscurity of Pietro Augusto's \>lOrk3: 

''By an express proprietary ruling or King Friedrich 
;\ugust I, his [Zelenka' s J music could be neither copied nor 
published, which stipulation nay be a clue to the obscurity 
of bis coll~ague's music in Ol:'e31en as well as his own. II 

Between 17·1'::' and 1750 J.;;. lJ,',-h was still in great d=nd for 
test,ing organs. ililch gladly accepted such invitations for he loved 
to tra.vel. "He also spent a good deal of his time at Dresden. nppear­
ing at court, giving organ recit.:lls, and milking music wit:l the 
prominent court musicians, who also cane to Leipzig to play at his 
hcce." (Geiringer, Bach, pp. S4-~5). 

14;, .E. Veracini (1690-££.1750). ile ''''''' a" Italian violinist 
an,j composer of 24 violin !70natas (Jacobs, uictionary, p. 403) .. 

15J •G• Pisendel (1 ~87-1755). :. pupil of 70relli, Vivaldi and 
aeln.iche~.. He \laS active ilt the DIesd~n court from 1712 when he l!.>as 
not on tour; he was also an outsta:1ding vialL "'list (Ne,..man, E..a r OO'U3, 

p. 275). 

l OJ -• u • Quantz (1 697-1773). !ie "es a well kr:.own flautist ,mo 
was connected with the l)reooerl cou."'"t duri.ag his exten.sivo 1:ravels. 
He finally moved to Berlin i n 1741 as the highly paid end specially 
privileged teacher of i1'rederick the Grecl't. Several hur.dred of his 
sOMtas and concertos wera also kept free. publication, f1again b-/ 
royal order" (Op.cit., p. 277). 

17Hebenstreit (16 :~7-l750). lie was t.'le inventor and virtuoso of 
tll" enlarged dulcimer or "l'antdleon" as Louis :f.IV called it. This 
instrume:1t is believed to 00 the foreru,"l:"1er of the r..a.nli:lerkla',ier 
(Heusch:lf~idar, QeIma11L, p. 90). 



18 
I'I.F. Bach, 

22 
F • . Benda, 

6 

C.F. Abel,19 C.S. Binder,20 G.W. Gruber,21 

F. seydelmarul,23 J. schuster,24 G. Gebel,25 

18 
vl.F. Bach (1710-1734). I'1llile J.S. Bach was in Leipzig, living 

in unhappy circumstances he made a bid of composer at the Saxon 
Royal Chapel Dresden in 1733 subnitting two movements of the .B minor 
lI.ass, the Kyrie and Gloria "as a trifling of my skill". However, 
that same year his son "Friedemann had been appointed organist to 
Dresden's Sophienkirche" (Geiringer, Bach, p. 85). H.F. Bach was 
occupied as organist in Dresden from 1733-47 (Heuschneider, Germany, 
p. 7). [For a discussion of his works refer to Heuschneider, Germany, 
pp. 7-29.] 

19 
C.F. Abel (1723-1787). From 1748 he served for ten years under 

Hasse at the Dresden court. His father played viola da gamba under 
J.S. Bach at KOthen. Abel H€mt to London in 1759 and joined forces 
with J.C. Bach from ~.1760-84. He composed some 35 symphonies, 15 
concertos, 20 quartets, 10 trios, a little vocal music and 106 sonatas 
of various types (Newo::an, Classic, p. 715). 

20C•S . Binder (1723-172S ) . l'~ spe::t all his life in Dresden. He 
began his career by pl.:.y i:-.. g t:-~~ Pc:.:italGO:l ~~der Hebenstreit (refer to 
footnote 17). Contc~po~u~y =~~r~s, including Dr Burney, state that 
he was well-k."1own for his S:ull ~s o1:'ganist and cembalist and that he 
was the "ohief keyboard pla:r-\;:;':" u.na. cO:Wp0ser in Dresden around 1760" 
(Newman, Classic, p. 402). Ee also composed cembalo sonatas between 
1756-76, of which 2S have been recorded (Heuscl>neider, Germany. p. 71). 
[For a discussion of his works refer to Heuschneider, Germany. pp. 71-90.) 

2lG•W• Gruber (1729-1796). He ,>/Us a virtuoso violinist from NUrn­
berg who trained for a period in Dresden around 1750. V'lhile in Dxesden 
he composed 4 accompanied violin sonatas (Newman, Classic, p. 344). 

22F • Benda (1709-1736). He ,;as the oldest brother of four in the 
musical Benda family (cf. G. Benda in Heuschneider, Germany, pp. 57-70). 
He was an outstanding violiniG~c at the Be4:"lin court. He initially 
started as a singer and found his way to Dresden in 1733. He entered 
the service of Frederick the Great in 1741 ~a ~ membar ot Lhe royal 
orchestra and by 1763 cla~ed to have accompanied the royal flautist 
in more than 10,000 concertsl ( t'lewwan, Clessic, p. 431). 

23F • Seydelmann (1748-1806). He served in Dresden fran 1772 as 
composer and conductor. \'1hile Naumann was in Sweden around 1780 
Seydelmann "was the most active instrumental composer in Dresden". 
From 1787 he became Kapellmeister (Newman, Classic, p. 593). 

24 J. Schuster (17<:.8-1812). He served in Dresden fr= 1772 but 
spent many periods in lta.ly s';;.1;dying vith l>:artini and Tartini com­
posing operas for tha Italian s'tage (Nm-r.:la.n, Classic, p. 594). 

25G• Gebel (17~·9-1733). ;;e began his career as a prodigy at the 
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J 4 G. Goldberg,"":O 
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'27 
J.G~ Graun, c.~. Graun. 

During the late 16th century, the cou..~ of Friedrich August III 

took a new inter2st in orchestr31 ar..d chamber music.. Italian domina-

tion of cou..~ and staga music eventually gave way to "ew centres in 

and around ..lustria. Vienna soon became the main playgrour,p in 3urope 

28 
as the iJlIperial court p!ltronised art and artists 1.."1 "a grand style". 

Instrumental music had generally bee" placed in the back"round but 

from l790 there w~s a rapid development in orchestral symphonic music 

and of inscrumei1tal chambar music. With modified instruments and 

improved tech::tiques the modern orche.,.-,-"a was slowly evolving. Social 

and cultural conditions were far superior in Austria than any other 

country where the growth of instrumental music was cor..cerned. The 

It~lians w~re mostly preoccupied with instruna~tal solo music and 

concerted chamber music as seen in Vivaldi, Corell.i and 'I'arti.."'1i; 

k"yboard, served at the Dresden court: from 1735-47, and fin"ll, 
mO't,ed to lZudo1 stac1t • ~\ more obscure Dresden cem.ba.lis~ of the same 
period is C.J. 'deber ( ? - ££.17 ':4.). Neither ..Ieber nor Augusto was 
mentioned in Englander's study of ..)rescien .. (Ne~n, Baroque, p. 278). 

2 "J.C. Goldberg li727-17S 'i). P.e was supposedly a "pupil of 
J .S. BaC;1 at the t~e the la"tter wrote the "Goldberg Variation,," for 
him. He divided his short life between Dresden, Leipzig and the 
former Danzig before bacoming the successor to Gebel in Rudolstadt 
("e=n, Baroque, p. 273). 

27 
J.G. Graun (~.17'J3-1771) and C. H. Graun (£i!..1704-1759). 

These famous brothers can be conSidemCl togethar as they lived in 
close contact ,dth each other and a large portion of their Hs. carrl 
only the nama Craun. Both of them ,,,,re important figures in the 
musical sphere of Frederick the Great in Berlin. J.G. Graun trained 
in Dresden and Leipzig, studied violin with beth Pisendel and Tartini 
(in ?rague), and taught both ii.F. Bach and F. Benda. He was an out­
standing violinist and >.as more influential in the instrumental 
field. lie composed some 1~2 trio sonatas and 2" solo sonatas. 
C.S. Craun together with P,asse were more important as opera and 
oratorio composers (tlewman, Baroque, p. 297). 

28Leichtentritt, Music, p. 1 06. 
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Paris' interest centred arour.d opera; Germany had been :i::npoverished 

by the S-aven Years' ,;ar (175,:-63 ). ~~nIlhe1lll. famous for its orchestra 

could not retain its supremacy as its startling innovations ware 

copied everywhere throughout Ge:tIllilny and France. Dresden, for 

centuries an impor..ant centre of music, ws interested only in 

Italian operas and under these circumstances did not have much part 

in the fQ~ction 0: the new s:nnphonic style, although attempts were 

made in this direction. 

During the 19th century," the great Classic masters had brought 

'independent inst!:"umental music almost up to " par ,lith opera i n 

n 
popular interest". Dresden, during this tiJ:le, still remaL~ed 

sponsorad in the main b,' the royal court of saxony. Opera, especiall,' 

German national opera Ll.troouced by C.~L von lJieoo=30 a:ld It. ;iagner31 

together with the more hig:u.y trained state orchestra 32 provided t he 

29~je;..-..man, Beethoven, p .. 72. 

30 
C.M. von i-;eber (178 0-182 ':; ). A German composer, conductor and 

pianist and pupil of both Michael :fayd,l'l and Vogler. He was appointed 
as the Director of the :Jrero.e!1 opera for life ~lhich, u:lder his guid­
ance, became one of the foremost ~usical theatres Ll. ~urope (~~n, 
qas,?l,Q, p. <\08). ::.'v"n ',men he rod been engaged to direct German 
oJOera in Dresden , the Italian opera was still the reill opera of the 
court. In Dresden he found himself initially in the lllidst of the 
a+"",,-"'"Uggle betwen the enthusiasts of both styles (Graft Com;?Oser J p.235). 
In 1817 hg also became a leading music critic L~ Dresden's 
";\bendzeitQ'lg" and publishad regular ar'e-ic1es on the above struggle. 
It is interesting to note that Eoffmann, Schumann and ;1eoor instigated 
a long line of artists-critics in Germany which increased the interest 
and activities in music aore and more. His opera IfDer ?reischutz" 
• .as given its first performance in 1321 from whence it was heard in 
every opera house in Germany and finally in Paris. It was the first 
great pop-..uar opera in Germany since Uozart' s ItI'he Bagic Plute lt 

(Graf, Composer, p. 238). 

31R• nagner (1813-1833). 
in 1843-49 and created a~ocher 

Ee became music director in Dresden 
importil nt epoch for ~resden opera. 

32:Che Jresdener 5ta.Olts.'<apelle, the princip31 orchestra, has an 
unbroken history dating back to 1548, when it was founded by the 
~lector 1>!oritz von Torgau (Groves, Dictionary, p. 93). 
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strongest cu=e:'lts. Chamber music flourished too, greatly e:li'.anced 

by fine instrumentalists such as K. Lipinsky and Clara .schumann, and 

33 3<' 
by composers like F. J\. . Volkman.. and rtobert SchUllldrm. • 

Two i1Ilportant evel1ts for Dresden also occu=ed during the 

rU...eteenth century, namely t he building of the State Cpera House 

be~~~en 1837_1841,35 a nd the fOlli.d~1g of the Royal Conservator/ of 

Husic by Trostler in 135·-> .. ~1otable ope1:'a tic worl~ premieres in Dresden 

have bean R. ~1agner' s "Rienzi U (1842 ) ; "iler Fliegenda Holl"nder (18.13); 

"'.i'an.:.wuser" (1845) J and R. Striluss' "E'etL.¥Snot li (190 1); uS.a. lome rt (1905); 

"£lektra "(1909) and "uer .~senkil.vali.er!l (1911). 3 .:l 

AS time progressed Dresden became one of the most beautiful of 

German cities "nd a cultur"l city of great repute. In February 1945, 

ho,rever, ;:)resden was almost completely destroyed by Englis..'1 and 

~ merican bomber sqUildrons. 1'he trlLgic loss incu.-re.d is beyond human 

37 
a~cOlli.tebility and many trea sures lll'1f ort llin.ately quit e irrepl" ceable. 

33F •A• VolkoaI'~' (1815-188 3). He '''''s " Gen:kln composer of 
symphonies ai1d songs who ,,;as greatlj encouraged by Schumann. He 
taught much in ;)resden, Vienna ai1d in Budapest, where he died 
(Jacobs, Dictlonar" p. 409). 

341< . Schumann (1810-185 ; ). He lived in Dreroen' f= 184-1-1850 
=inly as a composer a nd teacher (Gro-""s, Dictior.ar.-, p. 93). 

35 . . he 
~n~s opera I,. use 

,t.':m~"1.g its directors r...!ve 
Schuch, F . Rei..":lcr and F. 

bu....-nt down in 1369 and was rebuilt ~ 1878. 
been C. !:! . von ;\1eber, R. :-'1agner, 3 . von 
Dusch (Grov es, ~ictior~ryJ p. 93). 

3,0il.. Strauss (180-4-1949). His early operas (e.g. "Salome", 
";:;lektra" and "Oer Rosenkavalier") were given their first perform­
ances in Dresden as no other opera house would accept his so-called 
"outrageous" works. Count Saebach, Intendent of the P-oya1 Opera in 
Dresden was courageous enough to produce thet:l (Ewen, Twentieth 
Century Music, p.765). 

370f the 30 historical b'.lildi.l'lgS, eleven were destroyed in­
cluding the Frauenkirche, the Schloss and the Tascherilierg Palace. 
NL.e of the magnificent baroque buildings, such as the l winger and 



10 

Since that time Dresden has undergo~ a rebirth from the old court city 

into a modern city whose emphasis is ctill on its cultural activities 

as ,,-ell as a centre of science ana technolog-j. 

the Court Church were severely damaged. Twenty churches a:ld eight 
chapels were razed to the grOu.-u; ilbout 35,COO men, wanen and 
children lost their lives (Schill, Dresden, p. 2). 





P j\.. '<:l' I I 

THS SOURCE AND THE QUESTION OF 

CHRONOLOGY 



CHAn.::.;, II 

T?B 301J:lC':: A1ID Tli2 QUESTION OF CHRONOLOGY 

It ""1' 00 ascertained by viewing the exceedingly sho..-t biog­

raphy together with t~ fact that his =6 does not even appear in 

any reputable music encyclopaedia, with the e.=eption of E3re.'1reuter IS 

Suwlement, nMusik in ~schichte und Gegem.art", that l?:!.etro Augusto 

has virtUBlly escaped any extonsi.ve research until no".,. 

The only available source of manuscripts, held in the L-,ndas­

blbliothe,; in Dresden, were sent to P,,'1Q::les Univerlllty upon request. 

,\ total of 92 sonatas ,,,,,,r6 received 0.'1 micro--fill:l and their original 

numerical order ar-;:i subsequent alteration a~a recorded i.n Table I. 

The 92 sonatas (columrls 1, 2 and 3) ,,,,re a=anged into a system 

of keys (colulIL'1 4) with the exception of the last six sonatas (Nos • 

. 87-92) and three isolated 3Onatas, Mm .. ly No. 42 in C zn:Ijor, No. 61 

in A major and No. 74 1.'1 E Flat major. Furthen:lore, of. the 92 sonatas 

in the originill order, 30 are duplicated (col= 2), 7 are in 

triplicate (column 3) and 11 are in lllngle copies (colunu'1 1. viz. 

'ios. 7, 27, 35, 42, 74, 87-92). This raduces the tota l, in fact, to 

48 SOT'.atas (column 1). 

For the purpose of this 1.·westigation I r.ave rea=a..,ged and 

renutlbered the sonatas frOOl 1-43, still adhering to the system of key 

groups. The las·t six sonatas, 2lowever, are not incorporated 1.'1to 

the above key sym:am as they fo= a definite group of their .own.
l 

The revised numerical order is tabulated 1.~ column 5, and the 

ultimate numerical sequence is shown in column 6. 

1 
DesigT'.ated as a group of six sonatas on the title page. 

11 
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TABLE I : TH3 NUMERIC.~ ORDE...~ OF Tn::; SON._:;'T_~S 

HICRO-~IIl1 OP..D3R Nos. 1-92 REVISED ORDE."'I. NOS. 1-48 

1 2 3 4 5 6 

The 48 Duplicate Triplicate Revised Nume- Column 5 in Nume-
S","", ta ~ Sonata" Snn" ta " Kav ,..i"al Order rica 1 S<><rnen"e 

1 Pll 40 - C !<'.ajor 1 · .. PU2 
1 C blajor 

2 41 - C n 2 2 C " 
3 P12 43 - C " 4 · .. P12 3 C n 

4 44 - C .. 5 4 C " 
5 45 - ~ 

~ " 6 5 C " 
6 45 - C " 7 6 C n 

7 - - C " 8 7 c .. 
8FU 47 - G n 9 P11 8 C .. · .. 
9 48 - ~ n 10 9 G .. 

~ 

10 49 - G " 11 10 G " 
U P 4 50 - G " 12 F 4 11 G " · .. 
12 51 - G " 13 12 G .. 
13 F12 52 82 G " 14 F12 13 G " I · .. 
14 53 - G .. 15 14 G .. 

I 15 54 83 G " 16 15 G .. 
1& 55 - G .. 17 16 G " I 17 56 84 D " 18 17 G n 

i 

18 F 4 57 - D .. 19 · .. F 4 18 D .. I 
19 58 - D " 20 19 D " I 

! 
20 59 - 0 " 21 20 D .. 
21 PIl 60 81 D " 22 F11 21 D .. · .. ; 

22 P 4 62 - A " 23 · .. F 4 22 D .. 
23 53 - A n 24 23 A .. 
24 &4 - A n 25 24 rl. " 
25 &5 - A .. 26 25 A n 

26 P11 66 - E .. 28 · .. P11 25 A " I 

27 - - 1:' .. 29 27 ,\. .. 
I 

28 F11 67 79 P .. 30 F11 28 E " · .. I , 

2 
F4, Pl1, F12 - refer to inscriptions on title pages - taken 

as possible indications for sonata groupings. 
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TABLE I (Continued) 

MICRO-FII.'! ORD:::R Nos. 1-92 &.-v.rSEi) ORDZR Nos. 1-48 

1 2 3 4. 5 " 
The 48 D\,\Plica te Triplicate Revised Nume- Column 5 in Nume-
Sonatas Sonatas Sonatas Key~ J_:L!::<ll Order ri ca 1 3eCTuence 

29 68 85 F Hajor 31 29 F Hajor 

30 F 4 69 86 F " 32 F 4 30 F n ... 
31 F12 70 - F " 33 F12 31 F " ... 
32 71 - P " 34 32 F " 
33 Fl2 72 - B Flet " 35 F12 33 F n ... 
34- P4 73 - 3 n " 36 F 4 34 P " ... 
35 - - B " " 37 35 B Elat !1ajar 

36 75 - B " " 38 36 B n " 
37 Fll 75 - ;:: " " 40 PH 37 B .. " ... 
38 PI2 73 - G Minor 41 Fl2 38 B " " ... 
39 Fl2 77 - C " 42 Fl2 39 B " .. ... 
42 - - C Bajor 3 40 ;:; " .. 
61 80 - .'1. " 27 41 G IUnor 

74 - - 13 n...~u 39 42 C " 
87) - - D ~\ajor 43 4 3 D Najor 

8S ) 
... 
0 - - E: .. 44 44 E OJ 

) '" .., '" 
89) '" .., - - F " 45 45 F " '" <d 
~O ) " .-< 0 - - D " 4G 4 ·'; D .. 
" ) '" " '" 91) .,.j x 

~ .... - - F .. 47 47 F " 
92) .,., '" 

t5 - - C " 48 48 C " ) 

Tho grouping of t he sonatas into keys ma.~es it obvious t ha t n o 

attempt MS wen made to place them in any chronological order. A 

chronological list does not seem feasible at this stage as there are 

too few fo...-=l ane! stylistic differences between the sonatas, and 

above all there are no i ndications whatsoever regarding cOtljJOsi tiona1 

dates. There are however certain sc:-.atas with inscriptions on title 

pages such uS F4o, Fll, F12 (refer to column 5, Table I), which may be 

indicative of further grouping, but still insufficient evidence for 



14 

definite chronolo~/. 

Group F4 constitu·tes a set of 5 sonatas. and groups Fil and Fl2 

h f 
. 3 eac .. a set 0 I.) sonaUts. Of the r~ining 25 sonatas no further group 

indications were evident hence the decision to group these sonatas into 

specific "fOm.'I_t.ypeS. Six sonatas formed the "link-sonata It group, 

12 sonatas formed the "two-movement" sonata grouP. a."ld the remaining 7 

sonatas naturally fonned an "indifferent" group of their OllIl. ."ts group 

F4 contaL'1ed the :nore conservative types of sonata I decided to place 

sonata :10. 17.4 frem the group of the 7 sonatas. into group <''I in order 

to equalise the numbers within the sets. 

Refer to Table II which gives the final ~LOUpingS used during 

the course of this investigation. 

TlillL,:<; II : GROUP CLi'iSSIE'ICJ.SI0N 01::"' ::;ONi~AS 

Set Grouo Sonata :-.rumbers 

I Original group of six Nos . 43. 44, 45. 4c. 
sona"t.as ( b ) 47. t18. 

II Group designated as ~os. 4, 14. 33, 35, 
212 ( C, ) 41. 42. 

HI Group designated as Nos. I, 9, 22, 2B, 
Fll ( 5 ) 30, 40. 

IV Lir..k-~~vement sonatas Nos. 7, l'~ v, , . 
... ~; J 13, 

( 6 ) 2 'J , 3l. 

V Two-Movement sonatas Nos. 5, :i, 8, 13. 
( :, ) 2O, 21. 

VI J:yA/O- Hovement sonatas t>ios. 24, 25. 29. 34. 
i . .:. ) 37, 38. 

VII
5 

Groups designated as Nos. 12, 19, 23. 32, 
F4 ( 6 ) 3::' J 17. 

VI1I
5 

Rema.ining sonatas «;) Nos. 2, 3, II, 15, 
27, 39. 

~ 

~It was generally the custom during this period in history for 
works to be grouped into sets of six. 

4 
Similar in form and style with those in the group <'4. 

5Set VII (N) originally contained a total of 5 SOl1dtas, and 
Set VII! had a total of 7. In order to equalise the number of sonatas 
L. each group it was decided to ircorporate Sonata No.17 from Set VIII 
into .'let VI! (F4). 
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The following table contains all the sonatas in their revised 

numerical order as dealt with during the course of this i:westigation. 

From this table, th" follo-fling aspects may be observed: 

(i) Th" number of tlovements per sonata. 

(ii) The various types of movement e~~ountered in the 48. 

(iii) The general distribution of keys for each sorata. 

(iv) The grading of "sonata-fo=" movements into specialised 

tonal frames (viz. _'1 ; ;'2; ;'2/3; "d ) end thematic frames (viz. Bl; 

B2: B3).t.i 

(v) Various classification totals for first movements, second 

movements and thir~ movements respectively. 

BIN 

TEB. 

nON 

H 

T 

P 

V 

L 

All A2; A3 

Bl; B2; B3 

:< 

KEY '£0 Trl2LE III 

Binary or extended binary fOn! 

Ternary or hybrid binary-ternary or 
sonata fOllIl 

Rondo form 

Minuet (I or II) 

Trio 

Polacca (1 or II) 

.'cir and variations 

Tonal form types 

'Thematic form types 

l'WO-movement sonatas 

'':'lafer to K. Heuschneider. The Pia",o Sonata of the 18th Century 
in Germany, Vol. II, pp. 10 and 14 respectively. 
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Z 

3 

SONATA 

(~~'1) ~ I ~ ! ~ 7 1 ~rd~ ~!~@ 
c. ./ ..I )-' 

C- .j ./ t-j~ 
C f' ./-::; 

i-' ./ 

./ 

_ b " C J J 

c j.I ./ , 

'I 

10 

" 
11 G­

l3 x Go .( 1./ 
14 

15 

Ib 

\' 
Ii 

I~ 

G- .{ ./ 

G- H -./I-+-+-t-"H-t--H 
fr.{ 1./ 

H-H-+-I-+--H-+-I 
G- ./~~1~~./~H./1 
.ll "'./'-+-1-+-+-1-+./ ./ 
.ll ./ ././ 

./ .;', .:20 "lC. .D 

:11 " .ll ./ 
o'l;! .D./ .( J 

23 A ~./-t-I-+-+-t-J+1-t-.{-H 
24",A ././ 

:2.. " A r.(+H--H-IH-~+./+I 
.:lb A 

21 R ./ I.t 
2 i £:.( 1..1 fI 

I-++-+-HI-t-H-+-I 
;19 ~ F 1././ 

30 F .( 

31 F J 1..1 V I-t-H-HI-+--H-+-I 
F 

F 

.{ ./ J - - .. +- ... -
./ J 

:% .sl> ./ ./ J 

3 7 ~ 11. 1-11-1-+ -11-1-+./-1-1-+./-1 
3& • .N J I~ ./ 

4S F 

.p F 

c 

. ' 16 

CLASSIFICATION 

J ,A- _.J 

H-I"~"--I-++1++,1-t-1 
C ./ 

c 1-l-L..L-4+1'-+-H 
L C- 12 ~IH~~ I ! 

C --+./'-J/i~-I--I+-t-+./+I 
I'" " 1 "-I-'T.L...1-'-.L.f-+--H1-t-I 

L G- ;I?l>.<s 1 

&..~./ 1 

G-./ I" 
(T ./ 

G_ ./ 

Goo • ./ iJ 1-'-...!...Jc..LH-+-I1-I-1 
L .:- :t 2 .BA~S ! 

1!-h!1 I 
L Jl- 26.B .. s ! 

Jl- ./1 .; 
Jl 1./ I 
J) ./ 

1>- ./ ./ fI 
R_ 1.1 ./ f' 
R ./ 

A ./ 

'- R-- 19J1 •• s I 
A_ I-t ./ 
E. ... ~ J 

1-++-+-+-1-+-+-1-1-1 

F ./ 

GA" I" .I ./ 

~- r-:J++++++./+-I_ f'H 

L 

, • 
~~ .. ~ ~ A A 

)0- o:r • 2. '''I'' I' J3 B ~!.l:'l : J. ~ 

C- .' ./ ." 

C j1.s&U1 

C ./ ./ ./ 

C 1.1 

C I" 
1 

G- ./ ./ ./1 

G- ~ / ·1 ./ G- ./ , 
G- ./ I 

1 

I 
G- ./ 

G ./ 

G- ./ 

G- ..I 

J) .( 

.ll :.r J ,./ 

I 

.D ./ 1< ~ 
A ./ ./ 

A 

A ./ ./ I-! 
E ./ .J 

F ./ ./ 

F ./ ! 
F 

5l--
..I .;! 

. -- (. -
F 1./ ./ ' 

b .;' V 
./ 

1-
I-~ -

Eb ./ / -~ 
i 

," ./ ./ - ! ~ 
./ ./ 1-£ ./[ ./ 

1l~ -~ 1- -f 
F i./ 

f 1 (I: F 
j~1 : 

c 'JI !" 

.D 

.D 

17 '/srl!O is l llS!O 11111 



CHAP'r3R. III 

THE CYCLIC l..VrLIN," 

(i) General ~speC1:S on FODJIs and 1:heir 
Distribution; 

(ii) Use of Keys/ 

(iii) Tempo Indications and l'erms of E:xpression. 



CHAPT2..1 III 

T!iZ C'ICLIC ourLINS 

Of the total of 43 so!'..a.:'as, 35 are i.n the nonna.l ti1l:ee-DlovlJ.IU€:nt 

outlL~, arranged in the order fast-slow-fast as f~!d in the North 

h ' 
1 German sc,oo_. and 13 are. in the two-moveJ:::lent form. The latter 

us~11y combine t~""O ;ulegro movements,2 the :first ooi:lg either in 

sonata fo= (9 ii1 toeal) or "aybrid Binary/Ternary" for'''' (4 in total, 

i.e. Nos. 5, G, 25 and 2(3). wr~le the second movea.ents are in 3.0000 

form eo<cept NO. 8 which begins with an ":.ndantino" followed by an 

" .. ~>.llegro COil brian in sonata form. 

In tile three-movem~'1.t sonatas the outer movements a.re generally 

b::11a""lced in tempo ar..d style but their length and intensity vi.!.rj quite 

considerably. 

viz: 4 sonatas r.ave notably longer and more substantial first 

Z'..ovements (i.e. Nos. 2, 13, 34 <IT'..d 43). 

19 sonatas reverse the process and have longer cor£l~""lg 

IDO'Vementn (i.e. Nos. 1, 3, 4, 8, 10, 11, 12, 18, 24, 23, 28, 29, 35, 

3", 39, 40, 41, 47 and 48). 

'l'he dimensions of the renaining 25 sonatas are fairly s:iJn.ilar 

in length (i.e. the difference between the two not exceeding 25 bars). 

Rafer to Tabl~ IV for these dimensions. 

11<. Eeuschneider, The P:i,ano Sonata of the 18th Century in 
Germany. Vol. II, p. 71; The Sonatas of J. Haydn, Vol. III, p. 19, 
whlch states that this .... s "also the basic layout of the Italian 
sinfonia 1/. 

2«. "Heusc',neJ."a'er, "t 71 'u. _ OP.CJ. •• p. • 

17 



18 

Sonata No. 1st Movement 2nd ~Iovement 3rd Movement 

1 32 80 (Minuet) 59 

2 118 88 (20000) 45 ( "Fugue ll ) 

3 67 99 12·'; 

4 37 48 (Hinuet) 90 (~ondo) 

5 72 64 (Rondo) -
6 67 80 (;Wndo) -
7 85 12 (Link) 80 ( rtor.do) 

8 60 98 -
9 23 32 (H.inuet) 48 

10 48 27 (Link) 90 ( Rol'.do) 

11 54 95 122 

12 90 41 175 '-'lando) 

13 137 110 (Rondo) -
14 63 39 (Rol'.do) 58 (Rondo) 

15 10,'; 44 97 (Rondo) 

1 6 72 22 (i.ink) 55 (Rondo) 

17 ,sO 32 ( l'.i:met) n ( ;>.ondo) 

18 55 2 -5 (Link) 85 (~ondo) 

19 60 SO 68 

20 92 10'; (:laOOo) -
21 93 92 (Rondo) -
22 132 77 125 

23 44 58 50 

24 99 12 .3 (Rowo) -
25 8 l) 80 (Rondo) -
2 G 78 19 (Link ) 108 (Rondo ) 

27 69 82 7C, 

28 30 36 71 

29 70 9 8 (Rondo) -
30 100 61 1E 

31 58 22 (Link) 70 (Rondo) 

32 53 42 70 

33 78 51 61 

3Dimensions given by means of bar nlll!lbers. 
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TABLE IV (Continued) 

SOnilta No. 1st /1oV'ame:1t 2nd Movement. 3rd MoV'eme:1t 

34 148 94 U\ondo) -, 
, 

35 J2 00 60 

, 3 6 5 "; 48 116 (aondo) 

i 
37 115 106 (.o.ondo) -, 
38 78 88 ( ;>.ondo) -I , 

I 39 6 3 72 123 
I 40 41 32 (Hinuet) 68 

I 41 84 109 (Rondo) -
42 82 18 ( Li.'l.'t) 84 

43 82 50 ( Ni.., ue t ) 4 ;") 

44 61 20 76 

45 51 32 (Hi:1uet) 54 

4 6 5 5 32 (Polacca) 60 

47 30 112 (Air/Varia- 124 
tions) 

48 43 4 0 (Polacca) 9 6 

:rhe most frequently used forms are Sonata form (49 in total), 

fiybrid Binary/Temar! form (38 in total) and Rondo form (2 '~ i n total). 

In accordance with the teachings of the H. Genna" school, dances are 

mostly excluded, the only exceptions bei..,g 7 "I-!inuet a " d Trios" 

(Le. Nos. 1, 4, 9, 17, 40 , 43 and 45), 2 "Folaccas" (Le. Nos. 4 6 

ar~ 48 ). On the other hand ce~~in fina les reveal t he ir~luence of 

the "Gigue" (11 in total, i.e. ~os. 4 , 12, 14, 15, 21, 22, 24 , 2 6 , 29, 

38 and 44 ), or the stylised dance entitled "Tempo di Hinuetto" ( 6 in 

total, i.e. Nos. 3, 13, 19, 30 , 31 ar~ 32). other movement types 

e ncountered are 7 short, loosely constructed movements which have been 

temed "Link" movements as they instinctively lead to the ir respective 

finales (i.e. Nos. 7, 10, 1 6 , 18, 26 , 31 and 42); 1 "Air and Variations" 

(Le. No. 47/ii) and 1 "Fugue " ~1ith definite elements of the Italian 
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sonata form (i.e. No. 2/iii). 

The follow.ing table reveals the ;:articular form types referred 

to above and their distribution within the overall cyclic structure. 

TABLE V : MOV,*1ENT TYPE:S AND THEr!!. Dr SYlUBUTIOH 

Moveme"t Types 1st l-laVement 2nd Hovement 3rd Hovement Totals 

SOnata Fo= 26 S 15 49 

Hybrid Bir.ary/l'ernary 22 9 7 38 

Rondo - 14 12 2v 

Link Hove:nents - 7 - 7 

Hinuet ar.d Trio - 7 - 7 

Polacca - 2 - 2 

.. \ir 1< Variations - 1 - 1 

IlFuguetl - - 1 1 

Total Ho. of Hove-
48 48 35 131 

raants: 

(ii) OS~ OF Y~YS 

The keys chosen by '-'ugusto for each of the SOr.ilUlS are grouped 

as follows: (Listed according to frequency of use.) 

1'..e..,. N2t of Sonata§ 

C Major 9 

G " 9 

F " 8 

D • 7 

.'-. n 5 

n Flat Najor 5 

E Hajor 2 

B Flat Bajor 1 

C Minor 1 

G " 1 

The 13 two-move:nent sonatas retain the same key for both move-

ments, whereas the situation c hanges in his three-movement sonatas. 
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Augusto either retains the tonic throughout in accordar~e with the 

• 
suite tradition,' or employs closely related keys for the central move-

ment as shown belOW:
S 

~onic throughout (13 in total, i.e. Nos. 1, 2, 4, 9, 12, 17, 40, 
43, 44, 45, 4'0, 47 and 48). 

Tonic Hinor (15 in total, i.e. Nos. 7, 10, 11, 14, 15, 10, 
19, 22, 23, 27, 28, 31, 32 and 33). 

Relative Hinor (5 in total, i.e. Nos. 3, 26, 30, 35 and 3 ,;) . 

I'onic Major (1 only, Le. No. 42) • 

Subdominant (1 only, i.e. No. 39). 

18, 

Of the 7 uL.i.l'I.k1f movements, five end on the TV (i.e. ~'-los. 7 J 10, 

v 
1&, 31 and 42), one ends on Tp (i.e. No. 25 ) and one returns to the 

6 
tonic minor key (i.e. No. 18). 

The tempo indications of each movement appear as follows: 

I • PI ElST HOVE}tS'NT S 

(i) Vivace: (only 1, i.e. No. 12) 

7 
(ii) l>l1egro: (43 in total) with or without apF"ndilges, i.e. 

l~o:1'9rato", IInon troppe", ttnon tanto". 'Icon 
spirito" and "spiritoso". 

(iii) A11eg=etto: (3 in total, i.e. Nos. 44, 45 and 45 ) with or 
\~ithout appendages, Le. "un poco" and "moderato". 

4K• Heuschneider, The Sonatas of Joseph HaW, Vol. III L"l the 
series Contributions to the developnent of the Fill no Sonata, p. 14. 

5Refer also to Table III. 

6Although No. 18 is the only movement which does not end on the 
fifth degree of the scale, it is refe=ed to as a "link" movement 
owing to its loose construction, length and style. 

7Badura-~oda, E. & P., Interpreting Hozart at the Keyboard, p.3~. 
Allegro is "Mozart' s c=onest markL"lg" too. 
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(iv) Andantino: (only 1, i.e. No.8). 

(v) ~!o:l.erato I (only 1, i.e. 1;0. 11). 

II. CZNTRAL H='fi':NTS 

(i) Allegretto Graciosol (only 1, i.e. No.2). 

(ii) Andante or Andantino: (16 in total) with or without 
appendages, i.e. lima poco", nun poco II and "gracioso". 

(iii) I1L'1uet and Trio: (7 in total, i.e. Nos. 1, 4, 9, 17, 40, 
43, 45). 

(iv) Polacca I and II; (2 in total, i.e. Nos. 46 and 48). 

(v) Gracioso: (only 1, i.e. No. 31x)8 

(vi) ,\ffettuoso: (only 1, i.e. No. l 6
x

) • 

(vii) Iilrghetto I (only 1, i.e. No. 18") • 

(viii) Iilrgo e cantabile: (only 1, i.e. No. 42") • 

(ix) Lento: (2 in total, i.e. Nos. 2'" u and 28). 

(x) Adagio: (3 in total, i.e. lIos. 7", l OX and 44). 

(i) Presto: ( ~; in total, i.e. Nos. 4 , 9, 1 5 , 2 6, 23 and 29). 

(il) Vivace: (8 in total, i.e. Nos. I, 15, 18, 22, 24, 35, 
41 and 44). 

(iii) l\llegro: ,lith or without append..ges, i.e. ·poco", "can 
brio", nscnerzante lt and ltcon spirito" 
(18 L'1 tota 1) • 

(iv) Allegretto: (5 L. total, i.e. Nos. 5, 6, 10, 20 and 37). 
Nos. 6, 20 and 37 r.ave "gracioso" added. 

(v) Spiritoso: (2 only, i.e. Nos. 38 and 45). 

(vi) Graciosol (2 only, i.e. lios. 17 and 25). 

(vii) Andantino: (1 only, i.e. No. 34). 

(viii) Tempo di Minuetto: ( 6 in total, i.e. Nos. 3, 13, 19, 
30, 31 and ~2). 

Although there may appear to be great diversity between the 

tempo markings, the faster movements remain relatively similar in 

8 
x c LL'1." Noveme!1ts. 
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style and character, while the slomlr lllCIIlemants show more individuality 

in general. Like TelS!llllnn, Augusto uses effective titles over certain 

slO\r.i'er movements such as ilspiritoso", Ifaffettuosott and "gracioso" .. 9 

Like the i,.''lte=tionalisms S'.1ggested in other titles and inscriptions, 

these titlss are often only II skin-deep" in their sign.ific~r.ce .. 10 

In accoxdance with the practice of the time Augusto makes no reference 

to tempi calculations based on the pulse a!1d we have to rely on the 

above imprecise i:ldications. His SlOi< movements distinctly re',eal his 

dependence on Italian mo::Iels as he prefers llai1dante rather tfu1.n 

adagio" .11 

According to ;".;i. l>'.arpung. "the e:millent ,aiter on cusic (1718-

1795). ,,12 e considerable number of express.ion marks were k.."lO\m as early 

as 1750, ranging frOLl ppp to fff as well as t he inclusion o f "crescendo" 

ever j followers o f the old trdditio!}. violently opposed these r~.eTN' de-vices 

9aot.hschild, ? .. t The Lost Tradition L1 Husic I pp. 14 <: -147 .. 
~he usc of Italian words is discussed by ~£.rpunq in his uP..nleitung 
Zl.± ;--!usick ti:berr..aupt u."'1.d zur S.ingkunst ooso''1ders ••• 11 (Berlin, 1763) J 

.mere he states that "musicians have been forced to Ildopt certain 
ItaliZln words .Ll order to L.dicate the degree of slowness or quickness 

11 This vIas an iro.:porta.nt innovation of the "Style Gala:1te U 
J but 

'..mich ',"",3 not readily accepted by ,,11 musicians until later. 

10 , 
t .. o\%!IlUn, ~~. S., 71:'2 ::;.onata in t he Silroaae 2ra J p. 288 .. 

11 Pauly, R.G., !·1usic in the Classi.c Period, p. 45 .. Pauly states 
tl>.at Italians generally prefe=cd Anda:lte to .',dagio in t.'leir slO\~ 
movements. 

It is intaresti:lg to note that I·~Z3rt shed some light in his 
letters regarding the use of tempi; he aimed et "clarity and rhytcmlic 
exactness ll and objected to !lover-fast te=n.pi'· (3adura-~'kod..:l, .3. & ? .. J 

op.cit,., p. 29.) Ilis Allegro movements were taken "at a moderate 
spaed" (Badura-Skod<" E. I< P •• op.cit., p. 30.) j<s regards andante 
and adagio tlovements, "Hozart' s remarks and those of his contemporaries 
rather suggest that he prefe=ed a flowing tetlpo" (Badura-Skoda, .s. & 

P •• .Qlhcit •• p. 30.) 

12 
Groves Dictionary of Mu::;ic ar..d ril..ls.i.cians , Vol. K-O. p. 327 . 
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and aimed at "light and shade" dyn.amic3 - that is, stldden changes frem 

"forte" to "piano" and vice versa... This latter system is seen only 

to a small extent in l\ugusto's sonatas; here we find t::e use of 

"piano" and "forte" although the majority of his works have no 

13 e...-..:preDsion marks whatsoever .. 

For- fu_=ther information re Tempo Indication refer to Tabla VI. 14 

lio. of Nove-
Freque..'1Cy 

7empo Group 
ments fXlr Group 

'Ie:npo Ir.dication of 
ilnd tP.s por-

Indication 
CO:1taae I 

(a) Slow Tempo c 4.6% I .a.cagio 3 · .. I I.a.rgo e Cantabile 1 
I , Lento " 1m poco Lento 2 
t 

(b) Quiet Tempo : 7 · .. 5.3% -I 
~~nte 2 

t .'i..'1dante "'" poco 1 
lm.:!i:l:tte u.'1 poco 3 
Larghetto 1 

(c) Hooeratl3' to 42 · .. 32.n !'~oGerato 1 
1100erutely J._"lc.antino 9 
Quick TeIilpo A.TlcYntino Gracioso 3 

T~po di Hinuct:to 6 
Allegretto 5 
Allegretto un poco 1 
".llogretto Gracloso 4 
}\ll.agro Moderato 4. 
Allegro non Tanto 1 
J,llegro non 'l'roppo 5 
Allegro poco 3 

13 "Haydn and ~lo ... " .. ,rt used dynanic oorks only sperlngly in tr..oir 
early compositions as the "old tradition" I..aS still the gener"l rule." 
(Rothschild, F., Musical Performance i'1 the ti,ges of Hozart anc} 
Beethoven" , Vol. II, p. 32.) 

l 4Table VI is based on the work by Heinos, K., Antor~o 30ler's 
Keyboaru 3onatas, p. 157. Padre ' ...... tonio Soler <l729-17B3) ""'s the 
rencvmed Spo.nish Freclassical c=poser V/ho was a pupil of [)o£lenico 
Scarlatti. Foe composed about 202 sonatas for the keyboaru as lvell 
<os sarne church music <lnd incidental cusic to plays. Although 
contemporaries t it is believed tr~t Augusto and Soler never me~. 
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I'iillIZ VI (Continued) 

1'}0. of 1-lOve- Frequency 
ments per Group 

Tempo Group 
and the per-

~empo Indication of 

centiloe 
Indication 

(d ) Quick to 41 · .. 31,3% Allegro 27 
Uvely Allegro Scherzante 3 
'i'empo ,"11egro con Spirito 7 

l>llegro Spirito so 4 

(e) Very Uvely 19 · .. 14 .5% ;>.llegro COn Brio 4 
Temp' Presto " 

Vivace 9 

(f) Hithout 1 6 · .. 12.2% 1 5 
Tempo 
Indications 



CHAPTER IV 

ASPECTS OF FOP.H 

(1) Movements in Sonata Form 

(ii) }Iove:mants in other Fonns 

. . . 

. . . 



CHi PTEP. IV 

ASP~TS OF FORM 

(i) MOVZ.'1ENTS IN SONArA FORl·j 

AUgustO'S 48 Sonatas comprise a total of 131 movements of which 

87 (i.e. 66.4%) fall into the above category. Although tr~se move-

ments are united by the broad definition of "sonata form" they do 

reveal considerable diversity in form, style and content, and the 

various stages of this developnent are a=anged as follCAis' 

EXT~~D2D BINA.qy FORM, with exposition and corresponding second 

part, the latter being slightly extended. (3 in total, viz. Nos. 

12/ii, IS/ii, 19/ii - Refer to Table III under "Binary" Columns). 

HY3 .. 'UD BIllil...'<Y-T::';U·IA"Y ;;'0,,11, with L.,complete recapitulation. 

(35 in total - "",fer to Table III under the "Binary" Columns). 

R.EAL SONATA FORI-! OR. TS;tN]-L~Y SONAT~\ FOR.~!j with exposition, 

developnent and recapitulation. (49 in total - Refer to Table III 

under the '1Ternary" Columns). 

Follo'.oIing on from t he above general classification we shall 

examine the two main divisions associated with sonata form, namely 

t~" 3xposition and the Second Main Part. 

The Axposition 

In Table III all the "sonata fo=" movements arc classified 

1 
into tonal fra:ne types ,'1.2' A2/3 and A3 , shotring at the same time 

their distribution among binary and ternary designs. The absence 

lRcfer to K. Heuschneider, The Piano sonata of the 18th 
Century in Germany, p.8-9. The borderline type ;;2/3 has been 
inserted into Dr. Heuschneider' s original system for reasons 
specified in part (b) of this chapter. 

26 
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of the form type ~ proves that ,'mgusto no longer totally relied 

on the Baroque concerto tradition of three (usually three) modulatory 

1 2 3 
"Portspi.nnungs-units". resulting in the outline a a a • 

2 

All his expositions in fact, have two tonal centres whlch are accornmo-

dated in the three frames listed above. In general the first unit 

or section) ends on the TV or occasionally remain in the~. ~he new 

key is then either prepared by a modulatory transition or introduced 

:i=ediataly by means of a "tonality-jump,,4. In both of the "2 and 

A2/3 ",":.positions the full cadence confirming this new key is con­

siderably delayed although the new tonality is implied ~~ortly after 

ti".e initial opening unit or section. All of the A3 expositions on 

L1e other hand have a fully established second section in the new 

key. 

Disregarding any differentiation into an A2 or A3 frame, all 

expositions have a thematic arrangement of either categor; B2 or 

;'s in the case of J.e.F. Bach's sonatas, Augusto's the!!liltic 

material presenteU within the exposition leans more towards uni-

ficetion than to>.ards marked diversification or contrast. Those 

movements which have a certain amount of contrast and which are 

accommodated into the group B3 contain at least two thematic units. 

20 . 
p.c~t., 

on the fu..'""ther 
p. 4 and 8. (This Al type had no further influence 
evolution of the sonata form. Op.cit •• p. 32.) 

3 
The term "unit" is used to define the internal divisions 

found in tonal frames "2 and "2/3. whereas the term "section" is 
confined to the internal divisions of the .'\.) tonal frames. 

4 
For an explanation of "tonality-j=p" refer to Op.cit., 

p.29. Note 6. 

5 Op.cit., p.lO-14 (Le. Thematic Form 'l'ypes Bl 3
2 

8
3
), The 

thematic form type Ii: is not found in Augusto's sonatas. 
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The second thematic unit usua~y begins immediately after tr~ 

end of the first tonal unit or section. This is clearly seen in those 

examples which have no modulatory transition or connecting modulatory 

passage, but instead make use of the "tonality-jump". In those 

movements containing a modulatory transition the second thematic unit 

is often subdivided into a modulatory forephrase fo~owed by a non-

modulatory afterphrase confinaL~g the new key. In a number of 

expositions this afterphrase begins on ~~e DV or Tpv and remains on 

that level for sane time before ter.ninating the second tonal centre 

.lith a full cadence. 'l'his thematic unit may be succeeded by fur~'1er 

contrasting material presented either in the manner of a short closing 

group or epilogue, or along ~1e lL~es of a t.-ue second section. It is 

interesting to note that the thematic fonn types 82 and B3 do not 

necessarily coi.."cide with the respective tonal form types ]'~2 and A3 

but in most cases are L~terdape,.dent. (~fer to 7able III.) 

~he dimensions of the L~ividual movements also vary quite considerably 

but this factor does not affect the essential criterion of sonata farm, 

nanely an exposition ir~orporating two different tonalities. 

For the purpose of this investigation j.ugusto I 5 87 expositions 

!-.ave been divided into t.'l.e following three groups besed on the tonal 

(a) ~2 Expositions 
6 

16 of Augusto's ~?Ositions (i.e. 5.4%) fall into t he above 

category . ~~though they comply with the general definition given 

6The cadential section of the ~~t is expanded and the new 
tonal centre emerges earlier, although the full cadence is still 
withheld up to the end of the u,1it. Op.cit., p.9 . (Eefer to 
Table III for the above ex.:positions, under columns ;\"2). 
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in footnote <5 they do reveal a certain amount of variation within 

this given framework which i.., turn shows a developnent frem the more 

priln.itive examples to those anticipat1..,g the advanced tonal form A
3

• 

For this discussion the above expositions have been suJ:xlivided into 

t~1Q groups as follows I 

(i) Stylised Dance-3uite ~~ovement ~: Of the 15 "'2 

expositions. only 2 fall into this suJ:xlivision, namely Nos. 9/i and 

32/iil. 

Hovement 1st Unit 2nd Unit EpilQC(Ue 

9/i Bars: 1 4 5 8 9 10 
Keys: M TV Ov DV D D • 

32/iil Bars: 1 8 9 24 
Keys: ~ ,::V T_v DV D • b 

No. 9/i is closely aSGociated 11!th mOYmnents entitled ;,ria or 

ririetta.
7 

The whole movement retains the binary concept of the dance 

but the slightly extended second main part also contains a modulatory 

recapitul~tion. This moven.e:lt is ~"'1 fact a miniature precursor of 

sonata f=; its diJ:lensions prevent clearly defined sectional 

demarcation but these are em...."ryonically implied. The main subject is 

contained in the first four D."lrs which leads to the TV. The second 

unit contains transiti",'"). material beginning on the DV which is finally 

resolved on the D in bar 9. This transitional or second unit contains 

t~ee two-bar chain S""'...ructuras which shows its dependence on the 

8 
divertimento of the Viennese Pre-classical era. The last two bars 

of the exposition form the epilogue or closing ~.,it which consolidates 

the second tonal ceutre.
9 

7 Often encountered in the sonatas of 110nn and OIagenseil. 

8HeuSChneider, K., The SOnatas of Joseph Haydn, p.138 & 160. 

9 
The second main part of this movement retains the e.'<position's 

si!!lplicity. 
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In No. 32/iii (entitled Tempo di Hinuetto) we encounter a genuine 

sonata-form movement yet with a clear ~\2 exposition. The first unit 

consists of an eight-bar open period ending on the TV. The second 

t4l.it begins on the TV and in bar 12 leads in'to the DV. It remains 

on this level from bar 12-2'1, the final cadence only appearing right 

at the end of the exposition.
l O 

(ii) Older Traditional Type: The remaining 14 .'2 expositions 

are incorporated tmder thiG heading. 'i'he four selected mOVaI;]snts 

be10l< represent the developcle."lt ,.n.thin the oldar traditional typa " 2 

leading up to the more advanced tonal frames in parts (i) (b) and (i) (c) 

of this c:u.pter. 

~1oveQent lst Unit 2nd Unit Epilogue 

44/ii Bars: 1 - 2~ 2~ - 4~ 5 - 8 
Keys: r T I 0 0 0 

35/ii Bars: 1 - 8 9 - 10 17 - 28 - 'rV v Tpv Keys: T Tp 'Tp Tp 

48/i Bars: 1 - 8 9 - 11 12 - 12'2 12 .... 15 
Keys: T TV Tp llv D 0 0 0 

8/i Bars: 1 - S 7 - 12 13 - 20 21 24 25 - 2 & 
Keys: T T T 0'1 0'1 D

V 
D [) 0 D 

, ;0. 44/ii with its small dimensions has the most primitive fo= 

l.n.thin this group. The D v is reached in bar 5 but the final ced"nce 

is not decisively established until the close of the exposition. 

) 10. 35/ii is siJT.ilar to 44/ii in that the final cadence is also 

delayed up to the last bar, but differs in this respect that it con-

tllins an interrupted cadence in bar 24. The new key is referred to 

10Th1S dual or subdivided transition consisting of a short 
modulatory forephrase (Tv_Ov) and a long modulatory afterphrase 
remaining on the ~v is also found in the sonatas of e.G. Neafe. 
Op '.cit., p.ll5£. The second main pa-.>"t of 32/iii contains a devel­
opnan~ section of 22 bars as well as a regular recapitulation of 
24 bars. 
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in passing but tha final cadence is still delayed to the end. 

In both these expositions there are no epilogues to strengthen the 

final cadence poL.ts. No. 4a/i begins with an 8-bar open period, 

(the first four bars in major and the second four bars in minor) follo' .... ed 

by a modulatory sequential transition beginning on the Tp .in bar 9 

and leading to the D
V 

in bar 11. The new key is located in bar 12 

though the first full cadence is only found in bar 121:1. Bars 12'2 

15 may be referred to as an epilo~~e and as the progression con-

tL.ues on unabated and the fact that the same sequential material 

from the 2nd unit is retained, this exposition rena ins in group n
2

• 

No. ali is more advanced than the pravious examples. The first 

unit r=ains in the T and after a break of a quaver rest in bar 6 

the 2nd u.,.,it connences again in the tonic but finally leads to the 

D
V 

in bar 12. ;;'rom bar 13-20 the tonality continues on the OV level 

which is followed by two perfect cadences L. the ne-" kaya in bars 21 

and 24. The who19 of this portion from bar 13-24 is unified 

thematically and together with the constant ion.ard drive of the 

progression the cadence is only confinaed in bar 24. The last two 

bars of the exposition fo~ an L.significant epilogue. 

(b) A2/3 Borderline 32p9sitionsll 

21 expositions (i.e. 24.1~) fall into the above category a~-d 

as may be expected some of these lean more towards ~~e earlier 

type "2 while the majority align themsalves ,nth tha more advanced 

A3 frames. These expositi~.s do, however, share ce~~in f~tures 

11 
·rhe borderline between -12 and "3 tonal frames is fo\.U'1d 

in those J:1mrements which introduce a clear subdivision into two 
different tonal ceatres >/hile still avoiding the reas progression 
V-I of the perfect cadence. Op.cit., p.9. (See Table III for 
the se e . :amples. ) 
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in common, namely I (i) the cadence establishing the new key is 

delayed towards the end of the exposition; (ii) the final cadences 

are often presented on weak beats or appear in the midst of a 

p~rmonic or melodic progression; (iii) the n~~ tonality in the maL~ 

being confirmed in rather a weak lIlAlUler, particularly in those 

axamples which attempt ~ie tonality-jump. 

The above expositions have been sub:livided L~to two groups 

a ccording to the Mture of the transitions, whether they be modulatory 

or non-modulatory. 

(i) \/ithout a modulatory transition; Eleven sonata-form 

12 
movements contain expositions in this group. In these expositions 

the two units are placed ne.<t to each other without any connectL~g 

modulatory passage. 
v 

In I!Iajor keys the first unit ends on t he T and 

~~s harmony immediately assumes a Tonic function in the new key 

(e.g . I;os. 10/i, 15/i, 23/i, 31/i and 39/i) or precedes from the T 

to a Dominant function (e.g. No. 44/i). In minor keys the ne;. tonal 

ca"tre is always L"troduced by means of a third relationship 

juxtaposing TV with Tp (e.g. Nos. 3/11, 11/11 and 28/ii). In two 

other cases ho..-ever the shift is from TV to D
V 

(e.g. Hos. 4/i and 

36/il • 

; ,lthough these movements introduce two different tonal centres 

some have ei~'ler weak llarmonic functional changes (1. e. an L"deoisive 

tonality-jump), or the find. b3SS progression V-I is still avoided 

or delayed to the close of ~"-e exposition. The following selected 

movements giva a cross-section of the eleven borderli.·lB ''-:.2/3 

""-positions dealt with above; 

123/ii, 4/i, 10/i, ll/ii, 15/i, 23/i, 28/ii, 31/i, 36/i, 
39/i, and 44/i. 
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Movement 1st unit 2nd Unit Zpilogue 

3/ii Bars: 1 - 8 9 - 20 21- 26 27 - ;~v 32 - 34 
Keys: T - TV TP6 'fp l'pv TpV 'rp T T 

4/i Bars: 1 - 4. 5 - 6 7 - 11 D~f - 13 
Keys: T TV ~v '.)v D

iv 
D

V 
D " 

31/i Bars: 1 - 8 9 - 21 22 - 24 
r.eyS: T 'r

v 
i) DV 

D D 

15/i Bars. 1 - 8 9 - 14 15 - 35 36 - 40 
Keys: ~v i) 

,v 'i)v OV D D ; " u 

N.o. 3/ii contains a very weak tonality-jump from TV to Tp in 

bar 9. 
V 

Tp is asserted in bar 21 ,micn leads to two indecisive 

cadences in bars 27 and 30, and only in bar 32 is the cadence complete. 

r short epilogue "itn the sa:nc thematic material concludes the expo-

sition. I'his movement is therefore closer to 'i
2 

than to ~;3' ;'io. 4/i 

also contains a week tonality-jump to DV and the full cad~,ce estab-

lishing the new key is delayed to the last bar o';ling to an interrupted 

cadence in bar 11. :;0. 31/i reveals a well established tonality-jump 

but 1:..'1e ul ti.!Ilate cad ence is delayed by [!leans of s.equences and 

recurri.llg motivic patterns up to bar 21. " short 3-bar epilogue 

concludes the exposition. no. 15/i represa11ts the last stage before 

-\ 3 tonal frames are epplied. It contains a ... ell defined tonality­

jUI:lp and the second unit is extended for 25 bars before the key is 

f1.'1.S11y confirmed. It a lso contains a thematically contrasting 

epilogue of three bars. 

(ii) iiith a modulatory transition. The remaining 10 expositions 

13 
with:L'l the categor; ;;2/3 are found 1."1 the above group. 

expositions contain lengthy transitions and do not really lead to 

137/ i , 8/ii, 15/ii, 1 6/1, 19/ii, 32/ii, 35/iii, 40/iii, 
42/i, and -13/i. 
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substantial closing Wlits, hence the decision to refer to the latter 

as epilogues as opposed to second tulits. The four selected e"positions 

below represent this particular group of a~positions as fo~~ in 

Augusto I S sonatas: 

i-lovement 1st unit Transition Epilogue 

7/i Bars: 1 - 8 9 - 24 25 - 30 
Keys: T TV T.~v OV 0 D 

Q 

42/i Bars: 1 - 8 9 -Tp~ 21 - 32 33 - 34 - mV 
TPS Tpv Tp Tp Keys: T • T~ 

43/i Bars: 1 - 8 9 - 14 15 - 20 21 - 23 24 - 26 27 - 28 
TV ~ OV OV - D

V DV 
Keys: T • D 0 0 ;J D 

35/iii Bilrs: 1 - 4 5 - B 9 - 21 22 - 26 
Keys: T T T D

V DV DV 
:J 

No . 7/ i cO,""l<mces with an B-bar open period foll", ... ed by " 1eng+..ny 

transition from ·:::6
v 

in bar 9 to D
V 

in bar 24. This transition is made 

up of three similarly derived ideas ,i.lich occur successively as follows: 

ber B - 12, 13 - 20 and 21 - 2-1. -rhey all hover around;:; and D
V ~lhi1e 

the middle idea incorporates j) - in bars 17 - 19. There is no second 

unit and t ;,e concluding 6 bars form an epilogue. This epilogue is a 

further derivation of t he ideas contained in the precedL,g tr~nsition. 

No . 42/i in C minor also contains a lengt.'1y thematised transition 

from bar 9 - 32, and the final cadence is \'1ithheld up to bar 32. 

~he cadence in concluded in bars 33 - 3..:1. .;\n interesting portion of 

t.his transition is seen in bars 21 - 25 \<,there the l'p~ is encountered 
<j 

follo'.-ed by a downward chromatic sequence leading to 'rpv in bar 31. 

'rhc complet" transition consists maL,ly of broken chord pianistic 

fragnents 'mich ~,dergo subtle variationsl in the "",in these tend 

to revolve aro~,d common PArDonic notes within the chordal progressions 

(e.g. bars Iv - 11 show note Cn repeated 13 times ,vithin t he set 

pattern). In 43/i the transition extends from bar 9 up to the double 

D 
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b:lr and t here is no second Wlit or epilogue. The transition begins 

on T and the first appearance of the V-I progression is seen in bars 

14 and 15, yet it is so fi=ly embedded into the rhythmic and melodic 

contL,uity t hat it is not conclusive. The second appeara~ca. five 

bars later, still lacks definition as the accent falls on the minor 

dominant. In bar 24 the some cadence leads to D major but is still 

so much part of the general flo'" t hat it cannot be perceived a s finc1. 

By means of an interrupted cadence the ultimate V-I cadence is once 

again delayed to the last b:lr of tha exposition. GwUlg to the fact 

tr.at thsre is sa little contrast thematically this move:m:mt te.,ds to 

lean more to',18rds G 2 than "3. The last mov~ent 35/i1i shows the 

last stages of the borderline e.;<p0siticns leading towards the ultiIoate 

;'3 tonal fraine. It 9pcns with a :;1 bar subject \,.·hich remains in ~. 

'rhen follow3 a "little Fortspinnungs " continuation unit frQ!;J '2 to 

o v.. ;\iter this secon:! four-bar conti.."luation, 13 bars subsequently 

prepare the groWld for the new key in bar 21. This long kC!y 

preparation from bar 9 - 21 contains his typical transitiona l 

repetitive and sequentia l pattorns, focusing on central ha rtlonic 

notes. From bar 22 - 26 , an epilogue establishes ~~e key centre. 

'.1'he epilogue also contu:irls net' tne.T.atic material as well as the 

partial i .!"..clusicn of t he openi."1g dotted-rhyt1'Oic headmotive from tl18 

first unit. 

(c) ~3 3XPOsitions
14 

rsy examining the numerical figures >lithin t.'1e three expositional 

tonal frames, namely Ii; "2' s, 21 -"'2/3' sand 50 "3' s, one can discern 

14Th" tonal frame of the sonata form with an exposition sub­
divided into t .. ro tonal centres which are separated by a V-I 
cadence. Op.cit., pp. a and 9. 
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Augusto's relatively ~dvanced position within the history of the 

sor~ta form. As with C.P.E. Bach, G. Benda, E. W. ~lf, e.G. Neefe, 

G. Gruner and P. ;'. Rust,15 the majority Of Augusto's sonata fo= 1I10ve-

llIents adhere to the tonal frame ; '3 >lith two f"lly established tonal­

ities within the exposition. The two tonal centres being separated 

either by means of a transition or by a tonality-jump. These two 

principl'3s are also found in the borderline ]'2/3 expositions, but 

are now mora clearly deiL'led ,lithin tl'le " 3 tonal frante. ; \.5 in part 

(i) (b) of this c hapter t he '\3 expositione are also subdi'"ided into 

the fol10>ling t,,,,, groups: 

(i) ;-lithout a ~!od"-13tory Transition: The 29 movements which 

filll into this ca.tegory reveal a certaLl1 am01.l.T1t of variation which 

~nll be dealt with during ~~e discussion. The seya~ selected move-

ments below represent a cross-section of these changes. In t hese 

exposi tion s t he t lv'O sections are placed nex t to each ot~'1eI without 

any connecting modulatory passage but by a tonality-jump. ~n both 

major and minor keys, except };o. 3/1, the first section ends on the 

'rv.1 6 In major keys the change in harmonic function from the old 

key into the nel ... key varies as follo, ... 5: 

rV 
- " 6 

17 
(17 movements ) 

(5 movements, viz. l / i, 6/i, 27/iii, 33/i, 33/iil) 

(2 movements, viz. 22/ill, 39/1ii). 

15 
The se six composers are a ll discussed in HeuscIuleider, 

Ger:nany. 

l 'j " i t h t;-,e exc eption of 3/ i ;,'hic11 ends on t.'1e To 

17.. 1/1 " 3/' 3/1" .:05. .l.~t ~J ~l.J 

22/1, 24/i, 28/1, 30/i, 30/111, 
5/1, 17/i, 18/i, 19/i, 19/iii, 
32/i, 35/i, 37/i and 40/i. 
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In minor keys, we find the following: 

mV Tp (4 movements, viz. 22/ii, 23/ii, 30/ii, 411i) • 

~v T (1 movement, viz. 35/ii) • • 

J.lovement 1st Section 2nd 3ection BEilgg.:.1e 

40/i Bars: 1 8 9 - 15 IS - 172 U 3_ 18 
Keys: T TV D D

V 
D D

V 
t~' [) 

27/iii Bars: 1 8 9 - 22 23 - 29 
Keys: T T 

V 
D . D

V 
il D 

'-

3/i Bars: 1 ;; 7 16 19 -25 205 27 28 32 
Keys: '~ 

, .... v D U
V 

D QV D D
V -, D • u 

35/1 Bars: 1 4 5 - 8 8 - 11 12 - 14 
Keys, T ~v 

0 
__ V 

D OV D D ~ oJ 

41/i Bars: 1 - 12 13 - 18 19 - 27 23 - 32 
Keys: - 'rV TpV ~ V 7pV T Tp -p 'IF j:J 

30/iii Bars. 1 - 1G 17 - 24 25 - 34 35 - .a 42 - 4 6 
Keys. T ~v 

• il DV_D 0 
v ;:;v D DV 

D D 

22/i 'Bars: 1 - 14 15 - 2:; 27 - 3" 37 - 44 45 - 49 
Keys: TV V - nV ;:;v ';)V l' D ;) D ~ ;) II 

Of the 29 movements \'thich fall into this division, 13 form a 

of t..'leir and referred to as "ambiguous fl 18 group OM1. are cases. 

They are ambiguous as the res)A-"Ctive tonality-jumps are not as \'1811 

defined as in the remainL~g 16 movements and the result is less con-

vincing. The first three of the selected movements above represent 

~1.1s particular category. 

No. 40/i c=ences with an 8-bar first sect10n ending on the 

TV which-in turn leads into the D, il
v and D L~ l:xlr 9. The tona1ity-

jump is not strong owing to a passL~g reference to the T ~, bar 10. 

18:.;OS. 3/i, 3/iii, 6/1, 18/i, 19/i, 19/iii, 22/ii, 23/ii, 
27/ii1, 28/i, 33/iii, 36/ii and 40/i form the group of "ambiguous" 
cases. l'he following 15 movements, however, have definite and well 
established new keys; l/i, 1/11i, 5/i, 17/i, 22/1, 22/i1i, 24/i, 
30/i, 30/ii, 3D/iii, 32/i, 33/i, 35/i, 37/i, 39/iii and 41/i. 
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Fram bar 10 - 15 two sequence patte:qls te=i.."1ate with an inconclusive 

V-I cadence in bar 15 owing to t.'>e continuous nature of the pro-

gression. Tne decisive cede.'"'lce point is only reached in bar 17 

which is immediately follOlffl by a short concluding epilogue of l~ 

bars duration. In No. 27/iil after an open 8-bar pericxi, we find 

a."lother ambiguous tonality-jump .. mch commences on t;,e D_ in bar 9. 
" 

Tho figu~ativo rig;,t-hand notive in bar 9 is used sequentially up to 

t."e decisive cadence in the new key in bar 22. Bars 23 - 29 form an 

epilogue which also contains different t hematic material. ';0. 3/i 

is nore a~tensivo in dimension than either of the two previous 

examples a!ld represents a more advanced S'"...age tonally \uthi.."l this 

specific gro'..!p of arabiguous cases.
19 

.• fter a 5-bar ope."li.."lg \;hich 

ends O!l the T, t."e 0 is asserted L"l the subsequent continuation from 

bar 7 on,.;a::Us reaching a cadence point L."1 car 18. ':'here is no break 

froIl the opening first section into t he second and the natarial used 

in both sections is strongly unliied. llars 19 - 21 intrcxiuce a 

t\.n.ce-repeated chrO!llatic pattern which leads to four bars on the nV 

level (bars 22 - 25). Bars 2'; - 27 precede tho concluding V-I 

cadence establishing the new key which in turn is subsequently follo,red 

by a disti."'lct epilogue containing a new L':e.natic motive. 

'i'he next fOtU" moveceats ropresent the clearly d-afi.t"'loo tonality-

jumps f ouad ",~it~Ll"l the :."~3 tonal fra~e.s. ~ io. 35/i s!lm'l'S t~-o clearly 

defined sections froc bar 1 - 4 and froo rer 5 - 14. The extended 

second section contains n~~erous th~~tic ideas witrJL~ the overall 

progregsion and wP~ch ar~ struc.g together by \L~erlying rhythcic 

19Nos . 40/i and 27/iii contain more nelodlc contrasts than 
; ;0. 3/i and both fall i..to t'oe theoati c group ;)3 while the latter 
is placed i..to B

2
• 
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motives. 7he concluding epilogue, bar 12 - 14 refers momentarily 

to a small motive from bar 3 of the first section which brings about 

more unification within the e:..:position. ":':0. 41/i on the other rA.nd 

shows an extended first section of 12 bars. represen-ting III non-

2v 
modulatory "little 2ortspi..mung ll subject 'rtJL~~ a parallel b.eddmotive. 

,'. clearly defined tonality-jump is found in bar 13 whic;-, leuds to 

the rp v in ba.r 18. :\ figu.=ative section follot>ls from bar 19 - 24 

V 
on the l'p and the final cadence, it' tile nel'; key is locuted in mr 27. 

Bars 23 - 32 form the epilogue, but as the progression continues on 

from the cadence point together wita the filet t hat the material is 

not; greatly contrasting, t..'-1is. closing section is only implied. 

;:':0. 30/iii also contains a non-modulatory "little Fort spi.:mungsII 

subject over l ~ bars. Bars 17 - 24 show the tonality-jump together 

with its defined cadence. Brilliant figurative patterns on the DV 

level "ppear between bars 25 - 34. followed by an exact repeat of an 

earlier portion (bars 17 - 24) in bars 35 - 41. :<:he last five mrs 

prO'/ide a contrasting epilogue. ~;o. 22/i is constructed on siZililar 

lines yet without any repeated sectIons; the lirrole exposition con-

sists of many varied chains of ideas following each othe~. 

(ii J ;ith a ~-lod.ul.:ltory '.rra<1sition: Gut of Ll.e total of 5,) 

~'~3 expositions, 21 full i.."1to the above su.bd.ivision. Of these 21 

v 2l e;.::positions, 16 r.ave fi.rst sectioni ,,;hich end on the ? and 5 

20 
~f . Fischer in lIj,tudien zur l-Iusikwissenschaft ll

, III (19IS), 
p.29f refers to this short non-modulatory sequence as the "little 
Fortsplnnung". :;ee HeuscrUleidar, Germany, CaG. rieefe, p. 135, 
and C.P.~. Bach, p.47. 

21, 9/" "" 11/' . , os. ~~lJ J., 

29/i. 34/i. 38/i. 42/iii. 
ll/iii, 
43/1ii, 

13/i. 20/i. 21/i, 25/i. 20/iii • 
45/1, 47/i and 47/1ii. 
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remain on the T. 22 The transitions \"nicn folloH the 1st sections 

commence on varyi.~g degrees of the scale as follo~'lS 1 

- l' (3 movecents, viz. Nos. 2/i, 12/i, 23/Ui) • 

TV 'i' (3 movements, viz. ~10S. 34/i, 43/iii, 45/i) • 

~v ~'l ( 6 movements . viz. ;;':os. llliii, 13/i, 20/i, 25/i, 38/i, • • 
47/i) • 

~v T~6v (7 tlove:nants, viz. ;";03 • 9/iii, lVi, 21/i, 26/i, 28/iii, • 
29/i, 47/iii) • 

TV Tp6 (1 mO';Tenent J viz. No. 42/iii) • 

0,r - :'Miv (l • move:z:aent I viz. l'Jo. 33/ii). 

~L'he above expositions cont:aL"1 a t~.;lnsition t.r..at comprises either 

23 
a briaf modulatory portion only, or, more frequently consists of a 

modulatory forephrase up to DV or :i:pV iollo\'1ed bi'" an expan.ded non-

24 
mooulatory afterphrase, 'l'hB non-morJulatory key preparation begins 

on the D
V 

or Tpv and terminates in a perfect cadence in tae D or Tp. 

This transition is most,ly followed by a third t...~ern.atic unit in tilt) 

new key t either 1..'1. the form of a. second section, wit.~ or 1t/ithout an 

epilogue, or purely in the fOn:! of a short epilogue. The following 

table shows the tonal a.nd dimen3io.n.al details of sel~ted expositions 

falling L,to this group: 

22k;os. 2/i, 121i, 23/iii, 26/i and 33/ii. 

23 t,05. 9/iii, 20/i, 23/iii, 25/i, 28/iii, 38/i, 45/i, 47/i 
- 8 movements in total. 

24;';05. 2/i, 11/i, 11/iii, 12/i, 13/i, 21/i, 26/i, 29/i, 33/11, 
34/i, 42/iii, 43/iii, 47/iii - 13 in total. 
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Hoyement 1st Section Transition 2nd Section Epilogue 

47/i Bars: 1 4 5 9 10 12 
TV T

V
moc1ul. D

V - OV Keys: T D 0 

23/iii Bars: 1 8 9 15 l ~j 21 
Keys: T ~ T mo:1ul. D

V 
D D k 

25/i Bars: 1 8 9 - 16 17 29 30 
m mV V V OV Keya: k k T modul. D D 0 

43/iii Ba.rs: 1 8 9 11 12 - 13 14 
Keys. T ~v T OV LJ DV 

D • 

42/iii Bars: 1 8 9 IS 17 - 25 26 - -rV TpV v '>.'pV Keys,: '.1' Tpo 1'p6 '.rp 

29/i Bars: 1 - 12 13 16 17 - 21 22 
Keys: T T 

v TV DV iJv OV D 

21/i Bars: 1 12 13 16 17 26 27 34 
Keys: T ~v TS'V U

V OV OV !) D • 

2/i Bars. 1 8 9 16 17 - 26 27 48 49 
OV v -Keys. T T T T D D D LJ il 

34/i Barst 1 - 11 12 - 21 22 - 37 38 - 44 45 54 5S 
TV mo:1ul.D

v - ;:,Y ;)4V OV ':Jv Keys: T .:r D LJ D 
3 

The first three expositions ~how brief transitio.'ls which lead 

to their respective second sections after mo:1ulating to the IJv or 'rpv. 

No. 47/i is a short and concise exaople showing c1"ar tonel sections 

as well as contrastL'g ",e10:1ic material (see J:ppendixl. ~io. 25/i 

contains a second section beginning and remaining on the QV 25 and 

consequently the ~erfect cadence .is wit..~helj up to the ~"1d of t.!le 

2nd section. 

13 
0 

'l'he remaining seven expositio.ns 5.l~O\-1 the more conplex transitions 

each of w~ich contain tw~ units, one ",odulatL'lg a nd the other estab-

lishing the new k"y. ;·jos. 43/iii, 42/ii1 and 29/i have no second 

sections and close wlt..'l epilogues instead. ~To. 21/i contains e 

25 
l'his reset!1bles the ~'modu1atorl theI!les If of C.?'::. Each and 

G. Banda, discussed on pages 32 and 53 respectively L'1 ;oeu.schneider, 
Germany. 

n 
D 

h 
D 

3£ 
T]: 

24 
D 

5< 
;) 

5~ 

D 
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second section which is separated from the V-I cadence by a crotche·t rest 

in bar 27. This section also introduces new thematic L)ate:dal. 

NO. 2/i represents the final stage of these expositions clearly show-

ing all sectional divisions together with contrastil-lg motives. 

No. 34/i is the only irre,]ular example which has a short ;'':Klagio 

sost.enuto" insert within the transition separnting the two sdctions 

of the exposition 2(, (bars 22 - 37). 

In the d.istribution of thematic oa:terial Augusto' 5 sonatas 

apply various transitional tecr_~iques such as continuation. l&yer and 

chain structures, side by side with the classical a=angement into 

clearly contrasted groups. ';.'he absence of the thematic form type Bl 

27 . 28 . 
and the predcmina.'1ce of types B2 and :)3 snows that he is no longer 

L'1debted to traditional bar~Je prL'1ciples but reveals a closer 

affinity to classical trends. East. of his exposi.tions are characterised 

by a marked sense of lyricism and harmonic continuity. ;·.lthough 

L"'ldlvidual themes may differ quite considerably, as in the caSe of 

types 113' this lyriCism helps to brL'1g "bout uniformity of mood. 

,,"'.:ugl,lsto, like his contemporary e.G. ~Ieefe, 29 also incorp::>rates less 

obvious me·thods of unification witllin his expositions such as 

occasional cross rsierences wtireen themes, melodies 3P..aring similar 

Cur';B3, recurring motives, canmon rhytp.o!lic J)atterns as l.'Iell as the 

2Grhis same "insert'l is iI1Cluded in the recapitulatio..~ of 
t."'e sane sonata. These lIinserts'l are also to be fou..,d in some of 
the expositions of F.N. Rust, op.cit., p.167. 

2740 expositions fall into the thematic type B2 - (i.a. 46%). 
For fu-~her information re thematic form types see Heuschileider, 
Germany, p.lOf .. 

2847 expositions fall into type 3
3 

- (i.e. 54%). 

29 
Op.cit., p.114f. 
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repetition of ~armonic progressions. It is for this reason that it 

is often difficult to distinguish clearly between the thematic form 

types B2 and B
3

• .'\ fe>1 examples should suffice to illustrate the 

various means of unification ~v.ithin his expositions beginning with 

those nearest type B2 and ending with the more advanced form B3 • 

A number of expositions are unified by recurring rh~~ic and 

melodic patterns which remain unaltered throughout the exposition. 

Both rhythmic and melodic material are interrelated and being shared 

fairly equally between the hands create the highest degree of uni-

fication. (e.g. Nos. 24/i, 32/i and 33/i). In all three cases the 

prevailing motive is a lyrical triplet figure. No. 32/i is repre-

sentative of this type (3x. 1). 

) 
~ ..... I' .... ~ ... - ... • • ..... -*- ..,: • J 

0 
, 

~ CD -,..., .... /' I /" .. ... I .... .... 

'" 

Zx. 1 No. 32/i (bers 1 - 3~) 

,.5 imilar rhythmical unification is found il'1 l{o. 3/i; there is no real 

contrast in melodic material and the various motives are held to-

gether by constant semiquaver movement. (~x. 2a-e). The most 

p::Q!Jlinent motive (3.'< . 2a) recurs in a variety of >lays givL'lg further 

unity to the entire exposition. 
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D ~ ~ • ". -<>-~ ..... • 
I , 

~ .... ""l::d 
I ~-'.' CD ... ~ ........ ..... .... ............ ... 

t ~ ~ l.---'-' 
'1 ~ __ ........--

f:= 
• 

c 
( 

® "-l 
I 

I ...,..' , .... ~ "'""' .-"-
® 

i 

. 
~ 

I) Fffi FA9 , 
I • • . , t::"l @b.:: I::: 

J I , I I 

kb b: :P I I::Y • kb:;:b 

2x. 2a-e liO. 3/i (bars 1 - 2~, 9 - 9~, 19 - 19':1, 26 - 271:1) 

.. \ fev, expositions are unified by a recurri..l1g moti\,..e or phrase 

almost in t.he foro of a "motto" as in , ;0. 38/i (Z:;{. Ja-c). 
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I') I i ;- Ix I .-+1--. /' 
• . 

"'1 ~I ~~ 

I 1 CD .-11 .. ~ I 
." • L"_ 1- l~+ r-

(3 

~ i Ff==R I 7 ., 'r I 
I i • .. ~ .... 

, 
@~oc -<::;\UJ : G @ C 

~ I '~f" .' ... . ~ . . r .... 

"'" • 

:ex. 3a-c cio. 38/i (bars 1 - 4, 17 - 18, 22) 

~he exposition of :::0. 3G/i is unifie--.l by a melodic curve located. 

in the opening two !:?ars, namely an initial ascending arpeggio figure 

followed by a step-wise descandiJlg scale motive. :-;""'{.4 s:"ows hO·i/ tIlis 

curve is adapted in various places within the ~~position. 

") i ~" ~-T ~ • 
, 

CD hr- :t: • .!.. ...... 1 • ..L • 
£. ® • • 

1'~ 
....... '::j 

.x 1 I , 

• 
~ 

y 7:m1. • ... -

• 

'-> ~ '-..I:::! UJ ...... C 
1",. (]) 1'-.. '" 

... 
@ 

• 
:::::t: 

• • • • I . - .-

Sx. 4 a-c :10. 36/i (bars 1 - 2, is - 7, 17 - 18) 
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In ,los. G/i and 15/i we find typical examples of derivation 

technique t.ending towards unity. "0. 6/i approaches a contrasting 

ascond section (bar 9ff) but ul1ity is brought about by complementary 

rhythms UDed throughout the exposition (i.e. sharing of the melodic 

patterns between the hands i.11 the fo= of pseudo-polyphony). 

? /"'\ .1= ....... 1 ITT 1 nil ~ ... • • • 
-

• 

) (i) 
~ r..-." 4}- ~ ~:S: 

IW \® tu 1 
....,. -tr 

-
V" 

7 t.-I 1 A t'h j .I J ----------llJ ~I JhJli ~ $= ..----,---+~~. 
• -

/ 
@I I 1 r I 

I I® ..- • 0 I.., _ ........ • 

7 1 't>l I I -II • • • • I 

, 
® 

~ ~ 

~ • -4--L ... ..L ... ~ • ~ 
. 

Ex . Sa-b :10. eli (bars 1 - 12, 19 - 20) 

NO. 23/i, 3<)/1 and 40/iii represent those expositions which 

have a Wlified recurri..'1g bass lL .. e. '.t'he first two rely almost. 

totally on the ;,lberti-bass pattern; :10. 23/i is more unified than 

.:0 . 30/i as it does not have contmsting melodic I!laterial. ;;0. 40/iii 

on the other hand revaals a more complex design in its bass part; 
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a bass part "hich i:Jlit<ltes the R.il. progression between bars 1 to 6 

and at the same tiQe contains notes t t~t constitute a typical Baroque 

line. (Sx. 0 illustrates this f&,ture.) Fragm~~ts of this same 

bass pattern recur throughout the exposition upon W~ic~1 contrasting 

melodic ideas are superiInposed. 

') r'" • ~ .... ..0- .. ~ . + • I 
• • 

CD f$.i ; .r~~ , ~ •. 
.e- . • . ... 
)( )( )( 

2<. 6 ;:0. 40/iii (bars 1 - 6) 

:,:any e.'tpositions contain a variety of ideas 1..'1 addition to the 

opening s~ject. :rhe~e idei.!B are arranged into thematic chilins 

made up of short pl1Xases (e.g. Nos. 5/i and 2/i) or into longer units 

that recur like thematic layers. (e.g. ~ios. 30/i and 30/iii). 

No. 5/i represents un e:<position made up of snaIl contrasting melodic 

piltterns which recur, alternate and at times combine with ons another, 

thus pro-v'iding unity from ,r.it:lirl. :::hase thematic c,lains occasionally 

undergo varied cr~nges eiDler through continuation or derivation 

techniques. 

;1'0. 5/i Phrase a :dar 1 - 4 First Section 

b 5 G 

a (varied) 7 - 8 
1 

9 Second ,:jection a 

b
l 

10 
1 

(varied) 11 a 

b
2 

12 - 13 
1 (varied) 14 a 
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c 15 - 18 
1 

(varied) 19 - 20 a 

b
3 

21 - 22 

c + 
2 

23 24 a 

b
3 

25 - 26 

c + a 
2 

27 - 28 

c + 3 
29 a 

1 (vari.ed) 30 - 32 Zpi.logua a 

lio. 2/i i.s even more advanced than No. 5/1. The melodic chains 

are longer and, al~~ough they seem contrasted, are in fact unifi.ed by 

various means such as repeated no·tes t succession of pa.rallel t}'1..irds. 

sigh motives as 'lell as conventional scala pasS'lges. :\. clear second 

subject is found in bar 27 and a closing group is located from bar 

49 onwards. The L .. termediate step bet·,...e"" .. 8
2 

and 8
3 

is represented 

in ;·los. 301i. and 30/i.ii. where in both cases the diversa thematic 

m.'!tarial is organised L,to recu-'"ring layers. 

30/i. : Layer I Bar 1 - G First Section 

Layer II Bar 7 12 

L.:\yer III Bar 13 20 ..,s:cond Section 

Layer IV Bar 21 24 

Layer II (iiari.ed) Bar 25 - 30 

Layer III ( -"Y.act repeat) Bar 31 - 38 

layer I V (Varied) &>r 39 - 40 £pilogua 

3~}/ill ; Layer I !Jar 1 16 I-~irst Secti.on 

l.dyer II Ear 17 - 24 Second 3ection 

Layer II! Bar 25 34 

Layer II (;':.'<act repeat) Bar 35 - 41 

Layer I!I ( Varied) Bar 42 - 46 :::pilogue 

The return of thematic layers sometimes serves as a means of 

uni.fyL'1.g expositions which ot:ten'lise ta-m tot·;ards contrast (e.g. Hos. 

271i., 35/i.li and ·nli.i.i). In all three axa:op1es the thema-::ic return 

i.s rosed on a portJ.on of the openi.'lg subject as illustrated L"l 
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:;0. 35/ iii (;OX. 73-b) • 

IX . ~ r") , , I 1 

• ... L;:::> 

• 0:f:: I.f- ,.""1=- ~~f: • A 

. 
OC .... 

rl 4··.$-.... ............. (J 
~ 

G @ ~ ll.llJJ. 
,( , ~ .... I . . . 

• . , 
1.;>>- U 

3x. 7a-b :~o. 35/i:i.i (bars 1 - 4, 23 - 26 ) 

:-~o . 29/1 on the oth.a:r hand !"'..as no obvious unific.z.tio;"1 eletlents) 

Clnd t~e character of the differerlt tneI::li!.tic C~1dins is mo:::O defined. 

The first subjact group (bur 1 - 12) consists of an en~rgetic opening 

motive (hlr 1. - 4) loIhich is follmred by a long afteYp:u:ase -_.hic," 

mainly consists of pianis"tic figurations. rht3 modulator/ tr:..~r.sltion 

(hlr 13 - 21) begins in a lyrical manner <lnd builds up L'1 intensity 

v urltil the D is reached L"l bur 21. ·~he last three bars, t"" epilogue, 

resort to the energetic and po>rerful mood of ~~e openihg subject. 

Unity is therefore achieved in mooj and not in content. 

:.ugusto's most advanced sonata exposition is four.d in No. 34/1. 

Thematically there are three self-cont=ined sections, 'liz: a first 

subject (hlrs 1 - 11), a transition (hlrs 12 - 44) and a second subject 

(hlrs 45 - 57) both stylistically related to the o~ening L~eme. The 
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transition, hO;/ever, contains a contrasting central unit - "l.dagio 

sostenuto" - (bars 21 - 37) which helps to differentiate even more 

bet>/een the sections. 

NO. 3·1/i Layer I a Opening ::.:ubject Bar 1 - 11 1st Section 

II 
1 iJerivation of opening " 12 21 T-ransitio!'l a 

subject 

III b Contrnst " 22 - 37 ;.ctagio 
sostenuto 

II 
2 

Ftl.-yther derivation of " 38 44 rransition a a 

IV 3 Helated a to 1st section a " 45 54 2nd 3ection 

V 
4 Derivation of a 3 

" 55 57 t:pilogue a 
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~'he majority of Augusto's sonata form movements (i.e. 49 out 

of a total of 87) adher e to th.e classic.al soparation .L.-,.to developnent 

a.'"ld recapitulation. The remaL.,ing 38 !lovanants reveal t.'1e earlier 

transitional stages from exta~ded-binar/ (3 in number) to.hybrid 

b1:tary-terr..ar/ designs (35 hI nU!llber) • 

. ::xtended-bina~y fO:!'L:l
30 

is represented by three slow :lovements 

which have the follo\'t-i.ng dimE4,sions: 

';0. 12/ii 19 vs 22 bars 

.';0. 15/ii 21 vs 23 bars 

~'o. 19/ii 23 vs 27 bars 

-rhe thematic succession in each case corresponds to that of 

the respective exposition, and the second main pert also maL,tains 

the conventional tor~l plan consisting of a modulatory u.~it leading 

from the;) (as L-, ';0. 12/ii) or the Ip (as in t,os. 15/ii and 19/ii) 

back to the '1'. In all three movements the intern..~l expansion L, the 

second main pert is fOlL"lO. at the beginnl.ng of the second tonal unit. 

In No. 12/ii this is virtually only an expansion from 4 to 7 bars; 

i..."1 No. 15/1i a varied contL"1u.3.tion phrase of the same material is 

introduced instead; and in ilo. 19/ii a new thematic idea of 7 bars 

replaces t..'1e former motive consistil'1g of 3 bars. :.rhe tollo·wing 

diagram illustrates t:1e relationship between ti18 Sxposition and the 

.:econd part I 

3°,'150 found in the sonatas of C.P.c. Bach, G. Benda, C.S. 
Binder and C.G. Neefe. Op.cit., pp. 39, 62, 77 and 121 respectively. 
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Novemant 2xoosition Re 1ations.."lio Second Part 

12/ii Bars 1 - 8 correspond to Bars 20 - 26 

9 - 12 expanded in 27 34 

13 - 15 correspond to 35 37 

16 - 19 correspond to ,38 - 41 

19/ii Bars 1 8 correspond to !Jars 24 - 31 

9 11 replaced by a new phrase in 32 38 

12 - 15 correspond to 39 - 42 

16 - 18 correspond to 43 45 

19 - 23 correspond to 40 50 

All movec.e..Y1.ts in tl1.e various h-..rbrid b:Ltlary-ter.:lary forms begin 

t!:.e second main pert ;riti1 a:l elaboration at t..'1e materi.al irom the 

first lJ.;.'1.it, and the recapitulation is regular only from the 1.::1ter p;trts 

- "t '" f ' nd' d 31 01: tHe. rllnnt..L.on or rom tne seeo U-."1.1.t onwarc s. l'Ii t:"l the exception 

of iios .. 35/ii and 39/ii,32 all these tloveoents have their second main 

part sui::rlivided by il full cadence in the 'l'p, D, 0p, S0 or .:lDp.33 

TIL1.S cadaYlce term:L.,ates t~ .. e Ilch~velo:ptle..."1tn of the first unit fu'"1d is 

either followed by a m-3ze scale-llka link. to the tonic (e.g. :;0. 32!ii) 

or by a modulatory passage from "tt"-lis central cade!"'~("e to t~e recapitulQ.tion 

1:1 the tonic key. (c.g. 'fos. 45/i and 3a/i). as i11ustriltoo below: 

31 r · iiI .. th lc1 bin d i n s s mere y an expanS1.on o.t: e 0 - er lary es g:l.. 

32 
These two slow mov9l;I.ents do not contain real modulations at 

all and thus rollo;'l the simpler tonal concept ioll.'"1d. in bi.."'"!..ary :forms. 

33 
e.g. 110s. lliii, 42/i. 45/i, 11/ii and 17/i respectively. 
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l~ovement First EaY't Second Part 

32/ii Keys: T l'p I Tp D Link D r 

Bars: 18 12 12 

45/i Keys: T ;) I D Dp Up mcdul. !j T 

Ears: 19 15 .; 9 

3s/i Keys: r ;; I G l'p 'l'p modu.l. ;; '1' 

i3ars J 32 18 17 11 

The I<ldjority of ,1Ug'J.StO I s hybrid binary-ternary movements fit 

the above dsiinitio'1 b'"t some on the other hand provide a certain 

amount of variation withL., this mould. 'Ehe initial modulation in 1:.'le 

development section in certain examples appears in 1:.'e after~'lrase of 

the 1st subject and not necessarily from the transition on~~rds (e.g. 

~ iO. 35/i). This has t:1e ef:::ect of shortening the rcstatenent of the 

maL, motive follo·."ed by the nor:oal modulation to the central full cadence, 

prior to th" ;-ec"pitu1J.tion. '-;0. 32/i includes new thematic material 

together with the first u.:.,it before tL'1e r entry of the: incomplete 

recapit'.llation. ~os. ll/i, ii and iii reveal fairly dramatic and 

powerful development sections lodsed on car-vain pianistic figuretions.
34 

1;05. 1/iii, 2/i and 27/iii contain ds-;-eloJl'lent sections I;hich retain 

all or nost of the matarial frOQ their respective e..'{positions, but 

the':"r recapitulations rco.:'12.i.."1 i..'"1.CorJp.le:ta j g=.nerally comnencing ~Nitl-~ 

their second units. :~os. lo/i and 27/iii almost have regular rccapi-

tulations but tno first unit in e.:lch case is slightly irregul.:lr in 

tr£t both commence on the ?p (~le terminating key of the developmont) 

3S 
and not the 1' . 

34ro be discussed in Chapter VI on Style. 

351'his overlap bet,reen develojDent and recapitulation also 
occurs in the keyboard sonatas by the : .ustrian l're-classical 
composer G.t;. _ ;-iagenseil (1715-1777). 

: 
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Following on from the hybrid binary-ternary sonata fonw we 

proceed to movements which approximate an abridged sonata form. 

These particular movements, h~rever, differ from true hybrid forms 

L'1 that they simplify and reduce the original ternary structure into 

an exposition and recapitulation of about equal length, separated 

from each other by· a short link or middle section.
36 

This form 

appears in the £ollOl"'_'1g seven movements: 

(a) }<.iddle section less than half the length of the :':xposition: 

Movement E}..wsition ~liddle section Recapitulation 

ali Bars: 26 8 ,-
~O 

19/iii Ears: 28 12 28 

6/ii Bars: 38 18 42 

30/i Ba=s; 40 16 44 

(b) l1iddle S<.>ction half tile la'lgth of the :;;xpDsition or more I 

! io'V'"Cmen t ZXoosition Biddle section Recapitulation 

22/i Bars; 49 25 58 

35/i11 Bars: 26 14 26 

33/i Bars: 30 la 30 

In ~ios. 8/i, alii and 19/iii,37 the middle sections do not 

e5t<,blish a terminal key and remain in each case on the dOIJinant level, 

finally returning to t he T of ~"'e recapitulation uj' means of a four-

note descending scale link. 

36 
;iliridged sop~ta form is usually applied to movements which 

have practically no middle section whatsoever; however for the 
purpose of t his discussion r ha,~ used the prL'lciples laid down by 
K. Heuschneidar in "!'he Piano Sor.ata of the t.:ighteent..l1 Century in 
Germany". p.103, under the sonatas of ':;",1. ;.;01f. 

37)10. 46/i also has a non-modulatory middle section of 15 bars, 
mainly on the D leval, before t~a recapitulation is asserted L~ the 
T key. :·10. 30/i contains 4l tenuIl.al cadence to the 'l'p, and a short 
link introduces the recapitulation. 



55 

'l~1.e remaining 42 r.lOVCl::lents have 4l regtl1ar ternary sonata fog 

outline with fully established ilnd clearly defined su.l:rlivisions com-

prising an exposition, develop::lent. and recapitulation. '.r~1is includes 

the final evolutionary ~~se within the davalopment of clussical 

sonata form. Dime..'1sior..ally 18 expositions acd recapitula't.ions are of 

equal length ,,,hile 21 recapitulCl tions are s:lorter and 10 are longer 

than their respective '. 38 e;q:>Os~ t~onG. The difference in bar numbers 

varies either way from 1 to 11 bars. 45 development sections are 

shorter than their counterparts (v;J.rying fr= 1 to 2., bars) while 

4 are slightly 10nger
39 

(from 1 - 4 bars). In their tonal structure 

most develoj:tnents unually begirt on the D or the Tp and modulate to-

,,,,rus a ne,~ key (viz. ?p, D, Dp, .3:), :.iDp and r-) Ivr.ich is uSUZllly 

confil."'l:!ed at a later s -tage by a perfect cadence; t..~ese cadences may 

or may not necessarily be succeeded by further modulations. The 

modula tion or p .... 'lrmonic Sluft to t:lle ne~. ic..ey uSl.~lly follows the full 

or partial quote of the ope:ling subject. This may even be introduced 

in the afterphrase of the first theme (e.g. :Ios. 28/iii, 32/iii end 

43/iii) or by means of a repeat s"'wtemen'c of the initial phrase on 

a higher or lo.rer plane (e.g. Nos. 9/iii, 44/i and 48/i). 

Recapitulations ara either introduced by a brief link or b'j' a 

slightly more expanded modulatory passage. 18 belong to the first 

category and these are located in developments te~~atL~g with full 

cadences on the D, Dp or 'rp before prooptly rettL7Jling to the T of 

the recapitulation. ~he two tonalities are join~j by a a~ort des­

Lt/" · 
cendL~g link ,;hicn has no thematic significance ,vhatsoever. _v 

38 
These figures include the seven "abridged" sonata form 

movem.en ts .. 

39 
e.g. 110S. 47/iii, 27/ii, 29/i and 44/i, rangL~g respectively 

in increased dimension from 1 to 4 bars. 

40The above scheme stems from the traditional Baroque form, 
the Da Capo drie. Op.cit., p.39. 
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Still withi.~ t~is first catego~/, ten developments terminate on ~~e 

Dp (.e. Nos. 3/lli, 271i, 30/iii, 32/1ll, 43/1, 43/iil, 44/ii, 

44/ili, 47/iii and 48/1); seven on the D (Le. Nos. 3/11, 8/1, 8/ii, 

19/111, 26/i, 27/il a:'ld 39/111) and one on the Tp (Le. No. 30/i). 

In the secoi1d category, the 28 modulatory passages vary i.'t. length from 

2 to 10 bars and which do not terminate on a full cadence but i.'tvariably 

lead from the D level to the T of the recapitulations by means of a 

~~ort descending scale-like p<,ssage. Twenty-one of ~~ese developments 

proceed from the Tp vla the D ·to the T (Le. ';os. 3/i, 4/i, 7/i, 9/i, 

12/i. 13/1, 14/i, 15/i, 21/i, 22/i, 23/iil, 24/i, 28/iii, 29/i, 33/i, 

33/iii, 3-1/i, 35/iii, 36/i, 37/1 and 4,1/i); three slo,~ moveae."lts 

proceed from ~':te SD via the LJ to the ·r (Le. Nos. 28/il, 33/ii and 

35/iil while four remain on the D level (Le. 1;05. 2u/i, 23/ii, 4l/i 

and 46/il. ,·Iith the exception of Nos. 20/i a;.d 4G/i, all the above 

developments within tha second catego~/ contai.'t the aforementioned 

scale-li..'<e lin.1cs to th.e recapitulations. .:\ fe\4 movecents begL""l the 

recapitulation immediately after the full cadence terminating the 

development, the tonlc ),ey baing asserted without the usual modulation 

or link (i.e. :108. 421iii, 46/11i and 48/11il. 41 

1:)1e Develoreent 

Ia his de-v"elopne!1ts :.ugusto Z'em.:lL""1s largely within the botL~ds 

and standard tech.."'1iq-...tes of t he Fre-clclssical .3ra. ~~s ;.lith most other 

maGters of this p=iod his middle sections lack "e true ~lOrking out 

42 
of a single idea". In general Pre-cla5sical composars were involved 

41 
-Nos. 42/iii, 46/iii and 48/iii proceed fran the 0 to the T, 

'I'p to the T, and from the Up to the T respectively. 

·12 
:le\-.mann, i-i .:;., The .]O'i1atil of the Classic i!:ra, p.421. 
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in bridgL~g the gap between two diametrically opposed practices L~ 

musical composition, =ely, the older Baroque tradition on the one 

hand (with its expansive develoj:l:lent brought about by means of 

continuation), a~d the modern Classical method on t he other 

(involvL~g a contractional develoj:l:lsnt introducL~g dissection, 

expansion and reorientation of id.aas). '.,Llhe aajority of .. -\ugusto· s 

devalopnents foresr...adow the classical fom as fa~ as st~tural 

details are concerned, but in the area of th=ti.c elaboration he 

43 
recains in the transitional stage. In their internal structure his 

developments are c hiefly concerned with reorganiGation and variation 

0= previously-stated subject matter, and systematic motivic elabcration 

appears only to a cer'"..ain e;rtent L~ isolated examples (e.g. 110s. 2/i, 

l2/i and 29/i). The development section generally only makes use of 

the main ideas of the exposition, especi"lly the opening subject 

·"hieh is either fully or partially retained at the beginning (except 

~ .. i 
for Nos. 9/i "nd 17/i). -- ; .11 subseque:1t motives or phrases from 

the exposition mayor may not be coi.tted during the co=se of the 

developnent but their basic orde r of presentation is nevertheless 

generally adherar..l to. 45 0nly in isolated cases do we find the 

original succession being altered and also the introd~tion of new 

motives or phrases suppJ.smenting the original material. These 

internal variations may be clearly observed L'"l the chosen examples 

43It ~ould possibly be nore appropriate to speak of a 
middle section in all those novements which lack a real develop­
ment of thematic material. 

44 .4ith t..~e exception of 1:0. 9/i, wr.ich uses new material for 
the ope:1L~g 0':: t he middle section, this material being derived from 
motives withL'1. the exposition, and ~IO. 17/i ;'1hich slightly alters 
the maL~ notive and places it in the 0 minor key instead of D m<>jor. 

45 
7his confirms his conservative approac11 towards the treat-

ment of subject matter within tho second main part. 
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which follow. ;' os. l1/H, 11/1H ar.d 43/ill contain all tha motlves 

ln oroer, whl1e Nos. 2/i, 22/ii, 27/1, 40/i and 42/1 rea=ange all the 

motives in various different l~ays. The v~st majority of movements 

have reduced versions of the ~~po~itioni s~~e only utilizing the 

first subject group (e.g. 1:os. 1/1 and 32/iii), while oChars only 

i..,corporate parts of the transition, second subject group and closing 

~-

section (e.g . . :05. 7/1, 22/1, 3:;/1 and 2S/ili. <v Certaln mov=ents 

L'1Clude new thematic !Iii!teri.cJ.l as well as t!le main I!lotives from the 

e:{jjOsition (e.g. :;os . 3/i, 2'::/i dn.d 32/i) , and !-;o. 2/:h for c-x.?.mple 

have dramatic pianlstlc developments (e.g. ;109. 1111 and 37/i) while 

others oake use of interesting ''''':t1ilonic excursions (e.g. ;;05. 35/1i1 

and 39/i). h OSe 12/ i, 29/i and 3-1/i even attE:lilpt. "real u deva:lopnents 

in their closing bars baio:;:e the onset of tile recapitulations. 'i'he 

foll~'"ing dingrans illu3tl"at.e scmc of t:-l~ cui.n features nentione::l 

above as \'Y"ell as shor.nng the t h em.:ltic relationship that existn 

between the t,,-o nuin pa~-t:s. 

hO\\l t..'1.e develor-oe...-:.t and recapltula tion ratain t!113 -tl1ematic layers 

Ll.troduced Li. t~'1e exposition: 

Second l·:.ai:l Pert ~:elc..tions:1ip ::;",,(00:3 ; ti on 

43/ ili (~evel.) Bl::rs: 17 - 24 correspond to Bars: 1 - 8 

25 - 27 correspor..d to 9 - 11 

28 - 29 correspond to 12 - 13 

30 derivat.ion fr<Xl 14 - 1'> 

( P.ecap. ) 31 - 33 correspond to 1 8 

39 - ·:11 co=e3pond to 9 11 

42 - ·13 correspond to 12 - 13 

4·1- - 46 co=espond to 14 16 

40 r;o. 23/ii revt3als thf3IikJ.tic layers \'lnJ...cn recur L, the two 
main parts. 
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NO. 28/ii (ternary sonata form wit.." categories ;'2/3 and B2 ) 

revaals a reduc·tion of the exposition's ma tarial in both the develop-

ment (i.e. excludes bars 11 - 16) and the recapitulation (i.e. 

excludes bars 5 - 10) : 

!10ve:m~~t Second ~!ain Part ?..elationship E?$POsition 

23/ii (Devel. ) Bars. 17 20 correspond to Bars: 1 4 

21 - 23 e..'Cten:aion of 9 - 10 

24 - 27 correspond to 5 B 

(:lilCap. ) 28 - 30 abridged fo= of 1 4 

31 - 33 corraspOrld to 11 - 13 

34 - 3G co=espond to 14 16 

In the devalopnent. of ~go. 2/i (i-:ybrld Binar;-l'ernary form ~,Tit;.'1 

categories ;'3 and 3
3

) ... oe find a more advanced type in that the larger 

units of a thematic layer are discarded i.."l favour of smaller units, 

sucl1 as phrases or notives. I.ith a'"lor alterations together t-lit.'1 t.,lja 

intrcduction of new material (i.e. in bars 65 - 67) J t.~ese units are 

arranged into a different succession: 

!'-!Qvement !"::-econd ~:ain Part ;~elationship Zxposition 

2/i (Deyel. ) Bars: 53 5G co=espond to Bars: 1 -1 

57 58 abridged form of 5 8 

59 - 64 combiniltion of 2 5 - 8 and 
motiYes rrCE. 21 22 

05 - 67 ne<.:l native 

68 - 72 extension of 4.0 - 43 

73 - 79 extension of 23 - 24 

8 ") - 32 abridged form of 13 - 16 

83 - 86 m..-tension of 17 - 19 

87 - 88 correspond to 21 22 

89 90 co=espond to 23 24 

91 - 92 correspond to 25 - 26 

(Recap. ) 93 - 104 correspond to 27 - 39 

105 - lU9 extension of 4(} 43 

110 - 114 correspond to 4'> - -18 

115 - 118 correspond to ·19 52 



60 

In Ho. 29/i (-:rernary sonata fo= with categories ;>'3 and B
3

) an 

attempt towards a "real" developnent is seen frcm bars 41 - 44 as 

well as in bars 46 - 50, as explained in the diagram. It is 

interesting to note that motives fron the exposition which are 

excluded in the developnent (i.e. bars 17 - 19) are included in the 

recapitulation, and those excluded from the recapitulation (i.e. bars 

13 - 16) are included in the develop:nentl 

Hovernent Second "'.ain Part 

29/i (Devel.) Bars 25-26 

27-26 

29-32 

33-34 

35-36 

37-40 

41-43 

Relationship Exposition 

correspond to Bars 1 - 2 

correspond to 3 - 4 

co=espcnd to 5 - 8 
(but slightly altered in bar 32) 

correspond to 9 -10 

correspond to 11-12 

correspond to 13-16 

a descending sequence based on 
the demi-semiquaver scale 
figure from 
combined with a quaver motive 
taken from 

204 

13 

44 takes RH material from 21 

(Recap. ) 

45 corresponds to 

46-49 varied version of 
alternating wi~~ motive 
derived from 

50 R:l derived from descending demi-
semiquaver scale from 
combined with LH invsrted 
arpeggio taken from 

51 .';~ sigh-motive derived from 

52-53 

54-55 

56-59 

60-61 

62-63 

64-65 

66- 67 

68 

69-71 

combined ;Iith varied wi accomp­
animent derived from 

correspo"d to 

correspond to 

correspond to 

correspond to 

correspond to 

correspond to 

corr!3spond to 

correspond to 

correspond to 

21 

22-24 

15 

204 

21 

13 

21 

1 - 2 

3 4 

5 - 8 

9 -10 

11-12 

17-18 

19-20 

21 

22-24 
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The Hecaoitulation 

The diversity found in the general structure of the sonatas is 

·o.lso found in the recapitulations. Of the 35 movements i:l hybrid 

47 binarj-'ternary fo=m, 8 contain very short recapitulations. 'The 

first section. transition and part of the second section are ~tt3d 

and only the closing bars of the exposition ret~~ ~,alterad to~~rds 

the end of the second main part. (e.g. iros. IS/i, 30/ii, 31/i, 35/i, 

36/ii, 39/i, 40/i and 45/iii). The re:naining 27 "hybrid" movements 

continue to advance towards the ultimata recapitulation as fo~~d L, 

the classical t.erna~/ sonata form in the foll~~g ways: 

(1) Those recapitulations \'lhich exclude ~'1e entire firat section 

as well as the transition, but retain the remainL~g parts relatively 

intact (e.g. llos. 2/i, 11/i, 25/i, 3a/i, 42/i, 45/i and 4S/i); 

(il) Those which only e;<cll...~e the exposition's first scction 

48 
but ccmme.'lce the recapitulation with the complete middle section; 

(iii) The recapitulation being almost regular, except for ~~e 

.L~complete return of the first subject from the first section 

(e.g. No. l/i); 

(iv) Those "hich approach terna~/ soneta form, 1,'1 that all 

the ~~terial from the exposition is restated in the recapitulation 

but. the 1,~itial first phrase or subject still remains in a key other 

tJo.an t.he tonic (e.g. :;os. 15/i and 27/iii). 49 The follomng diagrillll 

illustrates this last category: 

47Hybrid binary-ternary sonatas are characterised by i..'1complete 
recapitulat.ions; there are numerous variations mt.hin the internal 
st..~ture of these recapitulations, and those p9rtaining to .:"ugusto 
are enumerated above. 

48 
e.g. Nos. l/iii, S/i, 6/i, 9/iii, 10/i, II/ii, 11/iii, 17/i, 

19/i, 22/ii, 22/i.i.i, 23/i, 28/i, 32/i, 32/ii, 39/i and 4D/iii. 

49This "overlap" from developnent to the recapitulation is also 
encountered in the sonatas o£ G.C. '{agenseil. 
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Hove:nent No. 27/iti 

- - - - - - - - EXroSITI0N 

Phrases: 1 2 a a a a 

Bars 1 - 4 S - 8 9 - 22 23 - 29 

Keys T T T TV v v T mooul.D LJ D 

- - - - - - - - SECOND HAl-14 P~\":'~T - - - - - - - -

Phrases! a 

Developnent 

a 
2 

a a 

Recapitulation 

Overlap 

a 1 
a 

2 a 

Bars ! 30-33 34-37 38-4S 46-49 50-53 S4-67 68-72 

Keys D D 
r 

DVmin.Dpv Dp Dp Link T T T 

Of the 49 recapitulations fr~ ~~e ternary sonata movements, 

~;irteeh are regular and mirror their respective expositions in all 

SO details. Twelve are fairly regular in that they restate the 

essential material of the expositions but either slightly reduce or 

expund certain phrases together .lith a few minor alterations in regard 

pi i d · Sl to U"a sa or mot ve en J.ng a • The remai.;,ing 24 mOVeI:lents contain 

definite changes 1..'1 their internal organisation. dim fe,,, e.xcepti.ons 

most of these irregularities occur within the first section and 

transition and consequently still reveal the LLflua~a of the earlier 

hybrid forms. This L-lfluence is particularly noticeable in movements 

,"lith an abridged return of t he first subject (usually omitting the 

SOe.g. lIos. 7/i, 8/i, 19/iii, 28/iii, 32/iii, 33/i, 33/ii, 
34/i, 37/i, 43/iii, 46/i, 47/11i and 48/1. 

Sl e.g. :-los. 3/ii, 3/iii, a/ii, 12/i, 21/i, 23/ii, 30/i, 33/iii, 
37/i, 43/1, 44/ii and 44/111. 
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afcerphrase or second s"t.dL.a@0;Y:; (a~g. ~'ios~ 1·1/i, 3U/iii, 23/iil, 24/i, 

2( /i and 28/ii) a:ld/or substantial s'10rtening or omitting of t :oe tIilns-

29/1, 35/ii end 42/i11). ~ Tos~ 27/i anc. 27/ii both contAin varied 

its transition), based on ne ...... raa't.eri.:>: first L"1t.roouced ir:.. L'1e datlel-

opnent section. ;10. 39/iii Z"..:!s it.s fizst section lengthened by a 

shortened repeat. and iias. 3S/iii,52 4,:,;/iii and 43/i11 contain varied 

continuations and afterp>tr.:t ses in t~1eir £irs~c sections. ::0. 22/1 

has lI. lengtiened. recapitulo.t.ioi1 o~.jing to t~~e fa.ct. t~kl.-::' w. wotive from 

the clOSing section of tne exposition is developed to some e.,,·tent 

before t~ !.e e.atry of t:-te second section. 

t;,e =ir:rt s";'ject ls altered '.1h1e:, ca;.;ses t.:1e progression to proceed 

via the ::5D to the TV 

1...'1 length, begi.ns on t~e 

This 'develop!lental ' ~.,sert, ooi."lg 8 bars 

v 
~ i) leveL 2nd clos9s on t ile '.i' .. .,05. lS/i 

second sections. l'he follovling tlovements, i~OS. 3/i t 4/i, 91i and 

35/1. reve.:tl u. cart<."':.in ilBOU:'1t 0: UloJification regardi.'Flg t>.e t..:!::'eabent 

of their first subjects. 1:-, . ·~o. 9/i t~-:'Gre is ILO clea.= division 

bet-,.;een the t,...,.o pa!:"ts, developnant and rec.:lpitulation ar..d hence 

the ma.in subject is relativelj vcile-:l ini'Cidlly. ':'n :10. 3/i the 

first three :i:xlZ'S of t~e =Gc.:.!pit~l,;), .. !::io.: .::ira r:ot l.i~eral restate!:lents 

of t~e exposition but rcveQl developoen~ features; this first 

section is reduced from. 3 to J rers, and t'::e subseq'.la:nt material is 

regular. 

------_._--_._---
52 • .J.n ~'~o. 35/iii the afterphrase i.'1 the first section avoids 

the modulation from T to i)V (an in the exposition) cnj le2ds 
v 

fro:::l 'r - '.~ via. the ::;.') l:.aj~. 



phrases and this rhythmic shift continues until t;,e end of the first 

t
o 53 sec l.on. .see Example e below: 

') , .~. -t:l- -t;.. • 
• ? I ffi. • 

, 
CD 

.~ .-r-TI ~ .......... 
i < 

@ 
.-!- rr,. - I --=- • ..t.. ... . , 

--H ~ -f++ fllJ-::8:"-
• ~ • "" 

'::x. Ba-b No. 36/i (&'"q)osition versus Recapitulation) (bars 1-2,37-39) 

53 
This feature is also found in certain sonatas by G. Platti -

Heuschneider, Italy, p. 35. 
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(11) MOV:::!tS;~s Dl OTHER PORHS 

In addition to the largs number of sonata form movements 

encoul1tered in Augusto's compositions, various other minor forms are 

also represented. These are located in central and final movements 

and are dealt with as follows: 

(a ) Rondo Ponns 

(i:» !1inuet a'ld 'rrios 

(c) "Link,1f Hovements 

(d) Polaccas I and II 

(El) i'-1.r and "Jariations 

(f) .. Fug'.le" ~ona ta 

(a) &>ndo Ponns' ; ,ug'.lsto's keyboard sonatas contain 25 movements in 

rondo fo=. These occur mostly 1., finales of t'.ro-movement and "11.111<."-

5~ 
mOVeI:lent sonatas and two are also located in central movements 

(viz. Nos. 2/ii and 14/ii). 

Augusto uscs three cllfferent types of rondo fonn: 

The Classical P.ondo with the scheme .V,B.\c,,:/55 I 

The Couplet Rondeau ,"lith the scheme /AEi,CAD:.z.V (e.g. 1I0s. 12/iii 

and 36/iii) ; 

'l"he French Ro.'1dea u ,Ii th t.'1e .schece / A / s / A 

a b a c albIa 

(e.g. No. 6/ii) " 

All 23 of the classical rondo movements follow the standard 

pattern of three 
56 

ritornelli in the tonic interspersed ,"lith two 

54Except ;·10s. 8/ii and 42/iii which are in sonata form. 

55~os. 2/ii, 4/iii, 5/ii, 7/iii, la/iii, 13/ii, 14/ii, 14/iii, 
15/iii, I G/iii, 17/i11 , 18/iii, 20/ii, 21/ii, 24/ii, 25/11, 2c'/iii, 
29/11, 31/iii, 3·1/ii, 37/ii, 38/ii, and 41/ii. 

5, 
except No. 1·1Iii .lhich has its second ritornello 1., the 

SD o:L,or key. 
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episodes contrasting mainly in key and not melodically. ;Ul these 

rondos, except riO. 7/iii, are generally very unified in melodic content. 

In the majority of the above rondos the three ritornelli are stated 

in their entirety; a certain amou.-lt of overlap betwean sections is 

only found in Nos. 4/iii, 14/iii a"d 15/iii. ·:rhL";:een out of the 23 

57 
rondos contain codas which vary in leng-'" .. h from 2 to 10 bars. 

'rhese codas are most.ly linked to the lust ritornello or have an 

overlap as in Nos. 13/ii and 18/iii. These codas in the main derive 

tl-,eir melodic DJateri.al frOll! the first episode with the exception of 

110. 21/ii which utilises the =terial from the second episodo. The 

first episodes modulate from tho T to the!) (except 1I0s. 14/ii and 

41/iii "hich coomence on the Tp); the second episodes, except Nos. 

2/ii and 37/ii, are in the r ml-~or. Both episodes either ~lose on 

full cade..,ces or are joined to their respective ritornelli by means of 

short l:lelodic links. Dil:lensionally these episodes are in general 

longer than L~e ritornelli and the second episodes in most cases are 

58 
the most substantial sections of the rondos. 

Only t\1O rondos, ~io. 14/ii and 20/ii reveal in...,er c hanges which 

deviate frOll! his standard patter!>. lio. 14/ii \~hich has L"e character 

of a Gavotte can also be taken as a "little" rondo, as the f ollowing 

diagram illustrates! 

/. :, • I. B ., C{ ;\ +i3) A Coda 

Bars: 1 8 9 - 2J 20
2 - 28

1 
28

2 - 32 32 40 40 

- - - - -Keys: T T TP T SO S;) ,SD D T ~ :r " 

57e •g • Nos. 4/iii, l3/ii, 14/ii, 14/iii, 15/iii, l7/iii, 
18/iii, 21/ii, 24/ii, 26/iii, 29/ii, 38/ii and 41/ii. 

: 

-

58Four rondos r~ve ~l dimensions for the various sections, 
nal:lely :los. 7/iii, 13/iii, 25/ii and 38/ii; tlOs. 18/iii and 38/ii 
also contain short concluding codas. 

/ 

42 

-T 
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NO. 20lii (see Appendix) contains four ritornelli, the third 

appears in the "C" episode in the Tp, the other three ritornelli are 

in the T. 

:'he two couplet rondealL'< have the same scheme, the only diffe-

renee being tl>.at No. 36/11i PAS five couplets and No. l2/iii has four, 

as shown below: 

No. 12/ili " B " C A D ;.. '" A 

Barsl 15 18 16 24 16 30 16 24 16 

- .~ Keys: T T T 0 • Tp T Tp T 

l~o • 36/iii A B A C ;\ D ~;.. S A F A Coda 

Bars: 8 12 8 16 8 18 8 14 8 16 8 6 

-~ ~ Keys: T D • Tp T Tp T SO • T T T 

The remaining movement in this section is fio. 6/ii which is the 

only "French ronde.:\u" in the collection. :ts form is illustrated as 

follows: 

I~O • 6/H A - B i\ 

Phrases: a b a c d a b a 

Bars 1 - 8 9-12 13-20 25-40 41-64 65-73 74-77 78-85 

- - .~ ~ Y.eys 'i: 'i: TpD T '1' 'l' T '1' D • • Tp D T • 

(b) Hinuet and Trios: Of .'l.ugusto's 35 sonatas in the form of three 

movements only 7 include the Binue·t and Trio. These may be divided 

into three classes, namely (i) SiJ:lple or " :;ymmetrical" Binary (e.g. 

NOS. 4/H, 9/ii, 17/H, 40/ii and 45/11); (ii) Extended or 

"" symmetrical" Binary (e.g. No. 43/ii); and (iii) Hybrid Binary-

TeD1ary or "RoW1ded u Binery (e.g. ?;o. 1/i1). 59 

591'11iS idea has been taken frOIJ I. 3pink' s discussion in ":111 
Historical .:-'::'pproach to i·lusicc:ll FornI', p.54. The term uaounded n refers 
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Four of the five regular BL'lary ! linuets follow the design as 

found in l~o. 9/ii (v.t". Nos. 4/ii, 17/U and 45/ii). 

NO. 9/11 
/ nuo HI~iUST 

Bars: 1 8 9 - 16 17 - 2,1 25 - 32 

-?eys: T ::J ::J T 'l' D X T 

NO. 40/il has two minuo'lts without a trio; they are both in t he 

same key and reUlin the sarne tonal schame (viz. -r - D D - X). 

;;io. 4/ii is made up of two sej:larate !ilinuets and one trio; the two 

minuets ho~·tever ere similCl!: in style and character and contrast with 

the accompanying trio. (Both No. 4/ii and 40/1i do not contain any 

"dil capo" indications.) 

,'10. 43/1i is in extended bina:!:'"), form (viz. 8 • 10); its corres-

pending trio is In simple binary but t\<lica the dimensioil31 lengt:, of 

59 (contd.) 

to the second division or half being e:<tenued and rounded off in 
the tonic, and that it recalls the original thematic material in 
a ki..!1.d of recapitulation, as shO\<lI1 in the diagram:-

Type of , B " Bi.:.'"k"lry 
I V V I 

II oSy1Ilmetrical fl "upenfl "Close .a • :e : 
Cadence Cadence 

I V v ••• (possibly via VI to) ... I 

" J;sytnmetri- :a 
1I00000"1U 

: - l!lo:iulations 
"Close" 

il : 
calli cadence Cadence 

I tl V ••• (poss.ibly via VI to) I 

UROu.rlded " 
"Open" 

_ modulations 
"Close II 

:a : a a 
cadence Cadence 

I 

, 
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the minuet (viz. 16 tIS). 6::> 2he !'~inuet and ':rio from 1';0. Iii.!. arc 

both in h:,,-brid binary-tornnrl form. 'I!le trio iJ"ltroduces nevI material 

but the minuet retains tha previous idea3 witi1in the second :tart. 

Bo~~ of these movements present a &~ortened return of the first part 

as illustrated below: 

Einuet: 

Fhr.:lscs: a b a b b a b b a b 

Bar:;;: 1-4 5-8 9-12 13-1'> 17-20 21-2'::' 25-23 29-32 33-3,j 37-,l:) 

Ke:ls: T - TV T T 'r- D
V 

D-T l'-SD D-D T T 

Trio: 

Phrases: x y x y x y z Y " Y 

Bars. .1-4 5-8 9-12 13-16 17-20 21-.24 25-28 29-32 33-36 37-40 

- TV - - TpV - - -Ke'/s: T - T T 'rp 7-T T T 

(c) Link ;>lovementsl Augusto cCIlIposad a total of ·t"",nty-fiva slow 

61 
central movements of which seven form a aefin.ite group of t.heir own. 

(viz. :los. 7/ii, lO/ii, l ~/ii, lS/H, 2u/ii, 31/ii and 42/ii). , ;.11 of 

thes~ are expressive, ~,ified and a~ort one-section mOV~2nts which 

vary .L'1 length frO!:l 12 to 27 bars. ~ :one have any definita formal 

structure but !Jos. lG/ii, 18/ii, la/ii and Jl/ii imply a ternary or 

tripartite outline, .:0. 26/1i suggests a sblple bipartite form and 

1,06. 7/ii and 42/U are improvisatory in character >lith no obvious 

internal divisions. 

60".n expanded trio is also seen in three :{aydn sonatas, viz. 
~los. S/iii, 12/11 and 16/ii. Heuschneider, ,!aYID, p.97. 

6l0f fue remain.ing slow movements IS are in sonata fonn (viz. 
Hos. 3/ii, H/H, l2/ii, IS/ii, 19/ii, 22/ii, 23/ii, 27/ii, 2B/ii, 
30/ii, 32/ii, 33/ii, 3S/ii, 36/ii, 39/ii and 44/ii) and two are in 
rondo form (viz. tlos. 2/U and 14/ii). 
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No. 26/ii is the only movem~'t which commences on the Tp and 

the other movements all bc."'gJ." in the l' minor. ;iith the exception of 

!10. 15/ii all end indefinitely on the TV together with o. pause fotmd 

over the last note or chord. ,·;0. 18/ii begins and ends on the r-

and does not have any pause indication at its close. 'l'his mov=ent, 

hO',..;ver, has been included into this group owing to the fact tI>..at 

it resembles the other six in =0=. style and character. Three 

examples, :.ros. 7/ii. 2:':)/ii a!1d 42/ii bear the i..'"lscription fI;\ttacca 

Subito" which gives sllfficient evidence that all similar movements 

are intended. to provid.e some con·tinuity wit~..i..."l the cycle; tence the 

decision to refer to the above SlO~l movements collecti'~ely as "Link" 

62 
movements. 

(d) Polaccas I and II: The only other dance movements found in 

~\.ugusto's sonatas are ttVO Polaccas, namely Nos. 46/ii and 48/ii. 

NO. 46/ii is s-;mmatrical-binary in form as sho,,,,, in the following 

diagraI!lI (aefer to the i,ppendix for t;"e complete movement.) 

So. 46/ii 

Fhrases: 1 1 
b b

l 
b

2 
b

l 
a a a a 

Bars~ 1-4 5-8 9-12 13-16 17-20 21-24 , 25-28 29-32 

- - -.~ ., ~ " . i) D • ·z - J Tp-Tp '- - :J .- -T Keys: 

In ' ;0. 48/ii Polacca I has an expJnded second part ( /:8:/:16 :/ ) 

£01101""d by Polacca II Hhich cont.o,J."s t"l0 8-bar phrases. Both sections 

G10f the remaining Blo~l movements, 16 are J." SOni!ta form (viz. 
1:05. 3/ii, ll1ii, 12/11, 15/11, 19/ii, 22/ii, 23/ii, 27/11, 28/ii, 
30/ii, 32/11, 33/11, 35/U, 3,;/U, 39/U a.,d ,14/11) and 2 are in rondo 
fOrr! (Viz. Nos. 2/11 and :!A/ii). 

62 . . 
~.imilar li."".k r:!ov~ents are £otUld among the sonatas of F. ;l. 

Rust (e.g. ,10.12 in 0 major, published by i<otklrt, Lerolle & Co., 
Paris), C.P.E. Bach (e.g. No.4 iIt D ~jor of the six "Probc3tiicke" 
sonatas) and l.J.tcr in !}eet~'!.oventn ,;uldstei..'1 sonata Op.53. 
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I and II are each strongly ur.ified by recurring melodic material. 

(0' -I .i\ir and l.lariatioI1s: ~To • niH is the only set of varia. tions 

fotID;] in t h e sonatas of ,\ugusto. 
63 

The 1I"':'..ria" is in bi.l'1ary fODn 

which is closely adhered to by SL"< embroidery variations. 
'.>4 

'rhe 

tl,eo.a is illustrated in the i ollo'",ing diagram: (l{efer to the 

!jo. 47/ii 

pr-..rases: b d 
1 1 1 

d a c a a c 

Bars: 1-2 3--1 5-6 7-8 , 9-10 11-12 13-14 15-16 

Keys: T - TV OV - D ~- .:.J0 DV _ D T T 

(f) I1Fugue U Sonata: ~ ·jo. 2/:'11. is t!1e only move:!lent of ·this nature 

G5 
if1 .:\ug-..J.sto· s sonatas. '.roo rlovenent hilS no in"ternal g'",tb::1ivisions but 

it is more li..<e a..'"1 ltali2.r:. sonata form j_l1 st ":':lCture than t hat of a 

fugue, owi.:1g to the appear.mce o:C a cO:1trasting phras:! 1:1 bars 12-14. 

il~d agui:- in burs 31-32... >!itr..ir.. th; s so~ta forn structure a fugue 

is S".J.perimpoDed. 2iv e couplete eD-tries of the head motive appear in 

t.:.1.e follrnling ke:rs t 

T (Ear 1 - 3) (upper voice) 

i) (3<1::: '. - . , 
~, (Lo":rer voice) 

Dp (3c~ 23 - 25) (Upper voice) 

Tp (&ir 2, - 20) (Lower voice) 

T (Bar 34 - 3 ~ ) (Upper voice) 

633 in1i1ar variation sets are fOUl,d in sonatas by G. Benda and 
N.G . GrtLler. Op.cit., pp.GG and 158 respectively. 

tinle. 
p.81) 

~4The theme is repeated aiter ~~e sixth variation. 

65rl'ha writing of fugues \nthin sonatas was not u.."'1usual at this 
Fugues within sonatas were ccnposed by -::.3. Binder (Op.cit., 

and .:~ . i.>oler (i!eimes, ~, pp.12.J-12S ) . 
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Three incomplete entries are located in bars 14-15, 20-21 and 36
3_38 

where only the initial part of the hoadmotive is used. Incomplete 

strettos are also f ound in bars 9. 14-15. 20-21 a~ 34-36. 

The follo'~~g illuztration is based on the tonal frame of the 

Italian or Hybrid Binary-':L'e:rnary sonata form I 

~econd t~iJl Pa"'""t :~olil tionship ~<position 

Bars: 20 - 21 

22 

~ 

23 - 23~ 

30 

lieadmo~i.ve derived frora Bars 1. - 2 

derived from 10 

correspond to 1 

enj)dnd the afterphrase motive from 3 

corresponds to 11 

(Contrast 2 
31 - 33 (C minor) correspond to 

phr"se) 

12 _ 142 
(G ulnor) 

3-1 - 35 

39-40 

41 - '12 

13 

1~ 

,15 

derive~ frOQ 

t~c str·etto idea taken from 

derived from the af-terpil.rase from 

derive~ DiOUgh L~ ascendi~g ~o­
gression, from 

R:i derived from 

L~! motive in bar 40 is a Llooified 
derivation £rOCl 

COrr2.3j:.Dnd to 

dsrivl.1'..:1 f1:OID 

l<.:i dc;:i~ ..... e.:l from 

derived from 

15 16 

3 

14 - 16 

10 

18 - 19 

11 

8
3 

19
2 





The transitional position of Augusto's sonatas C£L~ifests itself 

not only in the fo=al aspects of entire movements but also in the 

internal structurs of both subjects and phrases. His subjects exhibit 

~~e various stages ranging froc traditional baroque elaoents to ~~ose 

features associated with pre-classical and classical Illllsic. Convent-

ional and progressive tac!u""liques are often employed wit}"l.in one and the 

same movement and at times even within a single subject. 

Those sonatas which stand closer to classical trends reveal 

subjects and continuations with symmetrical 2- and 4-bar UlutS. These 

units sometimes have repeats ,Ihlch =y be either parallel (i.e. a-al or 

interlocking (Le. a-l>-a-bl. :<his phrase paralleliS!ll is of "ten super-

imposed on an underlying cadential harmonic progression favouring 

primary' degrees. Several opening subjects have a periodic structure 

comprising two gymt:letrical phrases. Each phrase in turn varies in 

length from 2 to B bars. Closed periods occur in !><o.4B/iii (:,: .. ,<.9) and 

L'l the rondo ritornello of No.2/iL Uo.48/iii contains an exact 

repeat of the first four bars an octave lower; this has the effect of 

extending the range of the existing subject considerably. (Compare 

~~e note G in bar I and bar 5.) 

--:l ? • 11::,,...., ..&:1 
• .. 

• 
G ..... -<..J ~ -+" "..., 

.fJ1 n t.-
CD 

~ +..t. ® ffJ11 ~, ... ... 
" . 

• • 
:;. "l. ~ ~ 

'-J lJ"" U++ 
'J 

Z" .. 9 );o.43/iii (bers 1-8) 

73 
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Ft.rase-ra~ats an octave l~dCr are found L, quite a number of 

h1s symmetrical subjects (e.g. Nos. 20/i, 33/111, 40/111 and 46/1); 

~IOS. 47/1 and 48/i even change t he ""peat pro1:ase into the tonic c.inor. 

110. 19/ii 1s the only example of a repeat an octave higher (Ex. 10): 

? ..." .-:1 FT"'i" -Q. 

. , . · .. .. . 
, . ..:....,...' - • 

p CD 
~ .bdo. . . •• • 

• 
~ 

"J 
1 ".- ,,--. • • ..:.&. .... _e ... ~~ .... . . .. • 

• 
c g. ® 

.L ~+ J m . 
- v .,--," • ~. ~" 

.::x.lO No.19/ii (bars 1 - 8) 

;iith the exception of ~;o. 48/ii1 an.J No. 2/ii, all the 

remaining subjects ,lithirl this category are open pe"icxis of which 

~ro. 11/11i is typical example (3x. 11 ) . It is interesting to note 

how cleverly the descending 4-note semiqua'/er pattern in bar 1 

undergoes various subtle c ;langes both rhytt>.mically and polyphonically 

>7ithin the first four bars. 
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~ x "- =- -b-
').1/. ~'1LJ 11 ~ ~ -t.- ,,3 "J3J ~ -fi. I 

3 

• • • • 
• <D~ uiJ T~ 

, 
©~ llD 

X

Z i~ ,,' ,(-)(.. ,c.. x. )t .... .~ .!.. 
· • • · . . 

• W '< ~ If 
. 

Ex. 11 No. l11iii (bars 1 - 8) 

Some subjects are made up of two different p'lrases (a-b) (l.e. a 

fore and afterphrase) (e.g. "0. 19/iil) • ",hese dollble phrases may also 

be complementary (e.g. lios. 6/1, 25/1 illld 44/111), sequenti£!! (e.g. 

No. 28/il) or sequentUi11y e;:panded (e.g. :-io. 22/ii). In :~os. 0/1 

(Ex.5), So. 25/1 (Ex.12), and No. 44/111 the afterphrases appear to be 

d1ffe:!:<!nt but are In fact related in varlous ways to their respective 

iorapl:.rases. :';0. vii retains the r~lythml.c alternation between the 

f,ands (viz. bars 1-4 and 5-B) UX. 5); . ;0. 25/i (.:::x. 12) contaL'1s a 

unlfying melodlc contour as illustrated halO' .. , and lio. 4.1/1ii has an 

afterphrase motiv1cally derived from Its forephras8. 

1-1/-* -fi. .. ~ 1:< ......... I I ~ 
• 

• ~ .... 'v t!. (}) 

" 
... ..... 0'-01. •• ® 

~ 

Q JI. :II: I 1 .... )<. )<. )(. )<. 1<- X 
II 

, .... I I 

,i 
... +- .~ . . 

v v I.--

.::::,. 12 ;:0. 25/1 (rers 1-3) 
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The double phrase in :10. 19/iii shows two wu:elat:ed sy:mnetrical 

ph!:a ses (a-b) with the r hytXlic scheme 2-2-1-1-2 • 

1.J1. -r-- r ~ ... : I .fr • . ... • . ... ... .so .... 
• • • • . • • . ., • 

-' -- -' < 

-----------
---'-- - -

\ 
CD -~ ~~ 

. 
.- ~ ~ 

( .... -'-+. U. ... t- iT 
• • • • 

• • 
® 

= c:t:i I:±±:l .. .... ,.{ 
\ I~ ~:t-.~ , .. .. \ I .. . 

----

3=< . 13 ;';0. 19/iii (bars 1-8) 

Those subjects which restrict the number of their constituents 

to two different or related phrases often suggest the tripartite 

structure of barfonn (a-a-b ) or inverted barforDI (a-b-bl with or 

wit~10Ut further modificiltions or variations. ~'rue ba.rform or 

inverted bariorm in fact only occu.= in a few subjects, two of which 

are used as illustra tions, namely ;·iO. 37/i ( ~x. 14) and ;';0 . 13/i 

(&<. 15). 
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oS. • -.." ..n 

~~-U9- I t . -;t. - - • 
-- - .. .~ ..... 

~ 

~1-L 
® 

+ • • •• e._ • 
"._- . - '-=::t:j 

1/ .... ·~=t:.~I£. E. ... .-~-. E • ... oL. off • 
.A--Q. 

t1 • - '--+-j= -. -.-. --- .... --- • - . 
• • • 

T ... 
fj) 

j IC$-:t ~.'.:~ .!.. +- • ... li111 r1 §E?=! .-f:--j -;-. 
• .~ - --.- - . 

Bx. 14 liQ. 37/i (bars 1-14) 

.d!: ~;- . -rrr(!~~ . • -Q- ... • .J -.fi ...... 
• • • • -fl!!ii ... , ~ . ~~~ J)11 ~~ ~ • • • • • • • 

~ .r- ---- - - -® ~.....- -IJ 
<Ym lJIl \ 

1 ~j I ~L t....-- ,,--~ t '1 ••• • • • ~ =-=w - - " -. • 
~ T 

J-ll-1ffU ... • f' .CJ:r..,.. 
• . 

• • • • • • • • • • • • • , 
L.-J®Af'&. 

--® '-I...J I 

".--... ~ U ~ ... 
. 

• 
~ ... " 

z..x. 15 :-io. 13/i (bars 1-12) 
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Quite a number of s:tort u-bar opening subjects ir..corporate the 

a-b-b outlL~e (viz. an echo repeat of tne afterphrase) which is merely 

used to expend the total phrase. These complete phrases are generally 

very brief n.nd concise an.d are referred to ilS "little. 1I inverted b.:tr-

forms (e.g. ;;os. 1/1, 8/i, 11/1 and 4&/lil); all t.>'lese subjects share 

the follo\ring dimensions: a 

2 

b 

2 

b 

2 

.several subjects have in cammon a parallel forephrase followed 

~J a varied afterphrase. The nature of t aese phrases determines 

whether a subject is more closely related to barform (as in .ios. · 41/1 

and 42/i (.3x, 1 ';) or to cha:L~ structures (a" in Nos. 40/i (2:.-(, 17) and 

42/iil). The former subjecta are characterised by a more uniform 

a£terphrase, and the latter by varied ideas, In No. 40/1 chain elements 

are suggested between burs 5-8 whic~'l in itself is a nlittle il barfom. 

(rhy1:.""'lc scheme 1-1-2), 

'l .. i-\'''':!:. .... ... ,J,..q~:!; • 

~ • • • 

, (j) ....... 
-., l<:::j ......, 

rrn ® ... .. 
• • • • • • • 

b8= b~~ 

rJ t • • • 
c:>-

® 
. • • • • .. ~ -..:::t:: - -J.....J \:: J::::t'" ~ 

":<. 1(; ~;o, 42/i (bars 1-8) 
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? I ~ • .&.:!;£+. ..... ..& •• • 
-

< <=0 ~ ~ 

..,:!:" 0 
• • • • • • • • • • • • 

, 
" \::P' P-'" ty 

J, '-" __ " i:t- I .... -I.e-, 
tr I' ,... 

~ 
M. I 

• • • - .! • • 
'-"" "" .. 

YJV t~ @ 
•••• .rn -0- ..... • • . • • 

, v 

Ex. 17 :;0. 4 0/i (bars 1-8) 

Certain subjects are made up of t hematic chains with or ,rlthout 

recurr:L"lg elements. :-;0. 29/i ( ~x. 18) contains six various J:lelodic 

fragments which succeed each other in a free manner. as follows. 

Bars. 

Fhra se uni ts : 

1 2 3 4 5 6 7 8 9 10 11 12 

1 e e a a b b c d c d f 
2 

e 

t::P' 
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'J '. tr - • -Q. .r----. ..... ~ ,......,... .. tr 
• • • • • • • 

'-I' «' "l .1 ~ .. 
-- "T" 0 

... '--" 

.... 0. • • • • --
:G~- • 
~ ~ 

? &61 "'Fl ... ~ ... ..o:l 1 F1 .'" • 
~ 

. .,", • • • • , . • • • , 
• • , 

0 ... I~ "<;:j ( %'\ - ..... 
------ ® ~1 ---.. -' -'- -' . , • , . 

'" 
? JUl.~ f3 "'~ ~ ....... . • ~, ~ #1ffj~ .. , .. • , , 

• , • , . 
• 'f' • • , , • , . , , ' ""1..- ... "'\0' 1 , L.J...- ..... .-l 'W - ..... ... 

~ -_. :r-· ... 1!= •••• - n 
- :;.o~ j ._-

" - :)' . . - p- I 

2:<. 18 _io. 29/i (bars 1-12) 

No. 3 .5/i on the other [-and ilc>ieve::; a st.ricter organi&1tio::l by 

.:lrranging the Chai .. l subjects into parallel and s;'1DlIlet!:'ical p."lrases J 

as shown in the follm",ing diagr~: 

I'hrase units: 

1-2 3--1 5-6 7-3 

a a b b(seq-..t,mtla1)c c(echo repeat) d(additive 
expansion) 

Sentences ra"1ging from S'j'IllIiletrical to as)'Illnlctrlcal structures 

are also encolli~tered in hin opening subjects. . io. 31/i, for example, 

consists of Cln a-bur sentence resed on one idea. only and has ·t ~le 
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rhythnic scileme 2-2-1-1-2 (=:X. 19). 

') '!I:-rTTl tr...,..... -tr .... ir • t.-
• •• • . • • . 

• • - I '"'-lJ 

10 .L I~® .+6.+-... ~ - ... T .... 
• • • • 

• . 

Ex. 19 ::0. 31/i (bars 1-8) 

NO. 23/i on the other himd is illl asymmetrical sentence, also 

based on unified melod.ic !Jil teriel, consisting of 8~ burs; the sentence 

is subdivided into tliO parts, viz. 
2 3 3 

bars 1-·1 and 4 -9 • It is inter-

esting to note that bars 2-4 are repca~ed exactly in oors G-8 

(Q(. 2 0 ). 

::;;<. 2'J ?lo. 23/i (bars 1-9) 

lto. 11/1.i is a lso a ~m.i£ied 8-bar sentence; the 1.. • . 1. has an 

unvaried broke.."l char::! aCCOInFCniment while thB 3.. !-i. is engaged. in 

lengthening tne subject froo 4 to 8 bars bj' m""-IlS of internal varied 

echo phrases. "ubtle rhytilDic c hanges a!:'e also applied to these 

little motives ( ~z. 21). 
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.ox. 21 ;';0 . 11/ii (l:>:trs 1-8) 

Nos. 5/i (Ex. 22) and 30/ii are made up of short c~~in ~~ts; 

bot.1-t have in common similar begir.nings and end.ings as b-ell a s the 

inclusion of ce.ntralised inserts. Yna L'"1sert lib" in :;0. S/i. is con-

trasti.i'lg in both c i'!ilracter a.nd rhythm as shown in t he diagr~ iL'"lCl 

illustration belo',,; 

Bars : . 

lJ"nits: 

? r-="~ = i>-

~ 

(i) 
~ . .... 

. 

1 - 2 

. .. :!":! • •• 

, I • ..:-

U-1-"> 

3 - 4 

•• 

1 a 

~ 

.~ ....... 
..., 

5 - 6 

b 

.... 
• 

@ 

Ex. 22 ';0. 5/i (bars 1-3 ) 

,;0. 36/ii has t"" £01101'li.'1g scheme: Bars: 

Units: 

I\.. 

7 - 6 

2 
a 

• • 

.!-

1-2 

..... 

... 

3-5 

b 

11-

• 
. ... 

6-7 

1 
a 

;::ii-
• 

. 
~ 

with "b" retaining the $aoe melodic contour fOW1d iJl u..'1it Ita" but the 

rhyt:-unic accent is shifted , creating the feeling of forward drive. 

This rhythr:! broa:lens out again durin.g t.>]" l a st two bars (SX. 23). 
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I - ~ ~ r--t of( ..L. - +JJ . 0 L 0 

I ( E::P' t;:::<'@) t- (i) t> 
~ ~ ...----. --. . 

-... -~ E3:= • 

r) , .......----.., • .-=1./{~-ItR:3 
. . 

@ - ~ 

~ """I '" ~ ~ . 
~ . 

11'0 -.'If 

~x. 23 ~ :o .. 3 .. :/ii (bJ.rs 1-7) 

NO. 22/ii ( ~x. 24) consists oi an asymm~"rica1 ope~ir.g subject 

DE 7'I, bars £ollo~.;ed by ~ non-mcduLrcory cor!ti .. I'1Ui.!.tlon W1.it of .... l:J 

bars. ~ne complece ilrsc sac~ion contain3 n~erous c;~in motives 

as h'ell u.s an internal vuried eC:lo phrase in ba.!:"s 4-5, as indicated 

below: 

, 2 ' 9 2_121 1/-14 G.:J.rs: 1 2-3 -1-5 '; -10;' a -9'" 

1 
~;hrase units: t! b b-(ecno J c d d

1 d
2 



? 
if ......... 1r~'!J t=l-- ~JjI11 I ....... ~ + ..... - ..... -to-. • . . • • • •• • 

F\JJd ~ 
• 

c 
<D WJ tlJdbW 't~ @ 

..!. • ..!.. 
• •• -

.eX. 24 " 0. 22/ii (:oars 1-14) 

.~ugusto still m.akes use of certain bass lines, typical of the 

Earoquc !:'ariod. ~ .os. 24/i (.';;x.25 ) and 4 c /iii C~x._. ~5) -are examples of 

dascending bass lines, 'A1hili:! ~·; o. 7 / ii {::;~.25j StlO''lS an ascending 

stepwise progression. 

1) ... :11= .. r- f""':Il r-,.... A ""'-'1 .--:I .A'1 
• • • • • 

'-J...J .... ....- .... 
0 

I 
@ 

1 " 

-:- .- '-. , 

?-II-~ \ r-I ...... ~ "r,... 
• •• 

0 

• ...... ~ 

® 
'-l...J 1l.J.-'& 

-.. 

" ~ 

~ 
• . I I ... '-::t 

':":x. 25 ::0. 24/1 (3D.rs 2.-8) 
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t.-fFj ,~I I J l.J :I t,{ I l------_..L ;,., --.....~~, . 

G CDt 
x 

. 

• • 
~17~ ~ I 

)<. 
X 

x 
b. ... ... 

• 

• 

~ 

• • 
IL....J. r I I ;oo:@ 

'-..J 

• • • 

Ex. 2 6 ';0. 7/i1 (bars 1-12, Le. a complete 

'flir~.k'1 movemant) 

• 
to 

>< 
L 

, . 

Ln addition i.ugusto also uses descending first inve.rsion chords 

as C;'1-a harmonic basis for several of his subjacts, in particular 

~lis second subjects. 
1 (e.g. :;03. l{; (.;". 

" 
27), 13/1, 14/1 ( ~x . 28) 

anj 19/ E) . . 

7 . ------ ,~~~ Ii: ---.. ~ ,..3 • ~d._ ..... ~ 
• • • • . • • • 

G '-'" ~ u=- !;-'= ~ -<:::l 

P 
I Q) r- I • ... ~ . 

I ~ \ 'U~ I 

,;;<. 27 ;!o. l/i (bars 7-9) 

111(> favourite device 'Jf Italian cO::lposers for l yrical 
subjects." Eeusc!1.nei:ler . Gerr!l:3.n'f , p.56, footnote 33. 

'-..J 

• 

..... 
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:{o. 14/ i is particularly interesting in that it contains a 

fa irly extended second secti on wit h first inversion c hords inters-

persed b y figurations in root position . ( :0:.'(. 28) . 

O.u ~~r.JIf) F'1 fhll f! ~ - FF~ FffI A ~ . t1 f"\ ~ 
• • • • • • . . • 

I 1 I I LLJ 
/ J G) ® 

. 

,,><. 29 No. 1-1/i (bar s 9-12 ) 

'l he remaining s ubsidiary t hemes a 3 well as t 2,e pl~ra seology o f 

entire s ec t ion s app l y t ;"e s:lUie p.!:'" L.'"lc iples governing "the in"Cerna l 

s trc.c t ure of t he various 1ll<3!L., ::;c.:.:>jec'ts d ealt wi th in t!!c above 

discussior- . 

\ 



C$,PTER VI 

ASPECTS OF STYLZ 

\ 



ASP.::cTS Or' STYLE 

AugustO'S musical idicrrn and style also reveal the coexistence 

of both traditional and classical 'trends as found in his general 

approach to form. :Ut.."lOUgh. certain movements are fairly closely 

related to the bar~~e idiom the majority have greater affinity wit..~ 

pre-classical and classical mannerisms, the most obvious influences 

stemming from Italian 'bel canto' and c;.o_'"Iaan 'anpEindsamkeit'. 

Two-part '.ailing predominates in the sonatas and, although each 

part is balanced chiefly accordL'lg to pre-classical and classical 

techniques, traces of contrapuntal writing are continually encounte:>::ed. 

No. 2/iii Lor example is a fugue within the structure of sonata form; 

traditional i:nitatory part-writing is also found amongst opening 

subjects (e.g. Nos. 7/iii, II/iii (~x.ll), 15/i, 32/ii, 35/iii (Ex.7). 

4-1!iii. 47/i and 43/i (;:;',<.29). 

• • 

--.. - .-- ... . .. 
• 

• 

Ex. 29 Ho. '18/i (bars 1--1) 

l';ore promine..'lt however. are the pseudo-polyphonic passages 

found ,dthin numerous movements; these pessages range frOla sequences 

for continuations and modulations (e.g. Nos. 6/i (Ex.5) and 3/i a.o.) 

87 
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to mere linking of motlves (e.g. 42/111 Ex.30) (l.e. L.R. provldes 

continuity from bar 1 to 4.) 

? f"'h9 ". A99 I I .Fft1 • -- • 
• • • • • • I --I ,~ 

~. 
~, 

(j) 
r-:t .... l-

• • • 
t;::>'" 

Ex. 30 No. 42/111 (bars 1-4) 

AUgusto's melodies ere lergely dependent upon t he various 

1 
devices o f Italian cantabile style. 11any of his melodies ure msed 

on smooth, well ba1"nccd curves movL.'1.9 primarl1y in small or stej>-

wise lnterv"ls together \ntl1 en even rhyt!mrlcal flow. (e.g. !los. 

25/1, 28/1, 32/1 ( ~~. 3~) end 3&/111). 

? , .... / .... .!. .... ... • • . •• ..L ...,: • J 
G 

CD ., . 
--.-4-b ..... /" ,.. , .... \ .... 

'" 

Zx. 31 No. 32/1 (bars 1-4 ) 

Some melodies ere derlved f rom broken -chord figures (e.g. :10s. 

l/lli, 3/11i (Sx . 32a), 17/11 ( '~x. 32b), 3;;/i ( R.~ . 4) end 37/ii) , 

I He shares a strong predl1ection f or 'melody' ,nth some of 
his contemporaries, namely P . D. Paradisi, G.B. Pergolasi, J. A . Hasse, 
J .C. Bach end ;': . A. Nozart. lieuschnelder , German'f , p.142. 

... 
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while others (especially the slow mov=ents) contain larger 

intervallic jumps :'ihich are solely used for expressive purposes 

(e.g. No . 31/U ::''x. 33). '.rhe sin.ging quality of the sonatas in 

general ~s further enhanced rrl' various ornaments) tu..."'"TIS and trill 

figures which appear narc frequ.e.i1.tly hri.thin sImi I!lOVeLlent s. 

(e.g. :;0. lO/U tprs 19-20 :::': . 38 a.""lC ;·;0. 3'/ii 30:.. 33 ) . 

() A d1 .- 0 • ..i. ------... .... I ,-,. , 
~ I 

< 
... 

<D 
-i-
++ 
'J 

c 
@ 

.... 
® 

~ 

-n 
- ~~Ff1. 

..... 
p ' , • • • • .Jl. ... ~ . . :t:: - . 'T"';" -

';x. 32a Clo. 3/i11). b (}lo. 17/ii) 

E:."<. 33 lio. 31/ii (bars 1-8) 

Chromatic ilnd diiltOniC neighbouring notes (e.g. lTo. 17/iii 

Ex. 34 and No. 3/iii Ex. 35 respectively) as w-ell as the use of 

sigh motives in various shapes and combinations (e.g. :·;0. 5/ii 

ips. 36). <Ire also used to intensify the expres.sive content of the 

music. 



90 

(JJ>- ro L ... .'*.~ ./ -
• 

I' 
.... @ ""-'I I"" ~ 

~ ® 
• .... -'- ~ :f: F • .... ..L . 

~ir_ -

~ 

2>,. 34 !Io. 17/iii (bilrs 4-6) 

? ~ ~ 

• 
- . ~~ .. 

~¥ _ "" bI 
@ .... • . 

.... 

~~. 35 No. 3/iii (bars 27-28) 

0, ........ .~~. • ....... 1~ :.~ ~ ""'- , f"1..!.3 , 
•• • • •• 0 

• • .. • ® 
:1: ... ~-~ 

® ® If'... r1 • - fi- - ft.}J1A~· - ... r-"I 
I - f-• It:: Ii - • ::: ~-.• i-=t+ - f - --• • --.-- ---

ry , s::r..... ..... .L:.....-.~-'u.~ .... • T 

~t!:rrn~q:n • 
-

"'" ","",,!.~ .............. -......... 
® ('1.@ r f1 

---
i:':x. 3" Ho. 5/ii (bars 45-53) 
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The subjects of ;"0. 32/il (Ex. 37) and Ho. lO/ii (Ex. 38) are 

mor<3 instrumental i:1 character, and .lhich also include prominent 

dotted rhythms. Another feature c=on to many subjects is the 

use of feminine endings to melodic pr~ases; both the above examples 

illustrate this clearly. 

~ ?J] .'.-' ~~.1 1"1 
~-b-~;::".... • = ~ i:r 

0 0 0 

. .. - ----+· .. -·--'f .. 0 • 0 

- 0 .' • 0 • 
I' I' '0-

CD i< @ tr ® ,... -'. • ~ • .• + • 1 

~...,;:'-
0 .. 0 

- ..i . •• 
--I- ~I 14 - 0 - I 

Ex. 37 :<0. 32/ii (bars 1-6 ) 

• .if .-+~ 
1-'· . 

o • . . 

() I ~ 1 ~ t.ffi R,- +- ",. •. t> fI 
.' ~~:t:.:d-. . 

. . . . 
® f-FfJ • 

- =" 

I l'.. ...... 
o. 0 

,-

-..:::t -tt- ...-

Ex. 30 ilo. 10/11 (bars 15-21) 
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Two further move~,ts with dance characteristics feature 

interesting interval jumps, namely ;;0. l4/11i (Ex. 39) (Rondo in 

the style of a gigue) and !lo. 17/11 (Ex. 40 a-b) (}tinuet and ';>rio). 

In No. 14/iii the L.:-I. in particular has extensive leaps as illus-

trated belew: 

o+> l"t " ~ t;:1. ... " .. R:- ~ 
l:7' -rr--i"~1: _" • • • • • • 

0 @ -cr -.::::r '~~ 

" I+~~ :!r .... ..!..~ :i= 111 rf1,@ I' n---t 

• 

Bx. 39 t;o. 14/iii (bars 43-4.6) 

:':he Vd,nuet of :,10. 17/ ii bas a unison opening pl'.rase follewed by 

a more-part afterpnrase. This type of theme resembles a typical pre-

classical sta~dard idiom often referred to as buffo (2x. 40 a,b). 

The Trio also contains falling intervals (s". 32b). 

()-J- , tr ...... 1<-<'1' rF1~ , 
• • , • 

0 
. . 

@ -.~~ .., .' TI- I 6l "'-'-l I \ •• ® (i) In-r-.. r !IrTi r t,. , ~ , " f1...+41'- • .~ -. • '. .-
\-

~ T -.... -= 
7;l- ~I t I fl'l--l-. 

/,.,-- :8: ":--.-- =1,_ • -..... ~. . . • 
"'j • 

G!'® 11 
.... l.)1@_ UJ.JJ 

r-rfl I I 
5:r - f~ -• • • 

.sx .. ~o a-b ~fo. 17/ii (bars 1-8, 9-12) 
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Certain opening subjects are characterised by various r~ythmic 

subdivisions of ei~~er the first beat2 
(e.g. ~os. l/ii (~x. 41 a), 

3/lli, 23/iii ("ex. 41 b), 3 45/i px. 41 c), and 4a/iii (2..,,<. 9), or 

the off-beat (e.g. Nos. ll/i (~. 42 a), 15/ii, 23/ii, 29/i (~. 18), 

33/i, 36/ii (Ex. 23), and 46/ii (Ex. 42 b); :;0. 42/i (::'x. 16) 

has a subdivided up -beat;~;os. 5/i (::;,c. 22) and 10/ii have marked 

dotted rhythllls, and t·,o. 33/i11 (Ex. 42 0) is syncopated. 

ex. <1l a (1;0. 1/ii) , b (No. 23/iii), c (No. 45/i) 

':;;c. 42 a (Xo. U/i} , b (,10. 46/ii), c (No. 33/Hi) 

In general many afte~zases undergo slight variations when 

repeated and at times t.1,ese particular pl'zases are enriched by ~~e 

addition of one or tl.o el..'tra parts, either by the doubling of the 

melody in thirds or sixths (e.g. :los. 13/i (ex. 15), l7/.l.i (E:<. 

40 al, 31/ii (3x. 33 ) ), or by harmonic filling notes for single 

chords (e.g. Nos. 10/ii (Sx. 38) and 40/i (Ex. 17) ). 

2This particular rny"...!un is related to the Polonaise (French) 
or Polacca (Italian). 7his influence possibly stems from the 
close political ties that existed bet,,,,,en ;Oaxony and Poland at 
that time. Op.cit., p.90 , note 3. 

3 _ 
This LO!!l.bard rhythm is also found in a number of closing 

sectionG (e.g. :105. 13/i, l·Vi, 37/i, '!G/iii, 42/1 and 4 3/:1.). 
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;.part from the use of chrCllliltic passages for expression ,\ ugusto's 

harmonic idiom remains pri.milrily within the limits of pre-classical 

language (i.e. restricted mainly to diatonic progressions on the 

prblary degrees). The appearance of the tonic minor or domL.ant 

"linor within a subject reveals an Italian influence (e.g. Nos. 

3/iii, ll/iii, 17/i. 23/i. a.o . ). ;.n admixture of saroque and 

Classical sequences is o f ten utilized for non-modulatory or 

!:1oclulatory purpose~i dirai Ilisl-:cd scve71th chords at tilles, are included 

in t hese progressions toge~~er with the occasional application of 

S'.lspension and dissona nce. Particularly interesting harmonic 

excursions are found within the pianistic sequences of l'Os. 7/lii, 

lliiii, 20/H, 24/ii, 30/iii, 37/i and 39/1. 

Augusto I S accOtlpan.i..Cl~nt.s S'..J.pport his me:lo::lic l.L."'1as by means of 

t..'le standard patterns of the tble. These patterns range frOl:! Baroque 

bass lines (e.g. Hos. 22/i, 23/ii, 24/i ( .!!x. 25 ) and 43/ i ) , regular 

pulsations of si'lg1e notes, thirds or octaves (e.g. Nos. 3/iii a'ld 

28/i) to various broken chords including figurations (e.g. !los. 

5/ii and 21/H), qIUlver triplet figures ('!.g. tios. 12/i and 16/iii) 

and the conventional . .loorti bass (e.g. No. 23/i). Host movenents 

contain a variety of rhytbnical ideas u..""ld only a few limit their 

accompani:!lents to s.ingtllar types. 

}~s pianistic i diom is definitely influenced by t he predomir~nt 

4 
vocal s~yla anj as a result elements of technical display are 

generally avoided. " lthough virtuosity does not domina te his vlOrks 

.iUgusto nevertheless contributes many technical elements which are 

4I'hls lyrical idiom probably st=~ from the popularity of 
Italian music at U,c Uresden court during t he early part of t he 
eighteent~ century. Cp.cit., p.SS . 
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later incorporatEY~ into tne classical style. Passages built on 

arpeggios, runs and scales are amongst the most pro-ni.."1ent within his 

sonatas. ·l'hasa varied patterns ,1':=Z g071erally \lell distributed between 

t~e r~~ds a~d are prase~t~d in m~ny diffar2n~ faros includL~~ 

alte::::n~tion and crossing of pd!:ts. Vnrio'..lS illustration3 ~'lil l reveal 

a cross-sect1.o;1 of his kaybca=d style. 

? L A fir IF if A: 
t .... 

• • • • 
• 

c 
0 

... • 
@ 

I .. I 

• 
• -

Ex. 43 " (:-10. ll/ii, b (No. 30/iii), cWo. 37/i) 

I. 7. 
. ... . . ... . . . .. .,. .. , ... , . • 

G 

® 
~ '~ ~ ~ ~ H '~ ~ H i ~) H ~ 

@ 

• 
I 

I I \ 

Zx. 44 a (llo. 41/i, b (No. 42/i) 

c 

Ex. 45 a (No. 30/H) , b ( ,10. 13/i) , c (No. 211i) 
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:iO. 19/i ('::x. 4 '~) 9ho',oIS a passage containing threo jifferent 

motivic ideas (bars 57-59 ) <mieh are sharad equally betlleen the 

hands. 

?JI.. a:f1&=1 1'3 .... ,.3 
~ 

~, t.-o 

. . • 0 0 

!e ~. l3J ~. • 
~ @ ® 

~ I <'f1 I d'1 , .... ... • 0 • 
0 • ..- • . 

• . • 0 • 
~ 

~ I...J '-0 

,,;.~. 40 No. 19/i (bar,; 57-GO) 

i.rpeggiated saventh chords (dominant or diminished) as shown 

in i:x . 47b ahd 48a are mere one-bar ir.serts in the midst of an 

agglcaaration of many short unrelated rhytr~cal particles. 7his 

ha~haza~d chain structure with no convL~cing rhythmic continuity is 

typical of pre-classical sonatas in general. ;roo 29/i also falls 

into this category but the motive illustrated in Ex. 48b is extended 

over three bars in the form of a sequential progr<3ssion. ' ;0. 23/i 

(2.'(.47a) and 010. 30/i ( 3x .54, bar 1) commence with isolated pianistic 

figurations which bear no real relation to the mair. thematic material • 

r)JI.. . ~ JIrt)1 
• 

V, • 
• ~ I 

® ~Jt ... 

Ex . 47 a (]Io. 23/i). b (tlo. 17/i) 
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;0;,.:. 48 11 (rio. 20/i) b (Xo. 29/i) 

Harmonic-melodic figurations movL'lg arou.'ld central tones are 

found in quite a number of movements (e.g. Nos. l11i, 14/i, 17/ii, 

22/i (SX. 50),5 27/iii (~x. 49), 46/iii ~'ld 47/iii), and soce 

even have melo.:1ic and ooS.3 no~es r.lOvi.."1g L"'1 perallel (e.g. Nos. 

17/ii and 27/iii (~;c. 49 a-b). 

"1-'1.."1-1-'" "- ti- t. 
" t< t.- -Q. 

• • • 

.£. @~ ! \ft=i-. .:~. ._~ . 
... .. ... ... ... ... 

c-:X. 49 No. 27/iii (bars 2·1-25, 16-17 ) 

5 
'i'he 

duplic"tej 
key (Le. 

elaborate motivic figuration in No . 22/i (Sx. 50) is 
e:{actly in ~io. ·!7/iii. although it appears in a different 
F major as opposed to J ~jor). 

t-

-- -+-
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• 

• 
....... ++ .................... "~1'" 

Ex. 50 No. 221~ (bars 37-44) 

In addit~on, Augusto's keyboard technique ~cludes sane 

6 
~eim mannerisns such as 'Roller' (e.g. No. 38/1 (Ex. 51», • Sparks' 

(e.g. Nos. 17/ii. 22/1, 69/1 (E-x. 52), 37/i and 47/11i), ·Rockets·
7 

(e.g. No. 3/i (Ex.S3» and 'steamroller,8 (No. 30/i (Ex. 54». 

() I I • I 
/ ',I< 

, .+1--. /' 

• . 
• ::::;j ~I I:::l'9 ~ 

I 0,.-11 •. rr1 111 e' . ~ + --. 

Ex. 51 No. 38/i (bars 1-4) 

6 This term ls referred to by HUgo Riemann. Ileuschneider, 
GermanY, p. 70. 

7Themes composed of ri~g triadic figures. Pauly, Classic 
Period, p.51. 

BThis effect is achieved by the ostinato repetition of a 
phrase with the gradual addition of other instruments or parts. 
Op.cit., p.51. 
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2 )l X- x x 
• ...... 

If. • • • >- • • • • , 
I 

@ 
..,. - -= d1 -" . -

::j ' .. • -- . 

.==1 '- :::I L ::! ~. ~ -

2x. 52 :10. 29/1 (bar 20) 

? .---..... ~ • • ~ .... • 

i
G ~ ~ " 

' ... .,..iCD ....... , .... ..- .. ........... 
~ I' .... l,..-Y 

3><. 53 No . 3/1 (bars 1-2~) 

n rn~ - .-<" -=, <R ;r;: F= ""r Et ~WI . • .J •• •••• t'J~:t;t " "L.ju [tB II . 
• •• • •• • _ . ' • r I- I 4- . • 

..; ~ ~ cj ;.., ~'.erc:J-ci-i".J·l:i~r©.... . • • • 
C I 

, 

<D 
l:I. " ., 
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CONCLUSION 

Pi.etro AUgustO is undoubtedly A child of Me time as Ms works 

are totally dependent upon traditions of the day. Although he is no 

innovator regardL,g formal and stylistic elements he does however, 

canbi .. ~e the heterogeneous Jaedia of the cid-ei.ghteenth century into 

a hauogeneous musical language of his own. For this reason he 

might be classed as an eclectic cOl!lposer. 

£Van though nUgusto is subject to other canposers and their 

formulas he never succumbs to Jaere plagiarism. He maintains a 

certain amount of flexibUity regarding the use of form as well 

as retaining a highly personal idiom and style. His innate sense 

of lyricism and conSUlllIllate skUI in contrapuntal writing are 

features co=on to all the sonatas. These characteristics alone 

prove his ability in the art of cc:oposition and establish him as 

a composer of no mean merit. 

Augusto's total obscurity is quite undeserved and it is our 

sincere wish that this thesis should project this minor master 

into the rightful place he deserves in the annals of music. 



APPENDIX 

SIX COMPLETe SOOAT.."-S SELECTED FROM 

TrJB FORTY-EIGHT 

No. 20 in 0 Major (1) J\LLBGRO w. NON TROPPO; 

(H) RONDO A.LLEGRET'ro GRAZIOSO . 

B No. 4 5 in 0 Major (1) UN POCO ALLEGRETTO; 

(H) POLACCA I and III 

(111) ALLEGRO. 

C No. 47 in F Major (1) NON TROPPO ALLBGRO; 

(11) ARIA CON VARIAZIONI i\ND.'\NTZI 

(111) ALLSGRO. 

o No. 30 in F Hajor (1) ALLEGRO CON SPIRITO; 

(11) POCO ANDANTE; 

(i.ii) TilI-ll'O 01 ~IINUETTO. 

E No. 42 in C Minor (1) ALLEGRO; 

110. 2 in C Major 

(11) I.\RGO E CANT.'\BILE:; 

( i.ii) ALLEGRO • 

(1) ALLEGRO 1101< TROPPO; 

(111 RONDO ,\LL3G~ro GRAZIOSO; 

(iii) FINJI..LE POCO ALLEGRO (FUGUE). 
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