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ABSTRACT

The solo cello sonata begins with the appearant®eofioloncello in the second
half of the seventeenth century. There is a cdivelaelationship between composers,
performers, and the development of the cello adaisstrument, which becomes
evident by examination of the instrument and bawlissic and performance practices,
and innovations in cello technique. These factogsaplored in the works of four
cellist/‘composers of the Baroque and Classical Banenico Gabrielli (1659-1690),
Sonata #1 in G major; Giovanni Benedetto Plattb@té763), Sonata #1 in D major,
Series II; Giovanni Battista Cirri (1724-1808), &ta#3 in G minor, Op. 5; and Luigi
Boccherini (1743-1805), Sonata #2, in C major, G6.

This paper includes biographical information conagy these composers and
historical information on the development of théazébow, and instrument’s technique,
and the sonata during the centuries under disqudsach of the abovementioned sonatas
is analyzed and described in terms of the chamgd®iequipment each of the composers
might have used, the development of techniquett@dompositional evolution of the
solo sonata as exemplified in the abovementionattsvo

By examining the relationship between certain malsggents occurring in the
seventeenth and eighteenth century, composers wioalso cellists, the evolution of
the design and construction of the violoncello bad,, the advance in performance
techniques, and the development of the solo som&aossible to trace how the
different discoveries of that time were interrethtend to create a clearer picture of what

those revolutionary times might have been like.
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INTRODUCTION

The solo cello sonata begins with the appearant®eofioloncello. There is a
correlative relationship between composers, perfosirand the development of the cello
as a solo instrument, which becomes evident by axaan of the instrument and bow,
stylistic and performance practices, and innovatiarcello technique. These factors will
be explored in the works of four cellist/composarthe Baroque and Classical era:
Domenico Gabrielli (1659-1690), Sonata #1 in G magovanni Benedetto Platti
(1692-1763), Sonata #1 in D major, Series II; Groudattista Cirri (1724-1808),
Sonata #3 in G minor, Op. 5; and Luigi Boccherii43-1805), Sonata #2, in C major,
G6. Because all of the composers were cello vidsgohis research will provide a unique
perspective.

Scholars have approached each of these compodarislirally, the cello
repertory in general overviews, the instrument\satigpment, the growth of cello
technique, and the cello sonata in general. Eugenieo provides an interesting study of
the orchestra in San Petronio where the violondeoappears;Elizabeth Cowling
provides information on the selected composersadisas an excellent literature list of
Baroque cello sonatdsiumerous dissertations and articles contain inftionan the

selected composers and their wotkisere are several extensive histories of cellogtesi

! Eugene EnricoThe Orchestra at San Petronio in the Baroque @¥ashington: Smithsonian Studies,
1976).

2 Elizabeth CowlingThe Cello(London: B.T. Batsford Ltd, 1975, 2/1983).

% Poppea Anne DorsamGiovanni Battista Cirri: Analyses of his Sei Sonateéoloncello o violino e basso
op. XV| 1780 with a guide to performance practice anstty of the composer and his music” (DMA
document, Boston University, 2006). Consulted thfoBroquest; Christian Speck, “Boccherini as Qellis
and His Music for Cello,Early Music33/2 (May 2005): 191-210; Whitney Griggs, “Gioval@nedetto
Platti: 12 cello concerti: A stylistic study of teaes” (DMA document, University of Cincinnati, 189
Consulted through Proquest.



makers, and development, including works by Pairdfand William Monical® and
William Newman'’s series on the sonata containsdptd information about the
evolution of the forn?.However, a study of works exclusively by cellistgposers from
this period, which places the composers and waorkise contexts mentioned above, has

not been undertaken.

* Paul Laird,The Baroque Cello Revivélanham, Maryland, Toronto, Oxford: The ScarecroesB, Inc.,
2004).

®>William L Monical, Shapes of the Baroqiidew York: American Federation of Violin and Bow Mas,
1989).

® william S. NewmanThe Sonata in the Classic Efghird Edition (New York: W. W. Norton and
Company. Inc., 1983); William S. Newmarhe Sonata in the Baroque Efqurth Edition (New York:
W. W. Norton and Company, Inc., 1983).



THECELLIST/COMPOSERS

All of the selected four cellist/composers—Gabrj@latti, Cirri, and
Boccherini—were excellent performers on the insgotas well as composers. Two
were affiliated with San Petronio in Bologna. Satrénio was a major center for

instrumental music at the end of the seventeenttucg Stephen Bonta argues
convincingly that it was the birthplace of the wintello! It is not surprising then that the
earliest cellists and composers of cello sonatas there.

Domenico Gabrielli (1659-1690) was born in Bologstadied composition with
Giovanni Legrenzi in Venice, and cello and compositvith Petronio Franceschini in
Bologna. In 1680 he succeeded Franceschini agitinany cellist at San Petronio, was
elected to the Accademia Filarmonica in 1676, aamhine its president in 1683His
main historical significance is as cello virtuosmlas one of the first composers to write

extant works for solo cello. He was in Bologna ah etronio at the time when the first

cellos were making their appeararfideobin Stowell notes:

Giuseppe JacchiniSonata...... per came@p.1 (Bolognag¢. 1695) and

Concerti per camer®p. 3 (Modena, 1697) include the first known puidid
continuo sonatas for cello, two appearing in eadflipation; but Domenico
Gabrielli probably wrote his twBonate a Violoncello solo con Bi@ the late
1680s, and it is generally conceded that the coitipp®f cello continuo sonatas
startsl (l)mequivocally with Gabrielli’s last four Rrcares in a manuscript of
1689.

" Stephen Bonta, “From Violone to Violoncello: A Qties of Strings?"Journal of the American Musical
Instrument Society (1977): 64-99.

John G. Suess and Marc Vanscheeuwijck, “Gabr@2dimenico (‘Minghino dal violoncello’).Grove
Music Onling accessed 15 February 200%ford Music Online

° Enrico, inThe Orchestra at San Petronib, states, “The violoncello was given a speciahpinence at
San Petronio. Domenico Gabrielli, who was assogiaiéh the orchestra before his death in 1690, is
usually acknowledged as the first composer of p@oes for the cello, which was tuned: C G d at ias
today.”

12 Robin Stowell, “The Sonata.” IBambridge Companion to the CelRobin Stowell, ed. (Cambridge:
Cambridge University Press, 1999), 116-17.



Perhaps the least known and most under-appre@atbd four composers
included here is Giovanni Benedetto Platti (16983)7He studied in Venice, probably
with Francesco Gasparini, and in 1722, went to \Miiirg where he worked at the court
of the Prince-Archbishop of Bamberg and Wirzburgwhs employed there until his
death in 1763. A brother of the prince bishop’sgd&tFranz Erwein von Schénborn,
became Platti’s private patron. Schénborn, an amatdlist, commissioned him to
compose 12 cello sonatas and 28 cello concertasebat1725 and 1743 Platti was an
accomplished musician: he was a singer and playadety of instruments, including
the cello, violin, oboe, harpsichord, and fluteefidis some debate as to whether Platti
wrote in the Baroque or pre-Classical style. Toaneta lists him in a group of pre-
Classic composers whose publications influenceéélypboard sonata around 1740, and
regards Platti as a forerunner of Mozart and BaathoCowling states that although this
may be true of the harpsichord sonatas, the ceflatas are strictly Baroque. Newman
offers a possible solution postulating that thentcoversial harpsichord sonatas” appear
to have been by one of Platti's sdASriggs suggests that he was a transitional
composer, his cello sonatas in the Baroque stylithés cello concerti exhibiting traits of
thestyle galant® Alberto lesué, in his article iBrove Music Onlinstates: “Platti’s
placement among minor composers such as Vento, Bulihi and Domenico Alberti

deserves to be reviewed. Analysis of much of hisimiias revealed a composer who can

be placed among the more important figures ofihie.t** A great deal of music by

1 Griggs,Platti, 3-4.

2 Newman The Baroque Era265.

13 Griggs,Platti,116.

14 Alberto lesué, “Platti, Giovanni Benedett@tove Music Onlingaccessed 10 February 200%ford
Music Online



Platti was discovered in the library of Schonbamrthe middle of the twentieth
century:> and Cowling, a champion of Platti, notes “thathaf ttalian sonatas from the

Schénborn library, Platti’s are the bektAs lesué suggests, further investigation of his

works would be a worthwhile endeavor.

Giovanni Battista Cirri (1724-1808) was born in lFashere he began his musical
studies with his brother Ignazio, and continuedhie organist Giovanni Balzani. Later,
in Padua, he might have studied cello with Antarémdini and composition with
Francesco Antonio Vallotti. In 1739, he took hidyharders in Forli, but then moved to
Bologna where he chose to pursue a career as aiarusather than that of a priest. He
was employed as a cellist and composer at Sanrifetaod became a member of the
Accademia Filarmonica in 1759. He most likely saatiwith the composer Padre Matrtini
during this time. Cirri stayed in Bologna for 21aye until moving to Paris in 1760 and
finally settling in London in 1764, his meetingtbe Duke of York in Forli in 1759
possibly motivating these moves. The Duke evenuatiployed him in 1764 as a
“chamber musician” and later, in 1768, the Duk&tducester hired him as “director of
music.™’ Cirri was a celebrated cellist who performed exitezig in London. Perhaps
his most famous concerts were with the young Waolilgdmadeus Mozart in 1764-65.
He also performed on the Johann Christian Bachfatirich Abel concerts in London.
The majority of Cirri’'s compositional activity togace during his years in London. In

1780, he returned to Forli to care for his ailimgther, whom he replaced amestro di

!51n the appendix A of Grigg’s dissertation, she fifees 72 sonatas for various instruments othen the
cello, four solo ricercares for violin and violotlog 4 concertos for harpsichord, 1 for oboe, arel12
sonatas and 28 concertos for cello as the knowksnafrPlatti.

'8 Cowling, The Cello84.

" Dorsamgirri, 23-31.



cappellaat Forli Cathedral in 178t Margaret Campbell writes: “His cello compositions
show an unusual harmonic and formal control withuaso parts high in the upper
register; they also possess a melodic freshnesshalstounts for their popularity™

An engraving of Giovanni Battista Cirri is by Frasco Bartolozzi (1727-1815),
engraver to King George lll can be viewed at indlggtal collection of the New York
Public Library for the Performing ArfS.

The most renowned cellist of the eighteenth centway Luigi Boccherini (1743-
1805)?! He was born in Lucca into an artistic family. Higter was a contrabass and
violoncello player; his brother a dancer, violetd librettist; two of his sisters were
dancers; and a third sister was an opera singelelgan studying the cello at the age of
five with his father; from 1751-53, he was a stud#rDomenico Francesco Vannucci at
San Martino in Lucca, and in 1753, went to Romestndied with Giovanni Battista
Constanzi. In 1756, Boccherini returned to Lucchere he made his debut in a solo
cello concerto performance. This so impressed GiadBuccini that he arranged future

engagements for him; judging from the fees Bocchebtained it appears he was

already one of the top musicians in the &fda.1757, he and his father obtained

positions in the court theater in Vienna wherejémonstrate his proficiency, he

'8 Owain Edwards and Valerie Walden, “Cirri, GiovaBittista.”Grove Music Onlingaccessed 15
February 20140xford Music Online

9 Margaret Campbell, “Masters of the Baroque and<itaseras.” IrCambridge Companion to the Cello,
Robin Stowell, ed., (Cambridge: Cambridge UnivgrBitess, 1999), 53.

2 From the digital collection of The New York Publiibrary for the Performing Arts / Music Division,
Digital ID: 1121317.
http://digitalgallery.nypl.org/nypldigital/dgkeysedndetail.cfm?trg=1&struclD=358064&imagelD=112131
7&word=cirri&s=1&notword=&d=pmé&c=&f=&k=1&IWord=&IField=&sScope=Library%20Division&sL
evel=&sl abel=Music%20Division&sort=&total=2&num=0&igs=20&pNum=&pos=2

(Accessed 2 February 2014).

%L valerie WaldenQ©ne Hundred Years of Violonce(®lassachusetts: Cambridge

University Press, 1998), 10.

22 Christian Speck and Stanley Sadie, “Boccherinid@o) Luigi.” Grove Music Onlineaccessed 15
February 20140xford Music Online




performed his own cello sonatas with his fatheyipigthe continuo part. He continued
to travel between Lucca and Vienna until 178t 1760, he began composing in
earnest, including 18 works for strings, among tlieios, trios, and quartets. In 1764, he
obtained a position as a cellist in the Cappellati?® of Lucca, where he remained until
the death of his father in 1766. At this pointdegan touring France, Spain, and ltaly
with the violinist Filippo Manfredi, eventually aving in Paris, where the ambassador to
Spain heard them perform, and offered them postiotMadrid. There was some
confusion in obtaining the promised posts, buti@@ Boccherini secured the patronage
of the Infante Don Luis, who appointed him chapedtea The next fifteen years were
prosperous and comfortable for Boccherini: he redrand had six children, composed
prolifically, with his compositions receiving quigublication, and was venerated as one
of the most gifted cellists of the time. In 1786ftbDon Luis and Boccherini’s wife died
and his position as chapelmaster ended. In 17&glikch Wilhelm II, the King of

Prussia, and an amateur cellist who was aware cftgaini’s compositions, appointed
Boccherini acompositeur de notre chambé&ithough it appears Boccherini never
visited Prussia, continuing to live near Madrid fioe rest of his life, he did send 12
instrumental works a year to Friedrich, continuimghis position until Friedrich’s
unexpected death in 1786The years from 1796 until his death in 1805 weffécdit

for Boccherini. His health was poor, due to hawngtracted tuberculosis in 1765, his
second wife and four of his children died durinig feriod, and Friedrich’s predecessor
declined to continue employing Boccherini, creasegere financial hardships for him.

In addition, he entered into a frustrating, unsatitory publication contract with Ignaz

2 Walden,One Hundred Yeard40.
4 Speck and Sadie, “Boccherini.”



Joseph Pleyel. Boccherini died in poverty and anotyyof tuberculosis in 1805, living
with his remaining family in a one-room apartm&hAlthough the majority of his works
fell into obscurity after his death, there was\aval of interest in the second half of the
twentieth century. Germaine De Rothschild wrotéogtaphy of Boccherini in 1965 and
Yves Gérard compiled a definitive catalogue ofvisks in 196%° Boccherini wrote 27
symphonies, numerous concertos, over 100 stringepsi almost 100 string quartets,
and approximately 100 other chamber works, muchstifll not published. “Boccherini’s
importance as a composer is seriously underestihyiateites Dimitry Markevitch in
Cello Story “but his work (though mostly unpublished) lives and waits to be
discovered.?” An unsigned oil painting of Boccherini is extantfie collection of the

National Gallery of Victoria in Melbourne, Austraff

% Campbell Cambridge54.

% Cowling, The Cello,116.

2" Markevitch, Dimitry,Cello Storytrans. Florence W. Seder. (Princeton, N.J.: Suminghrd Music,
1984), 79.

8 uigi Boccherini; oil on canvas, not signed, c. 47 . Everanc Studley Miller Bequest, 1962,

© National Gallery of Victoria, Melbournéttp://www.ngv.vic.gov.au/col/work/374#ccessed 4
February 2014).




THEVIOLONCELLO

Stephen Bonta summarizes the complexity faced \rlyaryg to review the early
history of the cello:
The violoncello’s present name means, in Italiasnaall large viol’, as it

employs both the superlative suffong and a diminutive onegHo. Such a
bizarre name suggests that its early history istratghtforward®

Bonta lists over twenty different names referriogtte bass member of the violin during
the sixteenth and seventeenth century. “Bass Violifiviolone” are the terms

commonly used today for the lowest sounding merab#re seventeenth and eighteenth
century violin family that played at 8-foot pitchhere were 16-foot sounding bass
instruments in the period, sounding an octave |dinen printed in the music, but they
tended to be related to the viol famiRSome of the earliest pictorial representations of
the bass violin exist in artwork from the first hal the sixteenth century includifithe
Concert of Angelby Gaudenzio Ferrari 1534-36and Luini’s fresco in Varallo Sisia
1540-2% An image of the Ferrari is extant in the Sanctudr$anta Maria delle Grazie

in Saronno, ltaly?

29 Stephen Bonta, et al., “Violoncello (cellofztove Music Onlingaccessed 15 February 20Dkford
Music Online
%0 Laird, The Baroque Celld].
31 Bonta, “Violoncello.”
32 Marc Vanscheeuwijck, “The Baroque Cello and ltsfétenance.”Performance Practice Revieil
gSep 1996): 78-96.

3“The Concert of Angels,” 1534-36 (fresco) (detéige 175762) by Gaudenzio Ferrari; Location:
Sanctuary of Santa Maria delle Grazie, Saronnty; Ikéedium: fresco.
http://cache2.artprintimages.com/p/LRG/15/1503/fiflr/gaudenzio-ferrari-TheConcertofAngels1534-
36Detail_12065402_400_300_.jpAccessed 4 February 2014).
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These early cellos were similar to modern instrusbnt had shorter necks and
fingerboards, thinner bass bars and sound posisr land flatter bridges, no end pins,
and perhaps of most significance, used gut stremggnportant reason as to why they
were larger in size. The early bass violins orafi@s generally had a body length of 77-
80 cm., considerably larger than the modern stahafars5-76 cm. The gut strings
needed to be quitong and thick in order to reach the mass necessampduce the low
C or B flat required of the instrumef{tThis made the instrument larger. Both the thicker
strings and the larger instrument rendered it urigavhen playing involved technical
passages, and until the arrival of wire-wound g8jrbass violins were used almost
exclusively in a basso continuo role. Wrappingsisiwith wire allowed the strings to be
smaller in width and length, more responsive, louded better for technical display.
This in turn allowed the cello itself to be smalleasier to play, and inspired composers
to write solo works for it. Arguably, the developm@f the cello is directly related to the
invention of wirewound stringsjrca 1660 In 1665 Floriano Maria Arresti, in his
Sonate A2& a Tre Con la parte de Violoncello a Iptaato, Op. IV, (a collection of trio
sonatas), first used the texmoloncellg which eventually became the accepted name of
the instrument?® It is commonly shortened telloin English and German. Although
makers continued to build some larger bass viatirise eighteenth century, Antonio
Stradivari’'s 76 cmForma Bvioloncello of 1706 eventually led to the codificat of

dimensions’

**Laird in The Baroque Cellgp. 53, n 12, states violone tuning was typicBlbF-c-g, or C-G-d-a.
Cellists in Bologna in the latter part of the seteemth century sometimes tuned to C-G-d-g.

% Bonta, “From Violone to Violoncello,” 98; Lairfihe Baroque Cell®; Vanscheeuwijck, “The Baroque
Cello and Its Performance,” 83.

% vanscheeuwijck, “The Baroque Cello and Its Perfaroes” 83.

37 An image of &orma BStradivari instrument may be viewed at:
https://www.allthingsstrings.com/var/ezwebin_sitefage/images/media/st/article-contents/203/the-
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By the latter part of the eighteenth century, noadios were built using hisorma B
templates® (The larger violones were often cut down to conftorStradivari’s
dimensions with varying amounts of succ&ss.

Despite the standardization of dimensions, extensiperimentation on the
fittings for the cello continued. Alterations teetheck and the fingerboard occurred
because of demands for increased virtuosity aratgreound production. By increasing
the amount of tension on the body of the instrumeetfarder-edged more penetrating
sound” was createlf.Luthiers devised a method of mortising the nect the shoulder,
enabling it to tilt backwards. Along with the higheidge this created greater string
tension, increasing volume and enabling highehetdo be played. The angle of
fingerboard to the body increased to corresporidedoridge height, and its length
increased to make higher pitches accessible. Aatdiliy, longer thicker bass boards and
larger sound posts increased the potential volurtteednstrument?!

The piccolo cello (also called theloncello piccold was another attempt by
makers and performers to increase the range afistieiment. There is considerable
debate as to what exactly these instruments watén lgeneral, they were cellos with
five strings, tuned C-@- a-e with bodies smaller than 76 c¢ifiThe addition of the fifth

string made higher pitches available without hawmghift as frequently or as far. J.S.

countess-of-stanlein/817501-1-eng-US/The-Counté&tanlein.jpgBernard Greenhouse’s preferred
cello since purchasing it, the “Paganini, CountdsStanlein” is one of just 20 knoworma Bcellos
remaining (including three with replaced tops) &ad an established provenance that attests torigsntd
recognition of its significance. (Accessed 14 Feby2014).

3 aird, The Baroque Cella}.

% Walden,One Hundred Years§.

0 Nora Pyron. “An Introduction to the History of tBello.” In Celloby William Pleeth, 208-68. Yehudi
Menuhin Music Guides. (London: Macdonald, 1982)1.26

*1 Walden,One Hundred Years.

*2Laird, The Baroque Celld,2-13.
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Bach'’s sixth suite and some of his cantatas weittanifor this instrument and there is

speculation that some of Boccherini’s solo cellaksovere also for the piccolo ceffd.

*3 Christian Speck, “Boccherini as Cellist and His dusr Cello.” Early Music33/2 (May 2005): 191-
210.
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THE BOW

In 1802, J.M. Raoul wrote, “Like the bow of the kg the bow of the violoncello

has been endlessly modifietf Walden notes, “Violoncello bows of the eighteenth
century demonstrate rich diversity, in keeping wegional differences in musical style,
variations in bow grips, and distinctions betweew$ used for the orchestra and those
designed for soloists'> Accurate historical evidence on the evolution @f tow is
scarce, as not many have survived; however, cdaremds are evident. Laird notes
contemporary Baroque cellists face a dilemma iir tfeice of bows, particularly when

performing literature from the early part of thglgieenth century. At that point, there

was little distinction between viola da gamba band bows for the violin famil§f As

the century progressed, in an effort to creategelasound, bows were required to bear
more weight, and as a result became heavier and fheaible. Important innovations
producing what is known as the Baroque bow, ocdultging the latter part of the
seventeenth century. These included the additi@ctip-in frog, a longer and straighter
stick, and a downturned tip. The screw-adjustmestthanism for the frog was
introduced at the beginning of the eighteenth agnithe transitional bow of the 1700s
featured a “hatchet” tip and an inward curve ofghek. This gave more height to the
bow, resulting in more power in the upper halffed bow. The Tourte bow of the 1780s

became the basic prototype for all subsequent bigade of pernambuco, which was

*Walden, inOne Hundred Yeansientions this summery of the condition of the boadmby J.M. Raoul
in 1802, 67.

**Ibid., 67-74.

““Laird, The Baroque Cella}6. Laird also has an excellent section on the ldeweent of the cello bow
and an extensive list of locations and descriptafrisistorical bows.
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bent by heating the wood, it featured a slightagkr tip than the transitional bow, a frog

equipped with a slide, and a ferrule, a deviceptead the hair at the frdg.

47Judy TarlingBaroque String Playing for Ingenious LearngiSt. Albans, United Kingdom: Corda
Music Publications, 2000), 242.
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TECHNIQUE

Markevitch outlines four stages leading to the gyaece of the cello as a
virtuosic solo instrument:

In the first stage, the cello took the part of ¢tbatinuo and made only rare
attempts to depart from the given line.

In the second, it began to take a little libertynbining its own harmony
with the basso, playing—sometimes on the octavagtimes alone or
with another instrument—a melodic line that contgdisome elements of
counterpoint.

In the third, it became independent and no lonégyaal conjointly with

its partners. It was accompanied in its own righaitharpsichord or other
continuo.

In the fourth, or final stage, it had total freedand might play alone, as
the solo instrument in a concerto, as a partnegaal importance in a duo

(sonata), or as part of an ensemble with compéetenical liberty. This is
the role in which we see the cello functioning wtfa

A plethora of violoncello method books appearedrduthe eighteenth century as
musicians struggled to master the new instrurfiddiany of the technical developments
were motivated by the cellist’'s desire to imitdte technical virtuosity displayed by
violinists. Indeed, some early violin and cell@fdture was played either on violin or
cello® The first cellists used techniques borrowed frorthlgamba players and
violinists>* There were two methods of spacing the fingers@feft hand. The first was
to use diatonic spacing as seen on the violin tla@decond, chromatic spacing as used
by gambists. With diatonic spacing, the hand tikadk and the thumb was positioned

under the first finger. A perpendicular hand wltle thumb under the second finger was

8 Markovitch,Cello Story125-26.
49 Bonta, “Violoncello.”

%0 DorsamCirri, 20.

*1 |bid.
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used when fingering chromatically. Michael Corrétt®éthode théorique et pratique
pour apprendre en peu de tems le violoncelle damesfectionEnsemble de principes
de musique avec des lecdhg41), includes finger patterns in both styfeEventually a
hybrid diatonic-chromatic fingering system becatamdard and remains in uSe.

The first cellists probably played only notes asdals within the space of one
hand position, a range of Cdbd The range of the instrument quickly expandedywit
Gabrielli’s first cello sonata reaching the piggt?* One of the crucial factors in the
growth of technical capabilities of the cello whs tlevelopment of thumb positiéh,
which allowed the upper range of the instrumempand td” by 1770%°

As with left hand technique, cellists continue@iperiment with different types
of bowing techniques. Two types of bow holds existenderhand, primarily used by
gamba players, and overhand, developed by viadinitllists throughout the eighteenth
century used both types of bow holds. Players fabhedverhand grip to be more
effective in producing a large sound, as it waseeds transfer weight into the string. As
a more powerful sound became increasingly impartabécame the accepted hold.

Corrette describes three different varieties ajdinplacement when using the overhand

*2\Walden, pg 4. One of the first violoncello methambks published.

*3Vanscheeuwijck in “The Baroque Cello and Its Parfance” states, “This allowed these first violonzell
players to introduce frequent position shifts, dewtops, chords, virtuoso ornamentation, fasesgahore
passages in the high range-€"), tremolospatteries slurs, arpeggios, and skipping over two stritgs,
their technique.”

** Domenico GabrielliCello Sonata No. | in G majofMainz: B. Schott’s Sohne, 1930).

%> “The use of thumb position, in which the thumblisged horizontally across the strings, therebynacti
as a moveable nut, is documented in compositiotisgifitom the 1730s.... Thumb position was based on
the interval of a 4th between the thumb and thel imger when playing on one string, or an octaten
playing on two strings. This octave spacing becHreéasis from which thumb position developed as a
technique to expand the instrument's range anctitgfar virtuoso playing....A characteristic featture

the use of the thumb was the employment of blotkaad! positions across two or more strings in thumb
position, from which a wide range of virtuoso degcould be executed.” Feng Zhao, “The expansion
of cello technique: Thumb position in the eightéecgntury” (DMA document, The University of Texds a
Austin, 2006). Consulted through Proquest.

*®Walden,0One Hundred Years§1.
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hold>" The first describes a position in which the secaitgl, and fourth fingers are
placed over the frog and the thumb is under therstéinger on the frog. In the second,
the fingers are on the stick a few inches abovértg with the thumb on the stick, and
in the third, the fingers are over the frog andtthenb under the hair. By the mid-
nineteenth century, the first method was the onlyin use.

During the eighteenth century, as cellists contintoeemulate violinists, they
began to explore, and master, various bow strdkesse included: the slulétache
combination; various patterns used for arpeggibtenles;batteriesandbrisures an
alteration between neighboring and non-neighbastriggs;bariolageandondeggiandp
an oscillation between pitches on various stripggié, dotted rhythms on separate
bows;staccatg a short stroke used both on separate bows andnaiiple notes on one

bow:; and various bowings for connecting double stapd multiple stop¥.

>’ |bid., 80-81.
*8 Cowling, The Cello;155-81.
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THE SONATA

The termsonatacame into use at the end of the sixteenth centuyaginally
simply designated an instrumental piece as oppimsadocal work® The instrumental
canzonaan lItalian genre that grew out of arrangementhahsons for instruments, is
widely viewed as an important precursor of the saffsBoth early sonatas and canzonas
were sectional works, delineated by contrasts itenmand tempo, and were generally in
an imitative, contrapuntal styfé One of the earliest composers to write in this foand
use the ternsonatawas Giovanni Gabrieli (1554-1612) in [8snata pian’ e forte
(1597). It was one of the first instances requispgcific instruments, and incidentally,
one of the first examples of the use of dynarffidghe stile modernsonatas of Dario
Castello (1590-1658) provide a link between thé&umental canzonas and the sonatas.
These were still sectional works with the imitatiegture of the canzona, but also
incorporated virtuosic solos and duo cadenzasingdtde way to the four-movement
form of thesonata da chies® Arcangelo Corelli (1653-1713) is credited with
standardizing the slow-fast-slow-fast, four-movetmandel of the sonata that emerged
as the sectional parts of the canzona were lengthand given independent movement

status®

%9 Sandra Mangsen, John Irving, John Rink, and PatfirGr “Sonata."Grove Music Onlineaccessed 10
February 20140xford Music Online

9 Newman,The Baroque Era20.

®1 Mangsen, “Sonata.”

®2 bonald Jay GroutA History of Western Music A Revised Editfblew York: W.W. Norton and
Company Inc., 1973), 290.

% Mangsen, “Sonata.”

% Michael Talbot, “Corelli, Arcangelo.Grove Music Onlingaccessed 20 February 200%ford Music
Online
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Corelli was one most influential composers of thieaga during the latter part of
the seventeenth century and the early part ofitieeeenth century. His works affected
the development of the form, style, and instrumlgethnique in equal measute.
Corelli's and Legrenzi’s style heavily influencégktfirst cello sonatas of Domenico
Gabrielli as evident upon analysis of these wofke Baroque sonata of the early
eighteenth century, as codified by Corelli, oftentains four movements (slow-fast-
slow-fast), the form evolving from the spinning @fiimotivic ideas, with some
movements based on dance rhytiifiiBhe cadences often follow the pattern tonic to
dominant, then to the vi or iii, (less often iilo), or the relative major, and then back to
the tonic, followed by the dominant, with a finaldence on the tonic. The cadences are
important structural points where a new motivicadeoften presented and then spun out
until the next cadenc® Gabrielli's and Platti's sonatas clearly followgHormat.

During the second half of the eighteenth centumy donata mirrored the changes
in the musical language. According to John Rink:

Thegalantidiom, which reached its peak during the 1750s@&0g] favoured a

wholly different approach towards melody, whichgeeded in short phrases of

two or four bars, arranged in symmetrical pattermd closing with balancing
imperfect and perfect (half and full) cadences glath a use of the 6-4 chord so
extensive as to be almost a cliéfié.

Rhythmic characteristics of the style include dotteythms (or their inversion, the

“Scotch snap”), insertions of triplet rhythms it @revailing duple section, and the use

of rests and long appoggiaturas to create emottenalon. In this time, the sonata

®% |bid.

% Cowling The Cello63.

®7 Interview with Dr. Walter Mays. Professor of Musiegy and Composition at Wichita State University.
27 February 2014.

% Rink, “Sonata.”
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trended towards simpler textures and a marked abs#rpolyphony and fugal
imitation® The basso continuo is still in use, but the figunessimpler, and at times, the

beginnings of an Alberti bass-line are evid&ritlewman observes: “tHec.[basso

continuo] becomes more a slow succession of prirohoyd roots than a fast line, and a
lighter homophonic texture enriched by only an semaal imitation.”* The emergence
of the sonata-allegro form is also evident in wdrksn this perio& as is a three-

movement fast-slow-fast form&tBoth Cirri and Boccherini’s sonatas are in this

configuration.

% bid.

" NewmariThe Baroque Era399.

" bid., 336.

2 James Webster, “Sonata fornGtove Music Onlineaccessed 16 February 200%ford Music Online
3 Rink “Sonata.”



21

THE ANALYSES

Examination of the bow technique, changes in raogeplexity of passage-
work, use of thumb position, and use of double s chords in the solo cello sonatas
of Gabirielli, Platti, Cirri, and Boccherini demorae an increase in virtuosic techniques.
Changes in the equipment each of the composerd imagie used illustrates the
evolution of the instrument and bow to accommottaechanging needs of players and
composers. The development of the sonata and éhefuscreasingly virtuosic cello
writing are evident in the analyses of these works.

Gabirielli wrote seven solo ricercares, one duo naand two continuo sonatas
for the cello’® The solo ricercares show a marked increase inositurequirement from
the previous continuo lines for the violone. As &iand Vanscheeuwijck note:

His canons, ricercares and sonatas reflect botfdaanced performing technique

and an acute awareness of the sonority inhergheimstrument: his ricercares

for unaccompanied cello contain florid passage-vaorit double, triple and
quadruple stop&’
Wissick also comments on Gabrielli’'s apparent faston with the new wire-wrapped
C string’®
There are two different manuscript versions ofS8beata #1 in G major, a

ricercare version and a sonata vergiowhichever version is considered, it is an

" Suess and Vanscheeuwijck, “Gabrielli.”

" Ipid.

® Brent Wissick, “The Cello Music of Antonio Bonontilioloncello da Spalla, and the Cello ‘Schools’
of Bologna and Rome Journal of 17" Century Musicl2/1 (2006),
http://www.sscm-jscm.org/v12/nol/wissick.html ISSNIB9-747X. “Not surprisingly, the solo part in
these pieces spends more time on the top two sttivam in the unaccompanied ricercars. Still, Gaibri
often crosses below the written continuo in sectioiwvery free idiomatic writing. He cannot staysgw
from that new-fangled coverdlstring.”
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advanced work for the time, including practices there difficult on the violoné®

Markevitch states, “(Gabrielli) made use of all dedlistic technique known at that time,”
and calls him “the Corelli for the celld®

The sonata has a top pitchgdf an extended range from the early violone works
that did not stray abows#, comparatively easy passage-work that resemblteb@a
figures rather than those written for the vidfimo thumb position, and limited use of
chords, generally with an open string as one ohtites. The slur ardetachéare the
main bow strokes used, with no appearance of teevatuosic bowing techniques of
alternating strings and arpeggiated figures.

Gabrielli's Sonata #1 is primarily a slow-fast-skéast sonata da chiesa; however,
the form of the first movement resembles the easketional canzona, with five
sections--Grave--Allegro--Grave--Presto--Adagiaheaf three to four measures. (See
musical example #1.) The movements are short: Hsuares, 31 measures, 32 measures,
and 26 measures respectively, and there are rbdsmlible bar lines between

movements, again suggesting a lingering influenma the canzona.

" Wissick in “Bononcini,” explains the situation witharity: There are two different manuscript versions
of the Sonata in G, both in Modena. The first imacompanied ‘ricercare’ following the seven solos.
Gordon Kinney states that the second version, wisititied ‘sonata,’ is in the same hand, but Indd

agree. Bettina Hoffman has studied the scribalrkaiyethe sources, and suggests that the secosidrer
(F.416) is from a later date. The cellistic diffeces are chiefly on the top-string side of the saiting.

The ricercare version is clearly for Bolognese tgnthe sonata probably for what we now call steshda
tuning C—G—d—a. There are multiple stops in the first versionciniike those in Ricercare 6 that can be
played only in G tuning. The second version is aldg in either tuning, but the chords have beeroieed
for ana string by moving thirds around or including themesthey were previously implied. In addition,
the continuo is slightly different in the two verss, probably because the timbre resulting fromiloe
different tunings invites different ways of suppogtthe sound.”

8 Sera Cheon, “Scordatura Tuning in Performance aadsEription: A Guide Using Domenico Gabrielli's
Seven Ricercari for Violoncello Solo” (DMA documehbhniversity of Cincinnati, 2013). Consulted
through Proquest.

¥ Markevitch,Cello Story127.

80 E.S.J. Van der Straetdistory of the Violoncello: The Viol Da Gamba, THeiecursors and Collateral
Instruments(London: W. Reeves, 1915), 369.
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Musical Example#1: Gabridli, Sonata#1, Grave

The second movement follows the typical Baroquenoaic progressioff (See

musical example #2.) The movement starts in G majores to D major inm. 4, to E

8 Domenico GabrielliCello Sonata No. | in G majgMainz: B. Schott’s Sohne, 1930).
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minor in m. 11, back to G major in m. 23, to D mrajom. 25, and cadences in m. 28 on
G major® There is a codetta from m. 28 to the end, a repfetae previous phrase, a

device sometimes calledCorelli Codetta® often played as an echo. After most

cadences a different motive is introduced and #pem out until the next cadence, as
clearly seen in the section starting beat threa.d. After a cadence to G major on beat
three, a rhythmic figure of a sixteenth note, thioty-second notes, and two sixteenth
notes in a scalar pattern starts. This continuéktba next cadence in D major on the
third beat of m. 7. Anessanzéigure of a sixteenth note followed by a skip anhelrt

three neighboring tones, each four notes bowedavttachéirst note followed by

three slurred notes, spins out until the next cad@mm. 9. (See musical example #2.)
This technique of developing a short idea or matiysequential repetition, intervallic
transformation, or even simply repetition, is knoagfrortspinnung® and continues
throughout the movement. The third and fourth maomeinuse similar compositional

techniques.

8 For a discussion of this matter, see 15 above.

8 Gabrielli, Sonata # 1.

8 Mays, interview.

8 william Drabkin, “Fortspinnung.Grove Music Onlingaccessed 2 March 20X@xford Music Online
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Musical Example#2: Gabrielli, Sonata #1, Allegro®

In the 1680s when Gabrielli was composing his selto works, the size of the
cello had yet to be standardized. However, sineavirks are specified for violoncello,
not violone or bass violin, and the writing regsifacility that would be difficult to attain
on the larger instruments, one can perhaps assaineeti used a newer, smaller cello
with wire-wrapped C and G strings when performimgse works. As noted previously,

some of the double stops in the ricercare versidheoG major sonata seem to indicate

8Gabrielli. Cello Sonata No. I.
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he tuned the instrument C-@¢g, but the second version can be played with edsg as
C-G-d-atuning. Vanscheeuwijck suggests that Gabrielli itmaye been one of the first
cellists to use the perpendicular chromatic fingggystem, allowing him to have more
left hand fluency and execute chords with more &alés unknown whether he used an
underhand or overhand bow hold, but the viola daliawas not important in Italy at
this point, or certainly not as important as thdiaifamily, so in all probability he used
the overhand hold, the method favored by violini&sbrielli was probably aware of and
experimented with the innovations to the bow tleiuored during the latter part of the
seventeenth century. These included the additi@ctip-in frog, a longer and straighter
stick, and a downturned tip. This would have helpextiuce a larger sound and a clearer
sense of articulation.

Platti is known to have written 12 cello sonatad 28 cello concertos. The
sonatas are available in print, but only five af toncertos are publish&Platti’s
sonatas offer a welcome addition to the solo llmata repertoire of the Baroque
period; Cowling writes of them: “They sound excatlavith only two cellos — the proof
of a good continuo sonat&®”

In the Sonata#1 in D major, Series I, Platti nexamtures abovg’ and only
utilizes the C string twice, at the end of the secand third movements, with the
majority of the work comfortably on thteanda strings. Most of the passage-work is not
difficult; the passages are all very manageablk aininimum of shifting involved.

There is no need for the use of thumb positionr&laee three instances of chords

87vanscheeuwijck, “The Baroque Cello and Its Perfaroes” 89.

8 Giovanni Benedetto Platti and Frohmut Dangel-Hofmausgewhlte Concerti fur Violoncello und
Triosonaten mit obligatem Violoncello: aus der Messimmlung der Grafen von Schom, Wiesentheid,
(Wiesbaden: Breitkopf & Hael, 2011).

8 Cowling, The Cello84.
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(Adagio, m. 14 and Allegro, mm. 58-59) that invohmere complex fingering patterns
than Gabrielli’s. Slurred andietachéowings are used as well piguiéstrokes™° There
is some use of repeated arpeggiated figures (Adagi@3-14 and m. 4 and 6 of the
Presto), but they are short in duration and liefootably under the hand. Platti uses
typical Baroque figures that are comfortable foingtplayers to execute.

The Sonata #1 is a typical Baroque sonata. It tiasrhovements in a
slow-fast-slow-fast format. Both of the fast movenseare in binary form and based on
dance rhythms, the Allegro, possibly a minuet, dnedPresto, a gigue. The technique of
spinning out of motivic ideas, delineated by ca@ésnand a typical Baroque harmonic
outline are apparent in the first part of the Atteg See musical example #3.) The
movement begins with a three-measure motive thapisated, in a condensed two-
measure version, ending on the first cadence otottie in m. 6. Platti then introduces a
two-measure, arpeggiated motive that is repeatedjig to the next cadence, still on the
tonic in m. 13. Sequential development of typicatdjue figures continues until a
cadence on the dominant at the end of the firgissem m. 21. Motives from the first
segment are developed throughout the second seletibhegins in the dominant, and
then modulates to related key areas, eventuallymigty to the tonic and the original
motive, in m. 43. There is a cadence to the dontimam. 49, and the movement ends
with a final cadence on the tonBBuspiring(sighing) figures occur in mm. 31, 33, and 35.
The movements in Platti’s sonata are still reldyishort, 15, 59, 24, and 22 measures,
but in the binary second and fourth movements, bethions repeat, doubling the length

of those movements, and making the entire workdotigan the Gabrielli.

0 For a discussion of this matter see page 17.
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%1 Giovanni Benedetto PlattiSonata Prima in D mauor.” Six Sonaten a VioloncellBasso continuo

Musical Example#3: Platti, Sonata #1, Allegro™

SERIE Il ,)http://imslp.org/wikki/12 Cello Sonatas (Platti,dsanni Benedetto), 2011 (Accessed 4 January

2014).
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It is assumed that the sonatas were written betd/@2s and 1743, during Platti’'s
tenure with Rudolf Franz Erwein von Schénb&hle would probably have used a
Baroque bow and not a transitional bow. This cagcount for the limited appearance of
virtuosic bow strokes seen in the sonatas. Perlhapsuse he composed the sonatas for
Schoénborn, an amateur cellist, the technical desianthe works are moderate. They are
not as involved as other works from this periodsame of his other works; however, his
compositions do indicate that he was investigatiog to expand the technical
capabilities of the instrument through extendedeamore complex chords, and an
increase in variety of bow strokes. Platti mostljkwould have been aware of
Stradivari’'sForma Bcello, but whether or not that was the type and bz used is
conjecture. Perhaps though, a logical assumptiariduze that he was playing on the
most innovative equipment available.

Cirri wrote 36 solo sonatas and 8 concertos foctie ** Edward and Walden
note of his cello works, “While emphasizing tunekss over technical display, his solo
writing employs comfortable use of the upper registwith scale, arpeggio and string-
crossing figurations based on stationary, blocldhawsitions.?* Some of his works are
written for “Violoncello or Violin Solo,®® demonstrating the desire of cellists to play
literature comparable to that of the virtuosic wigts.

The writing in Cirri’'s Sonata #3 in G minor, Op.kBcomes technically more
challenging, reaching’, and as noted above, contains passage-work incltckéngse of

arpeggiated, scalar and string crossing figuresnthposition, and extensive,

92 Griggs,Platti, 4.
% Edwards and Walden, “Cirri.”
Y
Ibid.
% Dorsam, “Cirri,” 20.
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complicated double-stops. The demands of the ogaémtstyle are apparent in Cirri’s
choice of bow strokes, which include stiafachéombinations, various arpeggio
patternspatteries brisures, piquiéand staccat®’ The bow and left hand are free of
some of the limitations posed by earlier cellos bods, and the typical comfortable
Baroque figures no longer appear in shde galant.

The sonata is in the pre-Classigalantstyle; there are three, fast-slow-fast
movements, and one can see the use of an earltasaltegro form in both the first and
second movementé Many features of the negalantidiom are apparent in the first
movement. The first eight bars of the Allegro maderexemplify the use of symmetrical
phrases made up of short two- to four-measure grddm. 1-2, 3-4 and 5-6 (repeated
idea), and 7-8, create short groups that togetrer & long phrase. An insertion of triplet
rhythms occurs in mm. 9, 11, and 17, and dottagégin mm. 14-16, both of which are
typical gestures of thgalantstyle ”® The basso continuo is still in use, but the bass
melody is simpler, outlining the chords and wittidiimitation. The exposition is from
mm. 1-19; the first theme from mm.1-8 in the totiere is a transition from mm. 9-14,

and the second theme, in the relative major, begirseat two of m. 14.

% For a discussion of this matter see page 17.
" Mays, interview.
%8 | bid.
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m.17
Musical example#4, Cirri, Sonata#1, Allegro moderato, mm. 1-20%

% Giovanni Battista Cirri“Sonata |,” Sei Sonate a Violoncello Solo and Ba€smtinuo (Paris: Chez
I'Auteur, n.d).
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The development starts after the repeat in m. 20amelative major and moves

presents new material. The recapitulation of tleesd theme begins on the second beat

through a series of dominant-tonic progressions.rEsapitulation starts in m. 30 and is
in the tonic. The transition from m. 36 to m. 4Vidées from that of the exposition and

of m. 41 and is in the tonic.

m.17

m.21
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m.31
m.35
m.39

m.44

Musical Example#5: Cirri, Sonata #1, Allegro moderato, mm. 17-46'®

100 pid.
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Cirri wrote his cello sonatas in the 17¥3snd by that time, although some

smaller cellos were still being construct88and experimentation with the fittings and
strings would continue through the mid-part of tiveeteenth century, the majority of
cellos were built according to Stradivari’'s dimems. One might assume that was what
Cirri used. With the advent of longer fingerboaatisl more tension in the strings, highly
virtuosic playing was possible. Although Cirri toalvantage of this reachigg in the
Sonata #1, some of his more virtuosic writing imés bow strokes. It is safe to assume
he was using a transitional bow during this petiat would have allowed him to
experiment with a variety of strokes. As Dorsanesot

The incorporation of more complex bowings in thghé@enth century

coincided with the development of the transitidnalvs, made by Dodd and

Cramer, and the “modern” bow of Tourte. With th@sger tip, the ability to

adjust the tension of the hair, and the standaddim®ensions, bowings such as

slurs, staccato slurs, arpeggios, and batteries m@w possiblé®®

Boccherini left a wealth of cello literature: 43loesonata¥* and 12 cello
concertos?® Specks writes of the sonatas: “his cello sonataaform to one type of
sonata, which can be considered retrospective/lie. Sthey fulfill their function
primarily on the level of practical consideratidrg® He proposes that the sonatas, which

are written with an accompanying continuo part redrkimply “basso,” are actually

cello duets, with one part clearly being the s@a Boccherini did not include his solo

19 Dorsam, “Cirri,” 122.

192) aird notes that “more than a generation after Aittctradivari built his first ‘Forma B’ cello in
1707...Giovanni Battista Guadagnini (c.1711-1786) ensuccessful instruments that were about 71 cmin
length.” inThe Baroque Cello}-5.

1% Dorsam, “Cirri,” 141.

194 specks in “Boccherini as a Cellist,” notes “of Bmmatas, one of which was first rediscovered in
Barcelona in 2004, there are probably ten thatlabéously or wrongly attributed.” 197.

195 pid., 201. Specks states, “No definite conclusian be reached about the number of Boccherinile cel
concertos, which have been significantly suppleeeir the past four decades.”

1% pid., 197.
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sonatas in his own catalogue of his works, possibbause they were composed
primarily for his own performances and not as wdr&svas interested in publishiffy.

Boccherini’'s cello sonatas were written at appratiety the same time as Cirri’s,
but because their technical demands are much ngom®us than Cirri’s, it seems they
belong last in a discussion of the cello sonatabeteventeenth and eighteenth
centuries. As noted previously he was the mostweaed cellist of the eighteenth
century, and Specks and Sadie write: “For the dgmeént of the violoncello technique
Boccherini did more than any of his predecessoesdéVeloped the passage-work with
the daring of a great virtuoso, freeing it fromtak cramped writing and stiff
conventionalities of his predecessors, which arokegurse, chiefly from their limited
technique.**® In the Sonata #2 in C major, G6, the cello’s raexgends t@” , the
passage-work is extremely complex due to many saatharpeggiated sections covering
most of the range of the instrument, there is esttenthumb position, and numerous
double-stop passages. There are examples of eygrwt virtuosic bow stroke of the
period including: the sludetaché&ombination; various patterns used for arpeggiated
figures;batteriesandbrisures bariolageandondeggiandppiquié staccato, and various
bowings for connecting double stops and multipi@st®® The expanded repertoire of
virtuosic devices is well suited to the highly omentedgalantstyle he employed.

That Boccherini wrote in thgalantstyle is evident in the Sonata #1. It has three

fast-slow-fast movements, and an early sonata+alliegm is discernable in each

17 pid.
1% v/an der Straetemistory, 174.
19 For a discussion of this matter see page 14.
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movement!® The sonata-allegro form in the first movement issural*** The first

theme is presented in the tonic in mm. 1-8. liesnsymmetrical with four sets of
two-bar phrases. There is a transition leading fiteertonic to the dominant from mm. 8-

12, where the second theme starts, in the domioariieat three.

SoNATA

II

T

10 5pecks and Satie, in “Boccherini,” state; “Devetmmt’, however, is an uncertain word to use in
referring to Boccherini’'s sonata-style movementserE is little thematic development in the Viennese
Classical sense. He usually repeats some of hisatie material in related keys, and sometimes ohesu
lengthy passages where instrumental figuration pies.the foreground while a harmonic scheme slowly
unfolds. His tonal patterns are not always suralydted: a development section often ends in thegvro
key, necessitating a clumsy switch at the recagdituh (particularly between major and minor: for
example, opp.18 no.1, 24 no.2, 25 no.6).”

1 Mays, interview.
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Musical Example#6: Boccherini, Sonata#2, Allegro, mm. 1-19'*

The development starts in m. 19 in the dominambgusiaterial from the first two
bars of the exposition. Then, surprisingly, in r&.tBere is false recapitulation, exactly
guoting the first two bars of the exposition. Howe\the development continues in m. 25
with further harmonic and motivic development leaio A minor in m.28. Beat four of
m. 29 serves as a short modulation/transitiongaecapitulation in the tonic in m. 30.
The first theme is presented in a paraphrased lieauding to the appearance of the
second theme in the tonic, again slightly paragdasm m. 34. Typicajalantfigures are

present: dotted rhythms in m. 12, numerous exangblédse insertions of triplet figures

Y21 uigi Boccherini. “Sonata I1,'Six Sonatas for the Violoncellbondon: F. Bland, n.d).
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(m. 9, m. 14, mm. 16-17, mm. 34-36, and mm. 39-d@l, a simple basso continuo line,
in sharp contrast to the florid texture of the dole. Boccherini’s basso parts are less
complicated than those found in Cirri’s sonatakenting the changes in style occurring

during this transitional period.
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Musical Example#7: Boccherini, Sonata#2, Allegro, mm. 16-41'3

A portrait of Boccherini from c. 1764 and 176%with his cello gives us an idea
of what type of instrument and bow he used. The basva straight stick and a swan-bill
tip, which is held above the frog. Speck summarihassome of his works may have
been written for a five-string instrument. In aaral deed of 1768, Boccherini lists a
cello by Stainer and also a “small” cello, possialgiccolo celld*® The portrait pre-
dates the arrival of the Tourte bows in 1780, baeems logical to assume that he would

have experimented with them later in his life. Doely of the instrument looks similar to

13 pid.

14 See Plate 2 above 8.

115 Jamie Tortella, “The Traces of Baccherini’s CelBccherini OnlineRevista di musicologia del
Centro Studi Luige Boccherein. no. 2 (2009), 2/042 http://www.boccherinionline.it/annate/n2-
2009/tortella-7.php (Accessed 10 February 2014).
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a modern cello; however, there is no end pin, whdidmot come into common usage
until the middle of the nineteenth century. Bocahiewas known not only for his
technical prowess, but also for his beautiful sotnad was “characterized by an
expressive tone andcantabilestyle.” It is likely this was due in part to the
innovations that occurred in the construction efd¢kllo during the eighteenth century.
The larger bass board and sound post, the incréassidn in the strings, and the wire-
wrapping of strings all must have contributed ®diility to play with such beauty and

brilliance.

18 specks “Boccherini,” 191.



43

CONCLUSION

The seventeenth and eighteenth centuries wereadpdrgreat excitement for
cellists, the composers who wrote for them, andutigers who created their
instruments. Remarkable developments in instrunsémbg, and bow construction
created an instrument and bow that were capalidletbfsonorous and virtuosic playing.
The new capabilities of the instrument, along wligiveloping compositional trends, led
to a wealth of solo cello literature, with compaseriting many solo sonatas for the
cello. Much of this music is not available in priahd in all probability, some remains
undiscovered. Although the development led towactiical brilliance and larger
sound, literature that resulted as part of thi€@ss and does not display modern
virtuosic elements is valid, beautiful, and artiatly satisfying.

By examining the relationship between certain malsgents occurring in the
seventeenth and eighteenth century, composers whmalso cellists, the evolution of
the design and construction of the violoncello bad/, the advance in performance
techniques, and the development of the solo son&gossible to trace how the
different discoveries of that time were interrethtend to create a clearer picture of what

those revolutionary times might have been like.
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