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SUMMARY

J. C. Bach's keyboard works include several sets of accompanied
sonatas, a genre that enjoyed a wide popularity during the Classical era, but
never found its way into the concert repertoire. The accompanied sonata
was a genre meant for domestic performance; the solo keyboard sonata, on
the other hand, was adopted in due course by concert audiences. J. C. Bach
composed works within both genres during most of his productive years, and

his output constitutes a corpus of remarkable consistency.
J. C. Bach's removal to London in 1762 coincided with his clear

adoption of a galant style, marked by the ltalianate influence, and the
abandonment of most Baroque traits. The British milieu provided additional

factors: the rise of the pianoforte, a thriving music-publishing market, and a
great interest in domestic music making among the affluent classes.

These factors marked J. C. Bach'’s output at various levels. Keyboard
works had to conform to the proficiency of the amateur performer, a fact
reflected in the accompanied output mostly. The number of movements,
their length, and the inclusion of particular technical devices are readily
observable differences between the two genres. The most remarkable
distinction lies perhaps in the preference for binary sonata format in the
accompanied. sonatas from the mid 1760s to the 1770s, in spite of a later

tendency for tripartite designs in both genres.
J. C. Bach's lifelong preference for motivic phrase structure

conditioned his keyboard production and partly eﬁ(plains the gap in quality
between some of his works and sonatas composed around the same time by
Haydn and Mozart, who developed more effective means to connect the
melodic material to higher structural units. J. C. Bach’s influence, however,
endured in Mozart's handling of melody, and his keyboard production



Vi

constitutes, in spite of some flaws, a noteworthy example of elegance and

craftsmanship.



INTRODUCTION

Among the instrumental genres that came to light during the Classical
period, none was so representative for the Classical style as the sonata, a
term which is applied not only to a multi-movement work, but to a formal and
dramatic design for individual movements as well. This formal design, now
known as first-movement sonata form or sonata-allegro form, can be found in
all types of composition during that period, not only chamber, but also vocal
and orchestral music. Among the wealth of repertoire representing the
genre, a specific type of sonata bloomed during the second haif of the
eighteenth century. the accompanied keyboard sonata. This type of
composition is generally regarded as a minor representative of the sonata
repertoire. Nevertheless, its importance for a complete knowiledge of the
Classical period cannot be overlooked, as it represented, in quantity and
popularity, a major production at the time. William S. Newman even
proposes, among other criteria set to determine the limits for the Classical
period, "the rise and fall of the accompanied keyboard setting.”

The accompanied keyboard sonata is a matter hardly discussed in
general musicological studies of the Classical period. The fact that this
repertoire is hard to access, since it survives almost exclusively in original
editions, added to the fact that it is seldom performed, partly explains the lack
of interest of musicologists in dealing with its characteristics. On the other

hand, this type of work has been overshadowed by later keyboard ensemble
compositions, characterised by more balanced solutions in the relation

between the instruments. The lesser quality of much of this repertoire also

explains its absence from Classical music studies, even from those that

! William S. Newman, The Sonata in the Classic Era, 3d ed. (New York: W. W. Norton, 1983), 4.



discuss instrumental music at length. Since Eduard Reeser’'s monograph on
the keyboard sonata with violin accompaniment in Paris,” a few authors have
researched this repertoire, usually departing from a geographical standpoint.

England was perhaps the country where the publication of music for
this type of ensemble was more widespread. Among the collections in British
libraries we find a remarkable number of publications that can be classified
as accompanied sonatas. These works are usually entitied ‘sonatas’, even
though we may also find designations such as ‘lessons’, ‘trios’ or ‘quartets’.
The instruments required are usually the harpsichord or the pianoforte for the
keyboard part, and string instruments for the accompanying parts. The violin
(with the flute as an alternative), and the cello (which usually doubles the
keyboard’s bass line) are among the instruments most often indicated for the
performance of accompanied keyboard works. -Sometimes the composer
added the indication that the accompanying parts could be played ad libitum,
which allowed a solo keyboard performance. In spite of their outward variety,
these pieces have in common two main characteristics: the use of sonata
form in one or more movements, and the fact that the keyboard part is
predominant in the ensembile.

Among the many British publications of accompanied keyboard
sonatas, we find several sets by J. C. Bach. His work presents a unique
opportunity to review this material in the light of contemporary compositional
conventions and performance practice. In fact, J. C. Bach's output
represents a specific type of accompanied sonata, an ltalian-influenced,
instrumentally ‘unbalanced’ solution, as the sonatas by his brother Carl
Philipp Emanuel, who also composed accompanied sonatas, can be said to
represent the ‘German’, more balanced approach to the medium. In addition,
J. C. Bach composed and published both solo and accompanied sonatas
throughout his *career. This enables us to compare the solo anad
accompanied works, to determine compositional differences, and to .
demonstrate how closely related these differences were to contemporary

2 Eduard Reeser, De Klaviersonate met Vioolbegeleiding in het Parijsche Musiekleven ten Tiden van
Mozart (Rotterdam: Brusse’s Uitgeversmaatschappij, 1939).




performance practice and conventions, and to the characteristics of the
instruments extant in J. C. Bach’s time.

J. C. Bach’s musical trajectory in England shows scarce connections
to his earlier musical training. After the death of his father, his musical and
personal upbringing was taken over by his half-brother Carl Philipp Emanuel
in Berlin. J. C. Bach then moved to ltaly in 1755, where he studied with
Padre Martini and was appointed organist at Milan Cathedral, before settling
in London from 1762 to his death, in 1782. His mature works show little of
the Empfindsam style he was exposed to during his Berlin years, and less
even of the strict counterpoint teachings of Padre Martini. There is a marked
stylistic contrast between the works composed in Berlin, and the works
composed in italy and London. The Baroque traits of J. C. Bach’s Berlin
keyboard concertos, for instance, display a compositional style so divergent
from that of his London concertos, that an uninformed listener could be led to
believe that these works issued from different composers.

J. C. Bach showed a remarkable ease in adapting his style to current
trends, and adhered naturally to the new ltalian style that was asserting itself
all over Europe. His prolonged stay in Italy and his experience as an opera
composer undoubtedly marked his chamber style and his keyboard works. J.
C. Bach came to be regarded in his own time as an example of the light,
galant and charming musical expression associated with the Italian style of
composition.

J. C. Bach was a prolific composer in many genres. He composed
orchestral, operatic, sacred, chamber and keyboard works. His activity as an
opera composer in London was mainly connected to productions for the
Royal Theatre at the Haymarket. Charles Terry writes that “though his

reputation as a composer of Opera brought him to England, it is remarkable
that Bach's output, compared with that of his popular contemporaries and
competitors, was small.™ In fact, Bach’s success as an opera composer in
London was not overwhelming: in spite of the staging of several operas and

contributions for pasticcios, he found more acceptance as an instrumental

* Charles Sanford Terry, John Christian Bach, 2d ed. (London: Oxford University Press, 1967).



composer. J. C. Bach's flexibility in the choice of genres and adoption of a
contemporary composing style guaranteed his success in London’s musical
life. Giorgio Pestelli writes that Bach “picked the right moment and exploited
the gap before Mozart, working in a centre which, like Paris, was extremely
active in the instrumental field,” and adds that he “was writing by this time in
an instrumental language that was at least twenty years ahead of that of the
English composers.™

One of J. C. Bach’s most noted roles in London was his activity as a
promoter, together with Carl Friedrich Abel, of the renowned Bach-Abel
concert series. As Heinz Gartner, a recent biographer of J. C. Bach,
mentions, “details about the programs have not been preserved. Bach
probably provided the lion’s share of the music, contributing symphonies and
keyboard concertos, along with overtures and the most popular airs from his
operas.” Gartner does not mention J. C. Bach's solo and accompanied
sonatas and justly so: these works were not composed with the intention of
being performed at public events. Nevertheless, this type of repertoire was
quite popular, as proven by the number of pieces composed and their
editions. Most of J. C. Bach's sonatas were published during his lifetime and
often reprinted, not only in London, but in France and other European
countries as well.

This thesis will concentrate on J. C. Bach’s solo and accompanied
keyboard sonatas published during his stay in London (1762-1782), hence
from a mature stage of his production. His keyboard compositions offer the
opportunity of surveying a body of music that spans a considerable part of a
composer's active years. Earlier accompanied and unaccompanied works
will not be reviewed in this study, as they present style characteristics that
precede and diverge from the London works. The London output, however,
displays a stylistically homogeneous perspective, which allows for a
systematic comparison of the accompanied and the solo repertoire.

* Giorgio Pestelli, The Age of Mozart and Beethoven, trans. Eric Cross (Cambnridge: Cambridge
University Press, 1984; digital reprint, USA: Cambridge University Press, 1999), 38-39.

> Heinz Girtner, John Christian Bach: Mozart’s Friend and Mentor, trans. Reinhard G. Pauly
(Portland: Amadeus Press, 1989), 230.



The establishment of an authenticated corpus of research is facilitated
by Stephen Roe's authoritative work on J. C. Bach’s solo keyboard and
keyboard ensemble production.® Roe’s study includes a thematic catalogue
upon which this thesis will be based; only the works listed by Roe as
authentic will be taken into account. Through his solid research, Roe seems
to have corrected a number of inaccuracies present in earlier studies of J. C.
Bach works, namely in the cataloguing of his earliest biographer, Charles S.
Terry, and subsequent studies by Beth Ann Mekota’ and lise Susanne
Baierle.® Roe’s work deals with surviving manuscripts and contemporary
editions (there are no surviving autograph sources of the works we will
discuss) and establishes their authenticity, filling in the details overiooked by
former researchers. His catalogue numbers will not be adopted in this thesis:
instead, the traditional opus numbers will be used.

The lack of modern editions of J. C. Bach's accompanied sonatas
explains, to some extent, their absence from modern concert programmes.
In spite of the existence of an edition of his collected works,® there are few
editions of Bach's keyboard works published with the performer in mind. For
the solo sonatas, the natural choice seems to be Henle’s, edited by Ernst-
Giinter Heinemann, but modern editions of the accompanied sonatas are
rare, and usually found in scholarly collections rather than published as full
sets for performance purpbses.

| have chosen to include, in this study, solo and accompanied works
that belong to the sonata-cycle genre. The surviving first British editions, the
collected works (published by Garland) and some modern editions (namely
.Henle's for the solo sonatas) provided a basis for research. The
accompanied works reviewed include compositions published with the

designation of ‘accompanied sonatas’ in which the keyboard part is generally

® Stephen Roe, “The Keyboard Music of J. C. Bach: Source Problems and Stylistic Development in
the Solo and Ensemble Works” (Ph.D. thesis, University of Oxford, 1981).

” Beth Ann Mekota, “The Solo and Ensemble Keyboard Works of Johann Christian Bach” (diss.,
University of Michigan-Ann Arbor, 1969).

® Tise Susanne Baierle, Die Klavierwerke von Johann Christian Bach (Vienna: Wissenschaftlichen

Gesselschafien Osterreichs Verlag, 1974).
? The Collected Works of Johann Christian Bach, 1735-1782, gen. ed. Emest Warburton (New York:

Garland Publishing, 1984-1999).



prevalent in relation to the other instrument(s), taking also into account some
ambiguous cases. J. C. Bach did not compose ad /ibitum instrumental parts
to his accompanied sonatas. The degree of importance of the accompanying
violin (or flute) and cello parts varies from near absence, to mere voice
doubling, to main statements of essential thematic material. Nevertheless,
there is a distinction to be made between instrumentally ‘balanced’ chamber
works (such as some movements of the Op. 15 trios, or the Sextet in C
major, which will not be reviewed in this study) and the accompanied sonatas
of the Op. 16 or Op. 18 sets.

The solo and accompanied sonatas will be analysed separately, taking
into account stylistic, formal and performance-practice aspects relevant to
each genre, and then compared in order to determine formal and stylistic
differences and the theoretical background for the divergence between the

two genres.



_ CHAPTER 1
J. C. BACH: THE PUBLISHED SOLO KEYBOARD SONATAS

1.1. The London sonatas

During his lifetime, J. C. Bach published only two sets of solo
keyboard sonatas: the Op. 5 and Op. 17 sets, which include six sonatas
each. In addition to these sets, Roe lists several unpublished authenticated
solo keyboard works (including sonatas), composed before 1762. These
earlier works display style characteristics that differ considerably from the
published works. The Op. § and Op. 17 sets, representative of J. C. Bach’s
mature style, constitute an interesting framework for the understanding of his
conception of the sonata as an instrumental medium. They also provide a
reference for comparison and contrast between the accompanied and the
solo keyboard sonata settings, and the relation between these two genres as
conditoned by the instruments used, and the target audience and
performers.

The first edition of the Op. 5 sonatas was published in London by
Welcker for the composer in 1766, only four years after J. C. Bach’s arrival in
England. The number of contemporary reissues within a short span of time
confirms their success: they were published by Welcker and Bremner in
London, by Hummel in Amsterdam, ana by Huberty and Leduc in Paris. This
set was preceded and followed by the publication of accompanied keyboard
sets. J. C. Bach published also in London the Op. 2 (in 1764), and the Op.
10 accompanied keyboard sonatas (in 1773). His next venture consisted of a
solo set published in Paris as Op. 12 by Sieber around 1773 or 1774. These
sonatas were also issued in London by Welcker in 1779 as Op. 17; this latter
opus number is nowadays commonly used to refer to the set. The success



of J. C. Bach’s solo keyboard works is evident from the fact that they were
published in several European cities. The Op. 5 set was Issued In
Amsterdam in 1766, and in Paris three years later. Huberty, Andre, Welcker,
Preston and Hummel also published the Op. 17 set within a few years of its
first issue. Roe points out that “while it cannot be established for certain that
Bach had contracts with overseas publishers,”’ the short span of time
between London and overseas publications suggests some sort of publishing
agreement. He adds that overseas publishers regarded Bach’s music as “a
highly marketable commodity and produced editions of his works in great

numbers."
Together with the accompanied sonatas, the solo works are

representative of the evolution of the composer's sonata style. That fact is
made more evident if we take into account that the Op. § set includes
compositions probably written before Bach's arrival in London, and dating
from his Italian years. Roe draws attention to the fact that, with this set, J. C.

Bach may have attempted “to cater to an equally wide range of potential
purchasers: young players for the simpler sonatas, performers of substantial
technique in the larger pieces, and more conservative eilements in the sixth
item.”™ In spite of some differences, the two solo sets present a number of
common characteristics representative of Bach's mature style features.

1.2. Motivic structure

J. C. Bach’s sonatas are representative of the galant trend of Classical
music, and cleérly show the influence of the ltalian pre-Classical sonata
repertoire. This is evident In the preference for a motivic phrase structure,
with the melodic material exposed in the right-hand part, and the left-hand
part accompanying. J. C. Bach’'s keyboard works present characteristics

! Roe, “The Keyboard Music,” 75.

* Roe, “The Keyboard Music,” 76.
3 Stephen Roe, introduction to The Collected Works of Johann Christian Bach, 1735-1782, Emest

Warburton, general editor; vol. 42, Keyboard Music, ed. Stephen Roe (New York: Garland
Publishing, 1989), x.



ascribed by Joel Lester to pre-Classical composers: “in seeking to avoid
textural density, they concentrated on clear presentation of melodic lines in
predominantly homophonic textures. Vocal styles were a powerful influence.
The motor-rhythm beat subdivisions became accompanimental, supporting
the larger phrase shape without adding a new level of essential activity.™
These traits were further developed in the high Classical style, and the
beginning of their systematic implementation is discernible in J. C. Bach's
later works. Extended melodic phrases such as we find in Mozart are,
however, not prevalent in J. C. Bach’s keyboard sonatas. The singing-allegro
style, as this important trademark of the Classical style is usually designated,
came to be associated with the influence of ltalian pre-Classical music. As
Giorgio Pestelli writes, “the Allegro cantabile (...) was to be one of the last
ltalian contributions to eighteenth-century European music, immediately
identifiable as a feature of Italian style.”

The singing-allegro style, whatever its importance for the
establishment of the mature Classical style, plays a lesser role in early
Classical keyboard repertoire than is generally ascribed to it. Pestelli also
mentions that “when Marpurg urges the galant composers to study fugue, his
aim was to help them to achieve a less ‘jumpy’ melodic style. Kirnberger was
also concerned about the leaps of a sfyle coupé, of French origin, with its
cadences in almost every bar, and Johann Christian Bach was to talk about
writing ‘in monosyllables’ in order to be understood even by children.™
These statements account for a motivic approach in handling melodic and/or
thematic material not consistent with the common definition of the singing-
allegro style.

The conception of J. C. Bach as a composer of tuneful, melodic
compositions was conveyed by Burney in his accounts, together with the
credit for pioneering the use of contrasting thematic passages: "Bach seems
to have been the first composer who observed the law of confrast, as a

* Joel Lester, The Rhythms of Tonal Music (Carbondale: Southern Illinois Univerﬁity Press, 1986),

154.
5 pestelli, 20.

® Pestelli, 11.
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principle (...). Bach in his symphonies and other instrumental pieces, as well
as his songs, seldom failed, after a rapid and noisy passage to introduce one
that was slow and soothing.” This conception was also enhanced by later
thematic-based analytic approaches to sonata form. Lester remarks that
eighteenth-century theorists “who did not emphasize themes in their
descriptions of the form reflected an emphasits on the vibrant rhetorical basis
of the music they were describing. Similarly, the nineteenth-century theorists
for whom sonata form became a thematic process reflected a music in which
thematic contrast had indeed become the essence of the form.” Bach’s
keyboard music is more indebted to motivic principles than to contrasting
thematic formats. Contrast constitutes an important feature in J. C. Bach’s
music and it is certainly present at the motivic level, but not systematically
present at the thematic or sectional level as well. On the other hand, what
strikes the listener in J. C. Bach’s sonatas is not the quality of the singing
melodies, since they are scarce and can hardly compete with Mozart’s in that
aspect, but the intricate web of motives and the seamless overlapping of

sections based on minimal elements.
Motivic structure, as we will see, iIs even more marked in some

accompanied sonatas, but it constitutes an important characteristic of the
solo sonatas as well. Bach's motives are very short, often accommodated
within the span of a single bar: the opening bars of XVIil / 6: 2 (example 1)
show that J. C. Bach often built his phrases through simple sequential
repetition of motives, a trait related to the Baroque style.

7 Charles Burney, A General History of Music from the Earliest Ages to the Present Period, ed. Frank

Mercer, vol. 2 (London, 1935), 866.
® Lester, Rhythms, 243.
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Ex. 1. XVIl/6: 2, bars 1-4.

Andante

In this passage, the rhythmic and melodic contour of both parts
(except for the last two beats in the left-hand accompaniment) is repeated in
each bar, with the inclusion of small variations in bars 3 and 4 (namely the
introduction of a semiquaver run instead of a dotted figure in the right-hand
part). In this case, the successive juxtapositions of the same motive undergo
alterations, but we often find examples of literal repetitions as well: in XVII / 5:
2, the combination of repeated and transposed motives underlies the whole
composition. The secondary theme area in V/ 1. 1 (example 2) presents a
type of motivic construction often found in J. C. Bach: a two-bar melodic
motive, repeated a fifth higher with the harmony in different positions,
followed by a longer (four bars) closing segment (the whole section is then

repeated with the right hand an octave lower).

Ex. 2. V/1:1, bars 15-22.
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Complex structures are usually the result of the expansion of similar
motivic combinations, but we occasionally find extended sections based on
longer melodic segments instead. This type of longer melody is found in
slow rather than fast movements, as is the case of the slow movements of VV /
2 and V / 5. Nevertheless, other slow movements, as seen above (example
1), usually resort to a motivic treatment of material.

' J. C. Bach’'s fondness for particular rhythmic or melodic elements
leads to the use of certain motives in different sections of the same
movement. This type of device occurs mainly in the second set, for example
in XVII /2: 1, where a theme from the secondary area (bar 16) is the basis of
the codetta (bar 46), or in XVIl / 3: 2, where the principal theme is also used
in the secondary theme area (bar 33). The use of recurring rhythmic and/or
melodic patterns provides a sense of unity that may otherwise not be
transmitted by the formal design of a specific movement. J. C. Bach,
however, does not use this device in a systematic manner, and its presence
in some movements seems more a matter of coincidence, or, as implied
earlier, a mark of preference for some types of motive, rather than the

application of a cyclic structure to a given movement.
In J. C. Bach, the abundance of motivic sub-sections of similar

melodic and rhythmic character and their seeming lack of relation to larger
harmonic structures can lead to a sense of lack of direction. A
formal/harmonic section can include one or several juxtaposed motives, as
many principal and secondary theme areas in fact do.t These motives
present common characteristics, inasmuch as J. C. Bach shows some



13

preference for particular melodic and rhythmic traits, but are, nevertheless,
distinct since they often do not show any evident attempt at establishing
melodic/rhythmic cross-references. The lack of relation between the types of
motives employed and higher formal structures leads to the undifferentiated
character of these motives, as they could be inserted and function in nearly
any given section. This feature is characteristic of the early Classical style,
as later composers show more consistent relations between thematic
material and formal structure. Robert Batt, for instance, has identified in
Mozart “the use in closing sections of groups and grouplets as opposed to
phrases and motivic segments,” which ‘“reduces the need for melodic
continuation and generates contrasts with thematic sections.™ In J. C. Bach,
a similar distinction between themes or motives according to their formal

functions is, in many cases, impossible to achieve, as themes or motives do
not present specific characteristics that could help identify which type of

section they belong to.

This lack of a clear relation between the type of motives employed and
their function in the formal design of a movement, as well as the reliance on
motivic procedures, are characteristics that contribute to the classification of
J. C. Bach as representative of the galant or pre-Classical style. Curiously,
the publication dates of the solo sonatas vouch for a different perception. In
fact, if we take into account that J. C. Bach's last solo set was first published
in 1773 or 1774, and if we compare it with sonatas composed by Haydn or
Mozart around that date, we notice that the ltalianate features of Bach's
works remain, throughout his composing career, equally essential and
fundamental to his style, in opposition to the increasing combination of trends
that characterises Haydn or Mozart, and which would ultimately lead to the
dramatic efficiency of their mature works. Associating J. C. Bach with the
emergence of the high Classical style is a correct assumption, given his
influence on Mozart and his early pioneering of ltalian trends. Nevertheless,
the merging of other influences, such as the empfindsam Stil, never occurred

® Robert Gordon Batt, “A Study of Closure in Sonata-Form First Movements in Selected Works of W.
A. Mozart” (Ph.D. thesis, University of British Columbia, 1988), 213.
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in Bach’s production, which explains the anachronistic traits still apparent in
the last published sonatas (from 1780 or 1781).

1.3. Formal characteristics

J. C. Bach's published solo and ensemble keyboard sonatas often
present a two-movement plan, following contemporary practice. The Op. 17
solo set includes only two sonatas with three movements. Op. 5 includes
three two-movement sonatas and the same number of three-movement
sonatas. One of the three-movement sonatas (V / 6), however, begins with a
prelude and fugue, a type of sequence found in works by Padre Martini, and
not with a movement in sonata form followed by a slower movement. J. C.
Bach's preference for two-movement sonatas after moving to London may
reflect an attempt to adapt to the specificities of the British market. Daniel
Freeman mentions Ciampi as the author of “the first of the Anglo-ltalian
collections to follow the Albertian two-movement formats, which were to
become standard in London throughout the 1750s and 1760s.”'° J. C. Bach
followed this trend and nearly abandoned the three-movement plan adopted
in all his earlier solo and accompanied keyboard sonatas, namely the A
minor solo, the A-flat major and B-flat major solo sonatas and the eight
Milanese accompanied sonatas.! The preference for the two-movement
sonata plan explains the scarcity of slow movements among J. C. Bach’s
sonatas, since the two movements are, as a rule, fast movements (usually a
coupling of a sonata-form movement with a minuet or rondo).

Taking into account the problems that necessarily arise from
attempting to classify in systematic terms this type of repertoire, the following
table tries to depict the variety of formats included in the Op. 5 and Op. 17

sonatas.

' Daniel E. Freeman, “Johann Christian Bach and the Early Classical Italian Masters,” in Eighteenth-
Century Keyboard Music, ed. Robert L. Marshall (New York: Schirmer, 1994), 255.
' Listed respectively as nos. 2, 3, 4, 7 and 8 in Stephen Roe’s thematic catalogue.
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Table 1. Formal designs in Op. 5 and Op. 17.

Tripartite Binary Minuet Rondo Variations

sonata sonata

V/2:1 V/1:1 V/Ii1:2 Vi4:2 VI3:2
V/4:1 V/2:2 V/2:3 V/5:3 XVII/1:2

XVIiI/1: 1 V/3:1 V/6:3
XVII/2: 1 V/5: 1
XVit/4: 1 V/6:1
XVII/4: 2 XVIlI/2: 2
XVII/5: 1 XVII/2:3
XVII/5: 2 XVil/3: 1
XVIl/3: 2
XVIl /6: 1
XVII/6: 2
XVil/6:3

The solo sets include, in addition to different types of sonata form, two
minuets, two variation sets, three rondos and a fugue. The choice of
movements reflects a great variety in type as well as in form, without the
standardisation present in the numerous solo or accompanied keyboard
sonatas published in London at the time. Table 1 does not include the
second movement of V / 6 (a fugal work), and V / §: 2, which presents special
characteristics to be discussed later. Sonata form is evidently the prevalent
design in both sets of published solo sonatas, in particular in the Op. 17 set.

1.3.1. Non-sonata formats
The minuets, rondos and variation sets included in the solo sonatas

invariably finish the sonata to which they belong. The minuets and the
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variation sets are among the least innovative movements in the solo sonatas,
as they strictly follow contemporary conventions affecting these forms.

Both Op. 5 and Op. 17 include one variation set each (V / 3: 2 and
XVIil 7 1: 2) with a few variations (four and five, respectively) on short themes.
The variations follow closely the theme's harmonic and structural format (all
the variations have exactly the same number of bars as the theme). The
theme of V/ 3: 2 is an A B format, and the theme of XVIl / 1: 2 is a minuet in
A B A’ format, in which A’ is heavily modified. The variation sets follow the
standard rhythmic and melodic digressions: duple- and triple-rhythm
figurative melodic variants for the right-hand part, various Alberti-type
accompaniments in the left-hand part, addition of trills and turns, repeat of
the theme at the end of the set, and, in the case of XVIl / 1: 2, the inclusion of
a syncopated variation.

Rondos and minuets can only be found in the Op. 5 set. J. C. Bach
néarly discarded formats other than sonata form in his second published set
of solo sonatas, an option he remarkably does not follow in his mature
accompanied output, where the rondo remains a frequent choice for the
closing movement. Thus Op. 17 includes only various types of sonata form,
with the exception of the variation set in XVII / 1 (with a minuet as theme).

There are two minuets in the Op. 5 set, concluding the first and the
second sonatas. They are both simple A B A’ formats with repeats of each
section, and slight alterations in the A’ section allowing for the return to the
tonic. Roe classifies V / 1: 2 as a simple tripartite sonata form,'# but in fact
the B section does not modulate, simply moving from a dominant pedal back
towards the tonic. V/2: 2 includes in addition a trio in the minor mode, with
the same type of tripartite formal design.

The rondos try to escape the conventionality that marks some
examples of the genre included in the accompanied sonatas. There are
three rondos in the Op. 5 set: in the fourth, fifth and sixth sonatas. The
Rondeaux from the fourth sonata is, ultimately, a standard AB A C A design.
The simplicity of the design is, however, concealed by the présenoe of

12 Roe, “The Keyboard Music,” 228.
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transition areas. The refrain, for instance, includes a conclusive tonic (E flat
major) cadence in bars 15-16, but is followed by a shorter and faster codetta-
like section (bars 17-24) and a transition passage (bars 25-28) to the first
episode. This episode begins with a transposed version (in the dominant
key) of the refrain, which literally restates the refrain’s initial three bars. The
second episode (bar 71) begins in the tonic, but modulates immediately to
the relative minor key and also includes a modified C-minor version of the
refrain (bar 83). Thus the movement presents two incomplete non-tonic
statements of the refrain in the midst of episodes, mixing the perception of
episodic and main thematic material and concealing the sectional borders.
This eftect is heightened by the inclusion of transitional sections, not found in
many rondos in the accompanied sonatas, in which refrain and episodes are
merely juxtaposed and, in some cases, separated by double bars. The
Prestissimo of the fifth sonata, even though not announcing its format in the
title, is a rondo following this latter type of structure, with clearly separated
sections, articulated by the use of double bars and/or conclusive cadences.
The first episode begins in bar 8, after a twice-stated short refrain. The
second episode (bar 38) is in the minor mode (the rondos in the
accompanied sonatas often include an episode in a minor mode as well), and
the third episode (beginning in bar 64), development-like in character, starts
in the rela_ttive minor (C sharp) but proceeds by a series of modulations to the
tonic (E major) again, and then stepwise from F-sharp minor to G-sharp
minor, before the final return of the refrain (bar 88). The gavotte-like
Allegretto that concludes the sixth sonata is the shortest of the three rondos:
like V / 4: 2, it presents only two episodes, but they are clearly demarcated.
This rondo iIs characterised by the use of triplets in the second episode and
the double-note texture of the refrain’s right-hand part, reminiscent of the
doubling at the third by the accompanying part in the accompanied sonatas.
The three rondos are not only structurally and stylistically varied; the rondo of
the fifth sonata, virtuosic and toccata-like, is very different from the other two,

which are more melodic and intimate in expression.
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1.3.2. Sonata forms
J. C. Bach’s obvious predilection for sonata form is based on a highly

eclectic approach to that design. The type of sonata form used varies
greatly, as one would expect in this particular period, but binary sonata
designs, as seen in Table 1, outnumber tripartite sonata formats.

The placing of individual movements in the categories proposed above
is not always straightforward, and some movements prove particularly
difficult to characterise. The first movement of XVII / 1, for example, is
apparently a tripartite sonata form, but the exposition material is not fully
repeated after the development. The recapitulation begins in bar 74 with a
theme that could be considered, taking into account its function in the
exposition (bar 7), as a second principal theme or a bridge. The first principal
theme, however, is not repeated in the recapitulation, raising some doubts as
to whether this movement can truly be classified as a tripartite format. Since
the recapitulation begins with material from the principal, not the secondary,
key area (in G major), classifying this movement as tripartite seems finally a
logical choice. We find even greater formal diversity among the binary
designs.

The diversity in the type of sonata design sets the solo sonatas apart
from the accompanied settings, which resort to a more standardised
approach to the format. The variety is naturally increased by the fact that
some of the solo sonatas include slow movements, which are seldom found
in the accompanied sonatas. The tripartite type of sonata form, whilst not the
most prevalent (the rounded binary type prevails in all sets), is used more
often in the solo sonatas, particularly in the second set, than in the

accompanied sonatas.
In the high Classical style, formal differentiation was achieved by

means other than mere juxtaposition of sections or use of sequences, a
procedure prevalent in J. C. Bach, even in developmental sections. It is first
and foremost the harmonic functions that phrse the speech, but in
composers from the early Classical period, the coherence between the
general harmonic structure and the melodic speech is not marked by the
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mastery of later Classical composers. As Charles Rosen points out when
referring to the “mannerist” style (in which he includes composers from
Handel to Mozart), “the most glaring weakness of this period is the lack of co-
ordination between phrase rhythm, accent, and harmonic rhythm.”"
Nevertheless, in early as in late Classical composers, we find that speech
conditions form, in the sense that it moulds and provides a direction to the
musical discourse. Leonard Ratner refers to the “important objectives in 18™-
century musical expression—to touch the feelings through appropriate choice
of figures and to stir the imagination through topical references.”’* The topoi

that characterise the mature Classical style are already present, in an
incipient stage, in the production of J. C. Bach. Wye Allanbrook stresses that

“Bach’s sense of the harmonic drive of the key-area form and its polarities is

stronger than his skill for maintaining a continuity of topical logic.”® We
could, however, apply a topical approach to a particular composition and find
a relation between topics and harmonic structure, taking as example the

exposition of the first movement of XVII /1 (example 3).

Ex. 3. XVIl/1:1, bars 1-41.

Allegro*

13 Charles Rosen, The Classical Style: Haydn, Mozart, Beethoven (New York: Norton, 1972), 48.
14 Leonard Ratner, Classic Music: Expression, Form, and Style (New York: Schirmer, 1985), 30.
1> Wye J. Allanbrook, “Two Threads through the Labyrinth,” in Wye J. Allanbrook, Janet M. Levy
and William P. Mahrt, ed., Conventions in Eighteenth- and Nineteenth-Century Music (Stuyvesant:

Pendragon Press, 1992), 171.
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+ The first phrase (bars 1-7) shows clear marks of the orchestral style: it
begins with a call-to-attention chord, followed by repeated string-like
descending runs, and ascending arpeggio passages doubled in canonic
fashion (also repeated).

+« The next phrase proceeds to singing-allegro style: a two-bar melodic
motive, repeated and transposed, accompanied by an Alberti bass (bars
7-13), closing with a short transition (bars 13-15).

+ The ensuing section is characteristic of J. C. Bach: a sudden change from
the previous quavers to triplets, introducing ﬁgurative- combinations based
on repeated scale and arpeggio fragments (bars 16-23).

+ In bar 24 there is a return to binary metre and to ornamented melodic
material (singing-allegro style). This section does not literally repeat the
second phrase, but, particularly from bar 29 to bar 35, there is a clear
rhythmic and melodic connection between this material and the melodic
motive presented in bars 7-14. The resemblance is further enhanced by
the use of one-note appoggiatura ornaments in both sections.

+ The next section (bars 35-38) begins with a scalar passage and leads to a
spacious second-inversion tonic — dominant cadence (bars 37-38).

+ The exposition is concluded by a short codetta (bars 39-41) based on an
orchestral-like passage with parallel motion at the tenth.

This analysis does not také into account the harmonic scheme
underlying these sections, but we can easily establish a relation between the
sections and their role within the exposition. The first two sections (in the
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tonic key of G major) would correspond to the principal theme group. The
second phrase modulates to the dominant key, thus assuming two different
functions, as pointed out earlier. It could be labelled as a bridge, connecting
the opening theme with the secondary theme area, but it can also be
considered as a second principal theme, due to its contrasting character to
the orchestral-like opening and its melodic autonomy. The secondary theme
area (in D major) would include all the remaining sections: the figurative
section beginning in bar 16, the two melodic sections beginning in bar 24,
and the three-bar codetta closing the exposition. In general, all motives
included in secondary areas seem to function as independent and equally
important entities, regardless of the existence of common rhythmic/melodic
traits. Motives are juxtaposed without any apparent attempt at establishing a
formal hierarchy. Thus, in J. C. Bach, formal classifications can be quite
elusive: the function of a given passage or section is diluted within larger
harmonic contexts marked by the abundance of short, tightly connected,
independent units. The effect is, in any case, of providing fluidity between
units of similar or contrasting character. The lack of a clear formal hierarchy
is one of the factors that distinguishes J. C. Bach from composers such as

Mozart. As Kofi Agawu describes:

In the Classic period, beginnings are beginnings, middies
are middles, and endings are endings, (...) there are specific
attitudes to these three interrelated and interdependent
segments of the syntagmatic chain, and (...) although they
share certain features, they are, on the whole, not
interchangeable. To recognize these functions Is, paradoxically,
to recognize their potential interchangeability, the possibility of
playing with them, of reinterpreting them or working against their
normative presumptions—in short, of using them creatively. '

The profusion of motives in J. C. Bach's keyboard music eludes the
establishment of conventional rules of usage, and causes difficulties in this
process of “reinterpretation.” The formal hierarchy that would allow for a

1 V. Kofi Agawu, Playing with Signs: a Semiotic Interpretation of Classic Music (Princeton:
Princeton University Press, 1991), 71-72.
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process of interchangeability is not as effectively handled by J. C. Bach as it
is by Mozart or Haydn.

The secondary theme area is, in J. C. Bach, the section where more
thematic or motivic units are included. This feature is consistent with William
Caplin’s statement that “as a general rule, the main theme is the most tight-
knit unit in a sonata exposition, whereas the transition and subordinate theme
are distinctly looser in structure.”'’ In J. C. Bach, nevertheless, there is often
no marked character contrast between the motives/themes of the principal
and the secondary areas. Some virtuosic closing movements, such as XVIl /
2: 3, XVII /1 4: 2, or XVII / 5: 2, are in fact examples of great thematic
uniformity. On the other hand, the opening movements of the last three
sonatas in the Op. 17 set, where lyrical principal sections are followed by
bustling, figurative secondary areas, remain exceptions in a sonata output
otherwise characterised by a considerable degree of thematic/motivic
homogeneity. Curiously, these three movements are also among the most
Mozartian among J. C. Bach'’s solo sonatas, with their opening in descending
semiquavers and their use of dotted rhythms and syncopation. [n fact,
secondary theme areas in J. C. Bach often present figurative material rather
than melodic themes/motives. The contrasting lyrical secondary theme of V/
2: 1 (beginning at bar 19) is an exceptional case in a collection of sonatas

where the secondary themes are often based on scalar and arpeggio
ﬁguraﬂon, such as V / 3. 1 or the last three sonatas in Op. 17 above

mentioned.

We find some of the most complex examples of secondary theme
areas in the Op. 17 set. In the Op. 5 sonatas, the secondary areas are
usually shorter and include fewer themes than the secondary areas in the
Op. 17 sonatas. The secondary area in the first movement of XVII / 2
(example 4) presents a succession of juxtaposed themes/motives in one of

the most extended secondary sections of the solo sonatas.

'” William E. Caplin, Classical Form: A Theory of Formal Functions for the Instrumental Music of
Haydn, Mozart, and Beethoven (New York: Oxford University Press, 1998), 17.
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Ex. 4. XVIl/2: 1, bars 12-51.
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The first two themes in the secondary theme area of XVIl / 2: 1 (bars
12-15 and 16-20), both in the relative major key of E flat, are melodically and
rhythmically distinct, and function as independent units. The following two
themes (bars 21-24 and 24-29) are transitional in character: the first theme
includes a stepwise descending sequence of sixth melodic leaps, leading into
the dominant (B flat), and the second theme, which also proceeds by
stepwise sequence (in the right-hand part), functions as an ornamented
pedal point of B flat. The next theme (bars 30-37) introduces an ambiguous
suggestion of return to the tonic (C minor), which is in fact a deceptive
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opening in VI of E flat. This theme is considerably long, due to the repetition
of motives, and displays contrasting dynamics (forte/piano), a device usually
reserved for thematic rather than transitional passages by J. C. Bach. The
next theme (bars 38-45) introduces a different type of rhythm (triplets) and a
type of keyboard writing (alternation of hands) already present, albeit with a
different pattern, in the second theme (bars 16-20). The closing theme (bar
46) is clearly derived from the second theme, presenting double notes in the
left-hand part, as well as repeated notes and alternation between left and
right hands. The unity of this secondary area is thus stressed by the
presence of common features in some of the motives. A passage such as
the transitional theme in bars 21 to 24, for instance, shares common traits
with other passages, namely the alternation between hands present in the
second and closing themes, or the use of a descending sequence, mirrored
by the ascending sequence in bars 25-29. The internal connections are
extended to larger units as well, through elements such as the use of
sequences of descending seconds in both principal and secondary areas
(compare bars 8-9, 33, and 37).

| In this context, [abelling the various sections of a movement is an
analytical tool that provides scarce information about some fundamental
aspects underlying the structure of this type of composition. The thematic
and transitional elements Iin these pieces, within the context of the
tonic/dominant relationships, show a level of autonomy that almost places
them on an equal footing, a factor not always compatible with the
establishment of a formal hierarchy. Diversity, a concept far removed from
the Baroque ideal of unity but close to the Italianate musical fashion that
successfully marked the beginning of the Classical era and contributed to the
establishment of its style, seems to be the aim of this muiltiplicity rather than
the pursuit of a higher relation between the topical sequence and the
harmonic and formal structure of the movement. The section shown in
example 4 reflects a type of compositional approach that eludes the concepts
of theme and motive, using melodic material in a fashion that erodes the
borders between the two concepts. Motives can depart from minimal
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elements (like the arpeggio variants starting in bar 38) and, through
repetition, transposition and addition of cadential formulas, expand into a
theme, or one longer motive can become a theme in itself (as in bars 30-37,

a repeated four-bar motive). Motives can aiso, in spite of their variety,

partially show common elements that provide some degree of affinity
between them.

The Allegro assai of XVil / 3 also presents a particularly long
secondary area, making the exposition of this sonata one of the most
extended and development-like structures in the sonata set. The first theme
of the secondary area (beginning in bar 14) is first stated, as expected, in the
dominant major key (B-flat major), but is immediately restated in the minor
mode (bar 18), leading then to the dominant of the dominant in its minor
version as well (bar 21). These incursions into the minor mode, as well as
the interrupted cadence in bar 37, lead to the expansion of the area, since
each of these ‘deceptive’ procedures delays the clear establishment of the
dominant key (B flat major) and allows for the introduction of new motives
and new figuration. Unity is achieved, again, by recurring elements, such as
repeated double thirds or common accompanying patterns, presented in

different contexts.
J. C. Bach shows a marked preference for beginning the development

section with the principal theme transposed to the dominant key (even in
tripartite movements) and the récap'rtulation with a secondary theme, but
even this type of design is subject to a number of variants. The recapitulation
sections of the sonatas in binary format generally reproduce the material of
the exposition, starting with a theme (not necessarily the first) from the
secondary area with few, if any, modifications other than those required to
lead to the expected return of the tonic key. Sonatas in tripartite format, as a
rule, omit part of the exposition’s material in the recapitulation. Some
sections are partially reproduced, as in XVil / 2: 1, where part of the
secondary theme area is omitted, or V / 2: 1, which presents a shorter
version of the bridge section in the recapitulation. In the recapitulation of V /
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4: 1, the transition between two secondary themes (which start in bars 93
and 103) reproduces only a segment of its counterpart in the exposition.

XVil /1 4: 1, a movement with a particularly extended exposition
section, presents alterations in the transition material of the recapitulation as
well. The bridge of the exposition, a long section which begins in bar 6 with
the restatement of the principal theme, reaches the dominant (D major) in bar
14, but proceeds for a further six bars with an extension marked by the use of
pedal notes (first in the right-, then in the left-hand part) on the dominant of
the dominant (A). In the recapitulation, this whole section is replaced by a
shorter bridge (bars 73-80), partly based on material reminiscent of a
passage from the development (bar 45). The transition section from the
secondary theme area to the closing theme (bars 25-28 in the exposition,
and 85-88 in the recapitulation) is also altered while retaining its figurative
character.

The development sections are considerably more extended in the solo
sonatas than in the accompanied sonatas. There is, however, some
resemblance in the procedures applied, the major difference residing in the
length and degree of expansion, as we will later consider. The
predominance of binary designs (pointed out earlier in Table 1) leads to a
large number of development sections beginning with a dominant version of
the principal theme, reflecting a common contemporary trend in sonata
writing. The development section in the tripartite formats begins in some
cases with new material, asinV/2: 1, V/4: 1 or XVIl / 4: 2, but in some
sonatas uses the same procedure as the binary designs, with the
restatement of the principal theme in the dominant key at the beginning of the
development, followed by the repetition of the principal themeinthe tonic key at
the beginning of the recapitulation. The opening movements of XVII / 1
(which begins the recapitulation with the second theme from the exposition’s
principal theme area—see comments above), XVIl / 2 and XVIl / 4 are
examples of tripartite formats with a dominant repeat of the principal theme at
the beginning of the development. In cases where the principal theme is
restated at the beginning of the development, this restatement is in general
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nearly literal (transposed to the dominant) in the initial bars both in binary and
tripartite formats. A case such as XVIl / 3: 1, where the statement of the
principal theme at the beginning of the development is heavily modified, is a
rare exception.

J. C. Bach seems to prefer a sectional approach in the development
section as well, often preserving in this section the original design of the
- exposition motives. Development sectiou:ls, regardless of the type of sonata
format adopted, are therefore partly based on motives from the exposition, to
which figurative material is added. The development of XVil / 5: 1, for
instance, begins with a motive derived from the secondary theme area,
followed by the principal theme (in the tonic key, a mere five bars after the
beginning of the development!). The appearance of the tonic key (associated
or not with an exposition motive) in the midst of a development section is not
an unusual occurrence Iin J. C. Bach's sonatas: we find another instance in
the development of XVIil / 1. 1 (bar 8§8). The fact that J. C. Bach never leads
the modulation scheme to tonalities far removed from the original key may
explain some of these unexpected returns to the tonic prior to the
recapitulation. The “appearance of the main theme in the tonic with the
second phrase of the development™® is also one of several mid-century
stereotypes pointed out by Charies Rosen. Some returns to the main key are
associated with exposition motives other than the main theme, as in XVI1 / 3:
1, where a return to the tonic, associated with a motive from the bridge (bar

68), introduces an element of ambiguity for two bars.
In XVIl/ 6: 1, the return of the opening motive in bars 68-69 marks, as

expected, the beginning of the recapitulation. The general context, however,
leads the listener into perceiving a false recapitulation. The return of the
principal theme, in A major (bars 68-69), sounds abrupt, being preceded by
an extended passage in F-sharp minor. After a few bars only, it proceeds to
a figurative, cadence-like passage on a dominant pedal (bars 76-80). A
second return of the main theme (bars 80-81) presents nhew harmonies in the
left-hand accompaniment, leading to B major (bar 82) and back to the tonic

8 Charles Rosen, Sonata Forms, rev. ed. (New York: Norton, 1988), 155.
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(bar 84) with a theme from the secondary aréa (see bar 23). The
recapitulation then continues with the restatement of the exposition’s
secondary area transposed to the tonic. The combination of these different
steps functions as a dramatic procedure in the creation of the delusion of a
false recapitulation, achieved mainly through the abrupt transition from F-
sharp minor to A major, the following dominant pedal, and the consequent
severe alteration of the material in the principal key area.

The use of minor modes is undoubtedly a preferred procedure in the
development. Minor modes are a rare choice as main keys in J. C. Bach’s
sonatas: only one sonata in each set (V /6 and XVII / 2) is in a minor key.
This avoidance of minor keys in keyboard works dates from J. C. Bach's
early compositions, among which we find a single sonata in a minor mode,
the A-minor solo keyboard sonata. Nevertheless, we often find minor keys in
the development sections, in particular the relative minor (asinV/1:1,V/ 3:
1 or XVIl / 3: 1) or the minor supertonic (as in V / 2: 1 or XVIl / 5: 1), which
are used as pivot points in the modulating schemes. Also noteworthy is the
use of sequences or repetitions of figurative material (often unrelated to the
material of the exposition) as a means of expanding the development
section.

The development section of XVII / 6: 1, for example, presents several
of the development procedures already mentioned. It begins with a literal
restatement of the principal theme in the dominant key (bars 53-62), followed
by several sequences. The first sequence (bars 62-69), combining
scalar/arpeggio motives, is based on the transposition of a two-bar motive
through a circle of fifths from F major to A major, through C, G and D minor.
The next two sequences (bars 71-73 and 74-79), based on short motives as
well, proceed by stepwise descent. These last two sequences present
contrasting characters: the first includes two-by-two articulation slurs in the
left-hand part which confer to the passage a mournful mood. while the
second Is orchestral-like and imposing, with thirds in the right-hand part and
octaves in the left. They modulate respectively to D minor (bar 74) and to the

dominant, F major (bar 81).



31

Some development sections are concluded by a fermata requiring the
insertion of an improvised lead-in. Several sonatas in both sets include such
fermata signs. Example 5 presents Ludwig Landshoff's suggestion'® (a

simple ascending scale) for a lead-in to the recapitulation of XVIl / 5: 1.

Ex. 5. XVII/5: 1, bars 79-80.
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The dominant note, ornamented with a trll and doubled at the octave,
at the end of the development of XVII / 3: 1 (bar 78) can be effective if played
as marked, but allows for the insertion of a lead-in or even a short cadenza.?°

The several fermata markings in the Op. 5 set present different
functions. Some are placed at the end of development sections, as in the
cases above mentioned, and require the same type of short lead-in passage,
asinV/1.1(bar62) and V/4: 1 (bar 84). The other examples, found in the
last two sonatas of the set, fulfil different functions.

Two of the three fermatas in V / &6: 2 (bars 23 and 47), when
ornamented, can function as structural points of “deception,” embellishing
Interrupted cadences and further delaying the resolution of the dominant
harmonies present in the bars that immediately precede them. The fermatas
can contribute to introduce a vocal-like embellishment in a movement clearly
marked, as Stephen Roe points out, by the operatic style.*' They are also
one of several elements that contribute t{o dilute the basic tripartite structure

'’ Joh. Christian Bach, Zehn Klavier-Sonaten, ed. Ludwig Landshoff, vol. 1 (Frankfurt: Peters, 1927),

19.

0 Robert Woolley inserts a short cadenza at this point in his recording for Chandos of J. C. Bach’s
Op. 17 Sonatas (CHAN 0543).

2 Roe, “The Keyboard Music,” 228.
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that underlies the movement's form. These elements are numerous: the first
section (bars 1-29) includes a dominant sub-section (bars 13-29) based on
thematic material obviously derived from the opening theme, and a
substantial part of this dominant sub-section is also repeated (transposed to
the tonic and varied) at the end of the movement. This leads us to believe
that the second section (a short development-like section) does not begin
before bar 30 (with the dominant of the dominant). The return of the first
section (bar 38) presents a truncated version of its first appearance. The
second fermata delays, once more, a tonic cadence and the third fermata
requires a short cadenza on a second inversion of the tonic chord in bar 53
(thus combining elements of concertante and vocal styles). The combination

of these structural components provides a unique feeling of fluidity: the
tripartite form that loosely underlies the structure of the movement is not
immediately apparent to the listener.

The fermata at the end of V / 6: 1 provides a transition (on a dominant
harmony) from this prelude-like Grave to the second movement, a four-
voiced double fugue, which is described by Roe as “a somewhat cold display
of technical artifice in the manner of Martini.”** The Arpeggio marking on the
last two bars of this fugal movement requires an arpeggiated performance, in
an improvisatory-like manner, of the last three chords. This performance
indication could be related to the empfindsam Stif (hamely to C. P. E. Bach's
free fantasy), and to Baroque performance practioe as well. J. S. Bach, for
instance, used similar indications over extended chordal passages in fantasy-
style keyboard works, such as the Chromatic Fantasy BWV 903, the Fantasy
BWV 944 or the Prelude BWV 923. The influence of Baroque traits is evident
in V /6 as a whole, since this sonata was probably composed during J. C.
Bach’s period of residence in Italy, where he studied counterpoint with Padre
Martini. The composition style used in this sonata, particularly in the first and
second movements, is typical of an earlier stage, even if it already shows J.
C. Bach's later fondness for motivic material and altermation between duple

and triple division of the beat (namely in V / 6: 3).

# Roe, “The Keyboard Music,” 169.
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The presence of Baroque traits in the solo sonatas, especially in the
Op. 5 set, is understandable if we take into account J. C. Bach's training and
his position as one of the earliest representatives of the Classical style.
Some features of J. C. Bach’s compositional style and a number of formal
options are aspects that reveal the proximity of the Baroque era. The choice
of instruments, the way in which they are combined (in the case of the
accompanied sonatas), and the introduction of new performance-practice
features and conventions are, however, elements of innovation. These new
factors are highly relevant in the appraisal of this type of repertoire, since
they introduce radical changes in the way keyboard music was played and
perceived. The major factor leading to these changes was, first and

foremost, the emergence of the pianoforte as the preferred keyboard

instrument in the Classical period.

Instruments—the pianoforte

1.4.

The choice of the pianoforte as an alternative to the harpsichord tor
the performance of keyboard sonatas was still not common at the time of the
publication of the Op. 5 set (indeed this set is seemingly the first London
publication to include both instruments in its title page).*> The fact that J. C.
Bach was the first composer in London to do so does not come as a é.urpri'se:
his reputation as a performer and concert organiser was, at the time,
associated with the general adoption and rising popularity of the pianoforte.
He must undoubtedly have come into close contact with hammered keyboard
instruments before his arrival In London, in spite of the limited and waning
interest the pianoforte had first met in its earlier days, immediately following
Cristofori's invention. The new instrument was not a novelty for the members
of the Bach family. Stewart Pollens mentions that J. S. Bach “served as
Gottfried Silbermann’s intermediary in the sale of a piano to Count Branitzky
of Bialystok on May 9, 1749, suggesting "that Bach was a supporter of the

5 Roe, “The Keyboard Music,” 79.
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new form of keyboard instrument,”** and C. P. E. Bach, with whom Johann
Christian lived in Berlin from 1750 to 1754, mentioned the pianoforte in his
writings. J. C. Bach’s familiarity with the new instrument could have
developed during that period: several pianofortes may have been available in
Berlin at the time, since, “in the 1740s, Frederick |l had purchased all the

ones built to the date by Gottfried Silbermann.”

With the exception of the Op. 2 set, whose title page indicates the
harpsichord only, all the sonata sets (accompanied and unaccompanied)
published after J. C. Bach’s removal to London indicate the pianoforte as an
aternative to the harpsichord for the keyboard part. London publications tended
to refertothe two instruments, a feature not always found in Continental
editions: John Irving mentions that, while Parisian first editions (from the
1760s) of sonatas by Schobert, Eckard, or Honauer referred onlytthe
harpsichord, “the English reprints routinely specify pianoforte.”

J. C. Bach was one of the first composers manifestly to favour the new
instrument. His association with pianoforte builders in London s
documented; he is also indirectly credited with the upsurge in pianoforte
building and designing in London by Burney, who wrote that “after the arrival
of John Christian Bach in this country...all the harpsichord makers tried their
mechanical powers at piano-fortes.™’ Burney was certainly referring to early
efforts in the mid-1760s to produce grand pianofortes; these attempts were
overshadowed by the swift establishment of the square piano (and
particularly the square piano designed by Zumpe) as a fashionable (and
affordable) keyboard instrument. The introduction of the pianoforte In
England is mentioned in the journals of Mrs. Papendiek, daughter of a

chamberiain in attendance to Queen Charlotte:

About this time pianofortes were first introduced in this
country. They had been in use for some little time in Germany,

2% Stewart Pollens, The Early Pianoforte (Cambridge: Cambridge University Press, 1995), 175.

2> Marc Vignal, Les Fils Bach (Paris: Fayard, 1997), 117.

26 yohn Irving, Mozart’s Piano Sonatas: Contexts, Sources, Styles (Cambridge: Cambridge University
Press), 22,

27 From the article “Harpsichord” contributed by Burney to Rees’s Cyclopaedia (1819-20); quoted in
Michael Cole, The Pianaoforte in the Classical Era (Oxford: Clarendon Press, 1998), 50.
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and were considered a very successful invention. Those
instruments now known as ‘small pianofortes’ were the first that

made appearance in England, and those of a square shape
shortly followed, upright ones not being known till much later.*

In fact, the attempts by harpsichord makers at building pianofortes,
mentioned by Burney, preceded the widespread popularnty of the square
piano. Mrs. Papendiek's reference to ‘small pianofortes’ may be related to
these earlier types of grand pianofortes or to the first pianofortes extant in
England. The earliest reports on pianofortes in England mention, around the
1730s or early 1740s, an imported pianoforte owned by Samuel Crisp and a
copy of the same piano made by Roger Plenius.® These instruments were
probably based on Cristofori's designs. The earliest known grand by
Americus Backers is from 1772, and the first Zumpe square is from 1766 (the
mass production of square pianos began shortly after). Mrs. Papendiek’s
reference to the introduction of the pianoforte is included in a 1779 entry,
clearly a date error, and refers to ‘small pianofortes’ as predecessors of the
square piano. This could possibly be a reference to the earliest grand-piano
models, which may have seemed small to Mrs. Papendiek, who lived to
witness the subsequent evolution of the grand pianoforte into larger designs.

Michael Cole dates the beginning of Zumpe's production of square
pianos to 1766—indeed the same year that J. C. Bach published his Op. &
sonatas. There is a record of a payment made by J. C. Bach to Zumpe® in
1768, when Bach made his first recorded public performance of a solo on a
pianoforte. This fact suggests a possible business association between the
two, to which we may add that a future associate of Zumpe, Gabriel

Buntebart, was a personal friend of J. C. Bach. In this same year, Henry

*® Charlotte Louisa Henrietta Papendiek, Court and Private Life in the Time of Queen Charlotte: being
the Journals of Mrs. Papendiek, Assistant Keeper of the Wardrobe and Reader to Her Majesty, ed.
Mrs. Vernon Delves Broughton, vol. 1 (London: Bentley & Son, 1887), 107.

> Michael Cole, 43-44.

3 Terry writes (p. 113): “that Bach used one of Zumpe’s instruments can be stated positively; his
banking account with Drummond’s shows him to have paid £50 to Zumpe in this very month.”
Michael Cole contests this connection (p. 62-63): since the amount corresponds to the price of not one

but three instruments, the two facts are not necessarily linked.
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Walsh®' and James Hook®® also performed publicly, on two different
occasions, solo and concerto works, respectively. The use of the pianoforte
in public events was preceded, in the Continent, by a concert in Vienna by
Johann Baptist Schmid in 1763.%°

Regardless of the role personally played by J. C. Bach in the adoption
of the square piano by Londoners, Zumpe was highly successful in his
venture: mass production of the instrument ensued, not only in Britain, but on
the Continent as well, by a number of other builders, and it became “the
essential accessory for the polite drawing-room or music salon in both
London and Paris.”* The square piano was the most popular and sought-
after type of piano (and continued so for several decades) among the models
available. Katalin Komlos points out that the pianoforte is “mentioned and
evaluated in various contexts in musical and sociological writings (past and
present),” which suggests “the notion of the wing-shaped instrument as a
matter of course; whereas the latter was basically the instrument of
professionals, made and sold in considerably smaller numbers than the
universally used domestic instrument, the square piano.”® The fact that the
square piano was an affordable and convenient version of the pianoforte
played undoubtedly an important role in the widespread adoption of this

instrument.
Nevertheless, in the years that followed, the harpsichord and the

pianoforte coexisted without a noticeable waning of interest in the former.
Publications of this period show this coexistence: as in J. C. Bach's solo
sonatas, both instruments are usually mentioned as alternative in the title

pages of keyboard works, and the building of new harpsichords proceeded
undiminished for some time more. Michael Cole points out that demand for

Shudi and Kirckman harpsichords “reached their all-time peak about 1775,

*l Lawrence Libin, “The Instruments,” in Robert L. Marshall, ed. Eighteenth-Century Keyboard

Music (New York: Schirmer, 1994), 21.

32 Michael Cole, 122.
33 Malcolm Bilson, “Keyboards,” in Performance Practice after 1600, ed. Howard Mayer Brown and

Stanley Sadie (London: Macmillan Press, 1989), 223.

** Michael Cole, 52.
3% Katalin Komlés, F ortepianos and their Music: Germany, Austria, and England 1760-1800

(Oxford: Clarendon Press, 1995), 13.
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and continued at that level for almost a decade, apparently unaffected by the
tremendous surge in piano production.”® Peter Le Huray writes that it is only

in 1799 that “the Paris Conservatoire awards an annual prize for piano

37

playing, and discontinues the harpsichord prize.™ Thus we can safely

assume that both instruments were commonly in use up to J. C. Bach’s death
in 1782, and that his keyboard works were played on erther instrument,
subject to availability and preference.

The soft tone of the early hammered instruments must have been,
however, an important drawback in a concert situation. This disadvantage
would certainly be more obvious in the case of the square piano. Michael
Cole mentions that “the trichord piano of Backers would clearly have the
fuller tone implied by Schroeter’s and Bach's interest in the piano concerto,™®
buf, otherwise, the harpsichord remained as the main alternative for public
performances. The solo and ensemble keyboard repertoire was essentially
meant for private and domestic performance, in which case either instrument
would be adequate. The use of the pianoforte as a solo instrument in
concerts, however, was not common in J. C. Bach's time. As mentioned
earlier, there are no records of solo pianoforte performances in England prior
to 1768, and this absence may be explained, on one hand, by the fact that
the keyboard repertoire (including the sonata) was generally meant for
domestic performance, and on the other hand, by the soft tone of the most
current type of piano available, namely the square piano. A grand pianoforte
would probably be the only instrument that could render an effective
performance of solo repertoire in a concert hall, as the square piano could
hardly compete with the fuller sound of a harpsichord. As David Rowland
points out, “In certain circumstances the harpsichord seems to have been
preferred—notably in concertos, according to some of the evidence in Paris

36 Michael Cole, 1.

*! Peter Le Huray, Authenticity in Performance: Eighteenth-Century Case Studies (Cambridge:
Cambridge University Press, 1990), 164.

** Michael Cole, 122.
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and London. The reason for this is probably the superiority of the

harpsichord over the early piano in projecting the sound.”®

According to contemporary accounts, the widespread use of the
pianoforte in public events became common only towards the last years of J.
C. Bach's life. Komlds writes that “according to the accounts of Stevens, in
the second half of the 1770s, the keyboard instrument used at most places of
public music-making in London was the pianoforte.”® An entry for 1781 in
Mrs. Papendiek’s diary confirms that larger pianofortes were later used for

the performance of solo repertoire:

Schroeder was brought forward as the new performer on the
pianoforte, and although the small instrument was still used for
the accompaniment of vocal music in a concert room, as the
harpsichord was at theatres, the grand pianoforte was now
introduced for solo playing. The makers were Broadwood and
Ganas [sic]. Bach played occasionally, but Schroeder was the

planet [sic].*’

The grand piano of English design was still following a process of
evolution, in the hands of makers such as Americus Backers and Robert
Stodard. Michael Cole points out that the grand pianos in the 1780s “had
achieved some degree of perfection,” but showed problems “in the power
and evenness of their tone, due to some rather conservative string
tensions.™? In the excerpt above, Mrs. Papendiek is referring to the piano
builders Christopher Ganer and John Broadwood. The latter developed
designs that solved problems affecting earlier types of grand pianos, but
these improvements were posterior to J. C. Bach's lifetime. There is also
reason to believe that the adoption of this maker’'s pianos, mentioned by Mrs
Papendiek, came later than implied by the entry's date. Komlos states that
“Broadwood built the first grand piano in 1781 or 1782,”*° but the oldest

¥ David Rowland, 4 History of Pianoforte Pedalling (Cambridge: Cambridge University Press,
1993), 13.

¥ Komlos, 46.

! papendiek, 134.

*2 Michael Cole, 131.

* Komlés, 9.
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surviving Broadwood grand is from 1787, and the first sale record of a grand
piano from the Broadwood workshop is from 1785.*

Besides the harpsichord, different types of keyboard instrument would
thus have been available to J. C. Bach for a considerable part of the time he
ived in London, namely various types of square pianos and grand pianos.
The latter would have been used seldom, due to less availability, but also
because this type of piano was still undergoing alterations in the search for
more effective models. Nevertheless, J. C. Bach undoubtedly favoured the
pianoforte for the performance of his solo and accompanied sonatas, which
is evident in the use of dynamic markings in most sets published by the
composer while living in England.*® Whereas a two-manual harpsichord
could have rendered some of the forte/piano indications, all sets, with the
exception of Op. 2, present several examples of crescendi, and/or passages
which require a rapid alternation from forte 'to piano, physically impossible to
perform on a harpsichord.

As mentioned earlier, both the harpsichord and the pianoforte were in
common use during most of J. C. Bach’s time in London. Bach, otherwise so
wiling to adapt the technical requirements of his music to potential
performers, would hardly ignore this fact. The pitch range of his solo
keyboard sonatas allows for their performance on the most common
keyboard instruments then available, not only harpsichords, but square
pianos by Zumpe or similar models by other makers as well. As Michael
Cole mentions,* the AA flat in V / 4: 1 could be played on a Zumpe piano*’
by retuning its lowest note, GG, a semitone higher. A passage in XVII /2: 3
(published in 1773 or 1774) also shows that J. C. Bach might have taken into
account the range of square pianos of the type made by Zumpe: in the
recapitulation (bars 82-83) of the material in bars 27-28, Bach omits the
doubling at the lower octave in the left-hand notes, used in the exposition. In
order to double the bass in the recapitulation as well, a GG and a FF sharp

* Michael Cole, 133.
*> The keyboard part of the Op. 2 set, composed for the harpsichord, presents no dynamic indications.

* Michael Cole, 66.
*7 Zumpe’s model presented a dummy AA flat, as did models by other English makers who fashioned

their own instruments after Zumpe'’s.
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would have been required. Michael Cole mentions that “English
harpsichords of the period had a full five octaves down to FF,” thus a
harpsichord would have been suitable for the performance of this work. The
most common piano models, however, would have had the GG, but not the
FF sharp, so the doubling is altogether omitted in the recapitulation. The last
sonata in the Op. 17 set includes a FF in the closing movement, which does
not exist on a standard 58-keyed square piano, but the sonata could still be
played on a harpsichord. It is known, in addition, that harpsichord makers
were already experimenting with grand pianoforte designhs in the decade
preceding the publication of this sonata. The earliest known English grand, a
1772 bichord piano by Americus Backers, had 60 notes: FF, GG to f3, and
this sonata could also have been played on it. Some square pianos also

began to include full five-octave keyboards (FF to f3) around the time of

publication of these sonatas.*

The Backers piano, in addition to a fuller compass, also presented
foot-operated damper-lift and una-corda pedals, a feature uncommon in
square pianos before the mid-1770s. The widespread use of foot pedals is,
in fact, characteristic of British pianos, as builders in Central Europe
continued to apply hand- or knee-operated devices to their models for a
longer period. Pascal Vandervellen, commenting on the piano collection of
the Musical Instruments Museum in Brussels, mentions that “in Germany and
Austria, the registers are controlled by either hand-stops or knee-levers until
around 1808 for grand pianos and until 1820 for squares, whereas in the rest
of Europe, the hand-stops are replaced by pedals at the very beginning of the
19" century.”™® Hand stops would have been the most common available
operating devices for piano registers during J. C. Bach’s time in London.
Zumpe’s square pianos from the 1770s, for instance, would normally include
a buff (harp) stop and two damper-lift stops (in order to lift separately the
treble and the bass dampers). These were, however, hand-operated, and

¥ Michael Cole, 72.
*? Michael Cole (p. 72) quotes a letter from Charles Burney to Thomas Twining that implies that

Pohiman made five-octave pianos already in 1773.
°? Malou Haine, ed., Musée des Instruments de Musique, vol. 5, Pianos, by Pascale Vandervellen

(Sprimont: Mardaga, 2000), 4.
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nearly impossible to change rapidly in the course of a performance. These
stops would drastically change the tone quality of a piece, and they could
also be combined to create novel effects.

The popularity of these tone-changing devices is undeniable, judging
from their widespread adoption. They seem to have become particularly
fashionable in the Continent. According to Richard Maunder, “squares seem
to have been regarded not as a domestic version of the grand piano (...), but
rather as a separate genre, on which touch sensitivity was less important
than the mutations.™"

It is questionable whether the use of the hand-operated damper-lift
stop would be an efficient choice in any of the sonatas by J. C. Bach.
Michael Cole suggests that, “with two hand stops provided for the divided
damper lift (sometimes one), the clear implication is that in the eighteenth
century much music was played with the dampers raised.”? Rowland
confirms this statement, referring also “that performances with the dampers
raised were not at all uncommon in the eighteenth century (...) and it is also
clear that some commentators viewed the natural state of the instrument as
undamped.”™? Even making allowance for the shorter sustaining time of early
pianos, this effect would surely be inadequate for many types of repertoire.
Michael Cole mentions Burney’'s critical view of a type of performance
making wide use of undamped effects, which suggests that professional
musicians and amateurs® may have had conflicting views on this issue.
Kenneth Mobbs quotes Czerny's opinion on special-effect stops as “childish
toys of which a solid player will disdain to avail himself.”> The use of
mutation stops was even more prominent in Continental piano models, which
implies that amateur pianists were markedly fond of varied effects in
performance. Regarding J. C. Bach’'s music, Rowland maintains that “in
general his keyboard textures are less adventurous than those of the

! Richard Maunder, Keyboard Instruments in Eighteenth-Century Vienna (Oxford: Clarendon Press,

1998), 79.

>* Michael Cole, 88.

>> Rowland, 32.

54 Michael Cole, 88-89.

5> Kenneth Mobbs, “Stops and Other Special Effects on the Early Piano,” Early Music 12, no. 4

(November 1984): 473.
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inheritor of his style, Mozart. It is therefore difficult to imagine that Bach had

very much use for hand stops or pedals.™® The “potential for novelty” or the
possibility to “overcome some of the short-comings of the early _piano,”
mentioned by Rowland as reasons behind the use of tone-modifying stops for
the performance of piano music,”’ could justify the use of the damper-lift
pedal, when available, in some passages in Bach’'s sonatas, such as
arpeggiated sections or extended sections on a single harmony, or even the
use of the buff stop, combined or not with the use of the damper-lift, for a
special effect. More probably, the transfer of harpsichord performing
techniques, such as the technique some early-music performers nowadays
refer to as ‘finger-pedal’, that is, sustaining some notes longer than written,
would replace, in the case of J. C. Bach, pedal effects that would only be
available to the few performers owning a piano equipped with foot pedals. As
Christopher Kite notes, “accompanying figures in broken chords would
automatically be played tenuto to give more harmonic support and delineate
the bass line,”™® a technique that could also be effective in the performance
of Alberti-bass figuration.

The issue of whether to use pedal effects or not in J. C. Bach's solo
keyboard works is a matter to be handled according to the specific contexts
of the music. Needless to say, at the time of their composition, a performer
would have had the option of playing these pieces on a harpsichord, or on a
grand or square piano. He could ailso have chosen not to use any of the
stops available, or to use the sustaining (damper-lift) hand-stop in order to
play some sections partially undampered, or even combined lifted dampers
and buff stop (available in most square-piano models from 1769 or 1770), an
option which would cause less reverberation.”® The modern usage of the
foot pedal was not an option, according to contemporary performance
practice. On one hand, grand pianos equipped with foot pedals, which were
more costly, were available in smalier numbers than squares, the type of

L

¢ Rowland, 97-98.

37 Rowland, 30.

°® Christopher Kite, “Playing Mozart on the Fortepiano,” The Harpsichord and Fortepiano Magazine
4, no.3 (April 1987): 53.

> Michael Cole, 55.
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instrument on which this type of repertoire was more often played. On the
other hand, as Komldés remarks, the undamped register was seen as “a
device for special colour,”™® thus applied to longer sections or even
movements and pieces. This precludes the use of different degrees of
pressure on the pedal, as in the modern piano, a technique apparently not
used in early piano models, even when equipped with foot pedals.
Performing sonatas by J. C. Bach would give the contemporary
keyboardist the opportunity to interpret various contrasting moods and styles.
There was no limit to the number of effects present in a keyboard work: it
could include vocal-like or orchestral passages, it could swiftly change
metres without warning, include dance-like passages or movements. The
mood chosen had less importance than the possibility, now widely accepted,
of change and variation within the framework of a slower moving harmonic
rhythm and the dramatic weight of the harmonic relationships that marked
most formats, namely the framework of sonata form. The emergence of the
pianoforte as the instrument of choice among the range of keyboard
instruments then available comes as no surprise. Like the harpsichord, the
pianoforte could express subtle changes of articulation, if in a somewhat
different way, but it could also replicate the orchestral effects of dynamic
variation. As we will later see, the addition of further instruments in an
accompanying role provideé other possibilities to the performer, then still
limited by some mechanical shortcomings (from our modern perspective) of
the pianos in J. C. Bach’s time. When considering the possibilities of playing
contrasting dynamics on the new instrument, one should, however, bear in

mind the mechanical limitations of the square piano, the most widely adopted
model. The absence of an escapement mechanism prevented the performer

from playing excessively loud, since there was the risk of the hammer striking

the string twice.
While scarce, the use of dynamic indications in all but the last two

sonatas of the Op. 5 set suggests that the composer had an instrument with
the characteristics of the pianoforte in mind for most of these sonatas. These

% Komlés, 78.
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dynamic indications do not preclude the use of the harpsichord; indeed some
effects, namely the juxtaposition of sections with contrasting dynamics, can
be rendered by a double-manual harpsichord or, to some extent, by a
harpsichord equipped with a swell. Even though both title pages indicate the
two instruments as alternative, the two sets include some indications that are
particularly well suited to the pianoforte. The use of the marking rinf. in bar
28 in XVil / 6: 2, for example, clearly indicates a crescendo (example 6),

placed in the middle of a rising sequence.

Ex. 6. XVII/6: 2, bars 27-29.

===

The rinf. indication is usually placed in the beginning or in the middle
of a rising sequence, thus the crescendo would be a natural interpretation,
and one certainly more effective and easier to perform on a pianoforte than
on a harpsichord, even when using a harpsichord with a swell stop. A similar
use of the same marking can be found in the first movements of the fifth and
sixth accompanied sonatas in the Op. 10 set. J. C. Bach uses few dynamic
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markings (usually forfe and piano indications) throughout his solo or
ensemble keyboard output. There is, however, some flexibility in the use of
crescendo and rinforzando markings, as they seem interchangeable to a
certain extent. Rinf., in any case, does not appear to refer to a sforzando on
a specific note, since Bach usually uses forfe in those instances (as in XVIl /
6: 1, bars 58-59).

Nevertheless, the possibility of playing J. C. Bach's solo sonatas on
the harpsichord in an effective manner is evident in the type of instrumental
writing and particularly in the toccata- or gigue-like movements. The last
movement of XVIlI / 6, for instance, reminds one of the fast, virtuosic
passages associated with Scarlatti's keyboard style. In fact, J. C. Bach often
uses techniques related to the keyboard writing of the Baroque era, such as
hand-crossing in fast passages (as in the development section of XVIi / 5: 1),
the contrapuntal style in the last sonata of the Opus 5 set, or alternation
between thetwo hands (asinV/3:1,V/5:1,XViIl/2: 1, or XVII / 5: 2). The
Baroque harpsichord style has clearly marked movements such as the
opening movement of V / 5, with its hand alternation, rapid scalar passages
and transposed figurative sequences.

The pianoforte introduced a range of effects particularly suited to the
new style: its dynamic possibilities allowed for a clearer differentiation of
sections and moods. The' use of contrasting dynamic markings in
thematically contrasting sections shows that the composer was aware of the
features of the new instrument. In spite of this awareness, the text itself and
a comparison with the accompanied sonatas provide some evidence of the

survival of earlier performance practices. When analysing markings in the
original editions of J. C. Bach, we should bear in mind that there are no
~ surviving autographs of his solo or accompanied keyboard sonatas. We
have to rely on contemporary copies or, in the case of the published sonatas,
on the first printed editions, published during J. C. Bach's lifetime, in some
cases by himself (as Is the case, for instance, with the Op. 2 accompanied
sonatas) or by his main publisher in London (Welcker). We may assume a
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certain amount of supervision by the author in the outcome of these editions,
when drawing conclusions based on these texts.

If we compare the markings of the solo sonatas with the markings in
the accompanied sonatas we cannot fail to notice the scarce presence of
legato slurs in the keyboard parts in contemporary editions of the
accompanied sonatas. The near absence of siuul markings is particularly
noteworthy in passages where the keyboard part is doubled by an
accompanying string part, and the latter shows bow markings. One can
presume that the contemporary keyboardist would normally be aware of
articulation conventions and applied them without the need for clearer
indications (which, in some cases, were present in the accompanying part).
The absence of slurs could also suggest that these pieces precede the legato
style that became prevalent as the Classical era unfolded, associated with
the “development of a musical style appropriately expressed through
cantabile performance, which included melodic lines and formal sections with
less fragmentation and greater continuous sweep.”' This shift in style is
evident in J. C. Bach’s late solo sonatas, but is achieved through different
procedures in the accompanied sonatas, as will be mentioned later. The
legato possibilities of the pianoforte were, at this time, a performance bonus
not always reflected by the notation. The subsequent developments in
pianoforte construction alsp suggest a differentiation in playing styles
between Continental and English p<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>