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'Dome:i:;fékqélgglio (ca. 17b0-l764), a pupil of Giuseppe

an accomplished v1011nist ‘and composer at the .imperial

-, -

e ~

E;lcourt in St Petersburg, Russia from 1735 to 1764 ' This study

‘ﬂVconcerns the twentyetwo violin sonatas of dall'Oglio~contained.in the

. - e
\ : .

- nmnuscript collection of eighteenth-century Italian string music at

focus of the research includes- (1) significant blographical and [
historical details connected w;th the career of the composer, (2)

. 6 .
characteristics of his music which reflect the musxcal style of the

,‘-;
period in which it was composed, andq (3) Sp&lelC affinit gs with the.

music of dall'Oglio s contemporaries, especxally his teacher, Giuseppe‘emj‘

Tartini A list of the composer E works,'along Wlth editions of two

' representative sonatas and one in facslmile appear in the Appendices o

bS]

I

.

Although the texture, melodic character, form, and'rhythmic

qualities of dall' Oglio s sonatas reflect, for the most part, the N

o

style of the early pre-cla331cal sonata (approximately 1725 to 1750), {y

1]

certain,passages,-and sometimes certain movements,vreveal the .

lingering impression'of the Baroque era. .Harmonic'vocabulary,
) o

ornamentation, and instrumental technique employed in these works are.

typical of the Italian solo violin sonata of the early to. mid—~

‘.

eighteenth century.

vi .
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‘ ' ? L Twelve of the sonatas were: published*in 1738. the unpublished _ .<:

vwhether or not‘tney were composed during the same period as the:

¢

‘published works, are 3tylistically very similar Dall'Oglio s sonataa

are significant for what they reveal about the evolution of -

'éJ’lnstrumental style in the exghteent& century Moreover, they are- R
s Q R
fte$§nically challenging and melodically attractiJe ,and some, at Lo T

-

least, are worthy of a place in the repert01re of modern performers

[ 4

)

LT e ey

Ny



&

.' . R . . .
" . ‘.v‘- ’ ‘ 5 ‘

e T " -‘acxﬁowz.n‘.ﬂguu_'rs B o

s .- : - &
. .

'a\

Sincere appreciation is due to Mr. Michael Keller, former mESic:

(3 %ﬂibrarian at the University of California, Berkeley, for granting
g

access to the university s manuscript collection of“eighteenth century
ix . Italian instrumental'music;, Likewise,_Keith Stetson,»administrativea
assistant at’ the same library, who gave valuable assistance at various

stages during the»preparationfoﬁ.this studyr deserves special_thanks,

To Mr. Newton Gregg of Novato,'California,'and Dr. Otto Biba of the

' Gesellschaft der Musikfreunde,_vienna, who provided microfilm copieés.

¢‘Pf the uorks'which.form’the subject offthis thesis, many- thanks.
i ' Y LD . .~

‘L o I am greatly indebted o the members of the MuSic Department at
AY - [ .
the University of Alberta for heir’interest and involvement in my.

studies In particuli; I wish to thank Dr‘ Michael'. Roeder, who gave

generously of his time, thoughtful adVice, and‘@ncouragement ’ =

. R .

throughout t;f preparation and writing of the thesis. Special thanks

also to Dr. rian Harris, th willingly agreed to f£ill the pOSition on-'

my examining committee left vacarn“ by the retirement of Profess

.

‘v.-Gerhard Krapf. -

,Particular recognition goes'also to -Ken Eaudais, without hose

'»

skill and assistance Wlth the computer and printer the production of . -

the thesis would have been much more difficult than it was.

’3'

.Above‘all, for my‘deariwife,‘June, who shares my-love for music,u

~
A}

\\::f supported me during my years of study, and who worked long hours

N

th great care and patience to type the text,'no verbal expression of
“thanks is adequate v To her b3 deicate this thesis, with my fondest .

~

4gratitude and_appreciation.“

viii



- -

- - - -

' TABLE OF ' CONTENTS

CHAPTER ,’, ' R . . .. .. . PAGE
I. ’BIOGRAPHY AND HISTORICAL BACKGROUND B 1
II. THE BERKELEY MPNUSCRIPT COLLECTION OF" EIGH’I‘EENTH CENTU )
: " ITALIAN _INSTRUMENTAL MUSIC ...... D P ~ ..;‘15.?
Works by DQpenico dall'Oglio in the Berkeley Collectlon’ ....... 17
III. THE VIOLIN SONATAS .......... \;;i..
General. Features ...................
_Melody
Form L L LRI I IE JE T A S A
. Harmony
“Rhythm
.Ornamentatlon
amics, y
< t:umental Technique

' IV.5CONCLUSIONS

‘ BIBLIOGRAPHY
J:Appzqux A ~ '
WORKS BY. DOMENICO DALL'OGLIO ........ veen
APPENDIX B S ‘ ' . o g
" THREE’ SONATAS BY DOMENICO DALL'OGLIO et d e et .. 94
‘Editorial Procedure ..;-.y.ﬂ ........... e e .o 940
Critical COMMENtAY ... .....'ivideneseseroennennnennins evee.. 96
It. 325. Sonata & Violino e Basso Del Sigr. Domeqico* ' o
Dall'Oglio (facsimile) .uw............ D . 97
It. 341 Sonata a Viclino, e Violoncello, o Cimbalo del .. .
: ' Sigr. Domco Dall'Oglio .%........i....... bieeae e 104
- It. 346. Sonata a Violino Solo del Slgr ‘Domenico ' b
Dall'Oglio B e e e ees et ien 0120

-

(4. < .
C L

A

I . :

. . .
T -\
. - -ix

_\d.,‘,._  RS S e SR ;f%;ye_..‘ -

e




Sy

II.

- III. '

Iv, .

: - - LIST OF TABLES o

.

- Table , : R - - B . ' A .. Page

!

. ‘Tonality and Mode in » the Sonatas Jf Domenico dall '0glio .......25

Metre in, the Sonatas of Domenico. dall'OglM i w277

SN



-~

A . v R R | . A
£ . S L SEREER
C > A, S L
‘ N P 3 . o
- S R o S s S
ot s oorommewmEs e
F;gure ’ , ”? : '”'_:’}v ?’7 _;f 7f ‘. , “f“ff;l- i Page = -
1. Breztkqpﬁ Themat{c Cdtalogue, 176? 1787, p- 216 f.;...; ..... ¢;12 ; >
2 Dall'Ogllo, Sonata, It 326/III, Largo, mm 1?3 L.{f{f,:;.;;.gLZQ ' ﬂ§§
- x C . & N ’ v_-'? : ¥ '5
3 Ik. 345/II, Largq, mm. 1-5. ﬂ...,.m...;;: ..... Dy P | 1] o
a¢ 1t '328/III,_Andantino, .m-.'_l-l'z.‘;.‘.;..’..;-_.'.v\‘.".‘.f.'..".f....'...'..‘..':?6 R
5. "It 326/1, Grave, mm. 1 6 il IR T S P A AP & IO e
I SRS I
6 327/II, Allegro, rnm. 1-8. ?.;; ....... -..,’..i.,- ....... ,.:.L;32 ¥
. . L s
- Dance type Melodies in dall'ogllo s Sonatas ) e -
- a. Minuet IE. 325/IV i e e i i
bl Sarabarda: It. 329/III .
c. Corrente: It. 326/II ..................
~d. Siciliano: It. 326/1II e : oy
RECIY - Giga Itv 346/TIT ..t e '
8 It. 327/III, Allegro, mm. 1-4.
-9 and Scale~-like Contours in Dall Ogllo s Sonatas e
: 25/1T, mm. 1=4 ............ e ,.,.:.‘ ...... <40 .
b. It. 333/II, mm. 1-5 ........ B T 40
c. It. }M4/IIN mm. 1-6 ............ e e e e .. 400
10 It. 330/I, Grave, m:"1-2. ........... e e e by e a0
11 .a. It. 330/II, Allegro, mm. 1-2. DR T
. b. It. 330/III, Allegro, mm. 1- 4. J P 41
12 a; It. 327/1, Largo, m. 5-7. ...... Veeos e SR 5 S
' b,VIt 346/II, Allegro, mm. 83-84. ..... B R T R . SRR B
13 It 336/1'd Adagio, mm.«1 S ... 42
_ N L
14 It. 3B3/III, Allegro, mm. 32-42. e Y 1
15" It. 335/1I1, Allegro mm. 7-B. .................... 600
.16  It. 335/I, Grave, mm. 14-15. ..... el P 61
17 - e 339/11,'mm..62-64.'......; ..... e, e e .. 62 AL
18 . It. 326/II, Allegro, mm. 97~ 111 ‘L;JL? ..... P U R 62,
19 zt.,azs/x Grave, mm. 21-23. ..,..;..{.;..;;...,.t,;,;.ﬁ.,....,ﬁajf,a.“'
20  Tt. 335/1, Largo,.mm. 11~14 ..,...}? ....... :}..,....;;.;..;.;,63.‘ B
53971 3 e , rees
21  It. 344/1I, Andante, mm. 17f23. cees
. . . K Y .
R : ’ .- v:‘ )
v xi



22
23

D4

25"
26

27

28
- 29

30

31

33

34

350

36 -

'It. 336/, Adagio, . 10-33. i DU li...66
" ‘Harmonic background of Flgure 3Q”1.;...;..h...- ......... e e 66 .
'329/11, mm. 65-66 e 8T
b It 346/II, mm. 118- -121 P g e R . 67
-Syncopatlon as a thematlc component. oo , . .
‘a. It. 327/finale, eopening theme. ...... PR P T 71
b. It 332/1 clbsing theme. ............ _{ ........ B S A
:Syncopatlon in contrastlng rhythmlc textures it. 332/iI,
mm. 72-76. e R RLETERE R P
DlVlSlon of " after~beat in dotted rhythms It 331/III,4 ,
1-2, 25-27; It. 334/T, M. 1 coouvuinensvnnnnnnereanns, e 72
‘gLombardlc_rhythm. It. 327/I; mm. 35-36 .Q...;...;.........l..:.73
. - N ~ N . f B . " ' ' :
. . . . ! | . S %
. Lombardic ,rhythm. It. 338/III, Variationi{4 ...................¥73
Triplet figures. _ oy e N ‘
a. It. 330/, mm. 1-3 sl ...l i e LoL.74
»b It 331/III, mm. 37 42 il ¥, e e e e 74
. Appogglaturas , S
a. Long appoggiatura: 328/III, mm. 1~ 2 .;............;' ..... 76 .
'b. Short'appoggiatura: It 343/I, m. 5 ..., e e ....76
¢. Compound appogglatura It. 329/III, m. 3; 342/1, .m. 29 ‘ _
o 343/1, mo 10 ... e, e e 76
Vibrato. It. 336/I, mﬁ.'19-zo e LT
Use of lower strlngs. It 332/II mm. 110-114; 333/11&,'ﬁm.: - K
68-71 .......... I B N PP |
'Nonfiegato'and 5lﬁrred legatO' It. 325/1v,?mm.-1-2';...,...,,.;so
Staccato. It. 346/III, m. 2 ;;.ﬂ\.f..a.ﬁ..hj,;ﬁ.Q;w,.;;,..f,},él
o ‘ ar R T R
Sautillé (?). It.‘342/II_ M. 29 ot e ST 81
BN
o/

xii



_."“ O “ : R . ‘ ‘ )
. RS ABBREVIATIONS - - .
N ..;4,“_,;(*/({' i

. L - "' ) ’ . : v :. - . )
~It., followed by a number: - the catalogue number of a particular.

manuscript in the colléction of eighteenth-century Italian

Anstrumental music at the Musgic Library of the University of

1 .

California, Betkeléy-”.
*MGG?i‘Die Musik, in GesChich;é,und Gegénwartb'b ; R .

‘MS: manuscript

New Grove: The New Grove Dictgonary of Music and Musicians

.

RISM: Répertoire Intérnational des Sources Music

a

H)

~ 'RMI: Rivista. Musicale Italiana

K RS I
. o
) . . <
"WM: watermark ' i
!
3 Bl
. .
. -
.
<,\V ‘
; ‘

B



| aviocmny " AND a;s__rogieﬂ. BAC#G&QUND :
The moetferrehsive accourts.of the:mﬁsical career-of.Domeniebi
dali'Oglié are foued‘in‘rwo soerces éublished‘iﬁ }946~ahd'i948;by”rhe |
‘Swi;s musicoloéiet}aﬁd hisrorian{R.-AlOQS Mpoeer. nfheAfiret} enritledl
,"Violoﬁietes~compoéiteurs itaiiens:eﬁ Reesie au XVIIIe siécle{l
Giuseppe (siei)’dallfdg;ier%} ia—one:of e:series of articles-whieha
iﬁreeeded the publicatien'of-Mooser;s menumenrel seudy of the growth of

2 - ’ .
music in: elghteenth—century Ru531a,, the first volume of which.

.<§:appeared in 1948. Before :hevpublication of Mooser's reseereh,'

knowledge df'dall'Oglio's life and.musical'éctivities was limited to
brief entries in a'few-biographical dictionaries;end.histories'from

the eighteenth( nineteehth, and ;wentieth centuries,3 ‘and to

~

‘referehces to a handful of his works, sdrviving or lost,.in old

thematic indexes, music lexicons, and music library catalogues;
Mooser's reSearch, which traces the early stages of the development of.

9
Ay

1. ‘-Aloys'Mooser, Ri sta Musicale Itallana, XLVIII (1946), ppr 1219~

229 ' The name "Gluseppe" in the title is an error, and should read
'"Domenica. C v C S -

' 2. R.-Aloys Mooser, Annales de la Musique et des Musiciefs en Russia- _
au XVQIIme Siécle, 3 vols. (Geﬂeva: Mont-slanc, 1948-1951). ' : o

3. Perhaps the earliest. blographlcal portralt appears in. Ernst L

-.Gerber,s Hlstorlach-Blographzsches Lexikon der Tonkinstler (1790-
1792), 2 vols. in 1, ed. Othmar Wessely (Granz, Austria: Akademlsche
Druck und’ Verlaganstalt, 1977), II, col. 41, 42. Gerber's 20- -line
entry appears to have been the basis.for subsequent r#ferences to
"dall'Oglio by Fétls, Lutgendorff, and van- der Straeten (see
bibliography) . :
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art music in Russia, has yielded some important and prevrously unknown LJ(’

detalls concerning dall’ Oglio s life between 1735 and 1764, the years

.

during which the composer was employed at the Russian court f Even so,

5

there are many years. during this period, as’ well as during the flrst

three decades or more ‘of his life, about which very little is known.

b )

Italy: .ca. 1700-1735 .~
i e -

According’to_Fétis, Domenico dall'Oglio was born. in Padua around

.. the beginning of the eighteenth centu'ry4 and lived in that city until

1735, Almost nothing is known'about his familygorvthe circumstances

-

of'his education.; Apart from the fact that hls brother Giuseppe (ca
'1710¥.ca 1794) became a cellist of some repute in Padua and later,

;‘like Domenico, at the Russian\court, no other family connection has
. v N

been positlvely identified E Mooser speculates that a,certain Pietro

. R, o : S

_dall‘Oglio, who.served betweenvl7l3 and 1718 as maestro'di.coro at the

Ospedale dellaﬂpieta in Veniceﬂ(to vhich institutionvvivaldi devoted a
. .

: great part of his 1ife), may have been the father of Domenico

_ 5 . ; , o |
dall Oglio, or a close relative _ However, more recent research

eveals that the name dall'Oglio, in this case, was a pseudonym used

.by a Pietro Scarpari, whose relatively brief tenure at the Pieta was

}

_more or less undistinguished.§_=Likewisef the.music theorist_and

4

v'4. F.J. Fétis, Biographie Uhlverselle des Muslczens et Bibliographie
Générale de la Musique, 2nd ‘ed: ‘ 10 vols.,(ParisJ§1875, reprinted
- Brudsels: Culture et Civilization, 1963), II, p @416 L

A.; -

5. MOoser, Annales, 1,. P. 131, cf “also A. Sartori,*"Antonio Vivaldi,ﬁ‘

Rivzsta della. Citta di Venezia, April 1928, p. 329.

6. Michael Talbot, V.ivaldi (L‘do& J. M Dent & SOns, Ltd p 1984), pp

49~ 50



- .

organist: Giovanni dall'Oglis (1739~1832), .according to Vincent -

Duckles, was no relatiori of the two brothers fram Padua.7

while it isigeneraily~assumed that dall'Oglio was a pupil;sf.
GiusegpefTartini (1692—1770).,8 he may-weil have.been ,a fairly
ekperienced musician.by"the time he met_!hat master. His'studias’with

Tartini most likely began some time after 1721, when Tartini assumed

9 :
the directlon of - the music- chapel at St Anthony's,” and probably

nafter’the founding_of the great violinist's famous music academy in

1727-1728. Whate®er his formal training,.he could hardly have escaped’

the influence of the great'Venetian composers Antonio Vivaldi (1675-

1743,)'10_ and Tomaso Albmom (1671 1750), g.rowlng up as he dm in the
fertile musical env1ronment of the Venetian Repubilc, which for more-

than afcentury previous had been a centre of‘international

H
AN
A

: ’ o . L - . T . . P L ‘ . :
significance in the development of Barodque musical practice. Although

~

dall'Oglio’'s musical style, in both his sonatas and his concertos,
belongs in many .respects’to a laterrgeneration of composers,

Ts

,1980), Vo p. 166,

"from Padua after 1721 5 , L -

7. Vincent Duckles, “Dall'Oglio, Domenico," The New Groue chtlonary

of Muslc and Mus1c1ans, 20 vols., ed. s. Sadie (London: Macmrllan,‘
oy _ o o ) .

8. Mooser's. conjecture (Anngies I,-loc. cit ) that dall Ogllo may
actually have studied with Vivaldi is . without documentary. support and_

- is based on the erroneous speculation. (referred to -above) that Pietro

Scarpari, alias dall'oglio, was related to Domenico dall Oglio

“_9. Tartini assumed the direction of the music chapel at St. Anthony s;

in 1721; however, between 1723 and- 1726, ‘he was employed by Count
Kinsky at the Bohemian court in Prague-—his only prolonged absence'

v

10. The almost universal distribution of such works as Vivaldi's’

- L'estro armonico, op. 3 made his works models for composers throughout
' Europe in the first half of the eighteenth century -There are more

than_a few similarities between.the concertos of Vlvaldi and
dall® Oglio. . - . S : .



_identified prima ily with. the musical ideals of Tartini the impact of

vivaldi, and even of Corelli, is nonetheless still evident at many

)
p01nts. _[~~l\

: Dall Oglio s assoc1ation uith Tartini must ‘have begun some time

kS

prior to 1732, 31nce on December 29 of that.year he was engaged as a -

»'v1olinist in the orchestra of St. Anthony s BaSilicq, 11 of which

— -

Tantini himself was primo.yzolino e capo di concerto ' Most likely .

dall'Oglio had already sat for: some time under Tartini s tut at .

B his scuola debla NBZIOnlrfSChOOl of Nat 'ns), B moredthan

forty years after 1728 attracted aspiring violinists to Padua, not

. only from Italy, but from other Buropean countries, to study

- ) ) E:

' performance and composxtion w1th the great virtuoso

 Russia: 1735-1764 L S i:";/

© In 1735 a delegation from the Russian empress’Anna'Ivanovna,'led )

,by the Italian violinist Pie ro Miraqlz travelled throughout Italy,_
.enlisting professional arti ts for the newly established imperial
,‘theatre at St Petersburg ‘ Among'the4troupe ofAmuSicians,‘singers;y

‘ actors,_dancera,'and theatre technicians who returned with Miraito_

llection’og Eighteént —Century Italian Instrumental Mvsic in the .
University of Californja, Berkeley Music Library (Berkeley and Los =~ .
.Angelea Univeraity o California Press,_1963), p. 163
- J
12. Mira was a violin st in the orchestra at St Peteraburg between _
1733 and 1740. ocoser, "Violonistes-compoaiteurs . . . Pletro IR
Mira dit Pe&rillo, RMI, XLVI (1942), PP 273-293.



N
Russia were Domenico dall'Oglio and his younger brother, Giuseppe,_who f

,aby all accounts was an. exceptionally fine celllst. _ L A}

The Italian artists found, on their arriva%—at St. Petersburg Ain

the summer of 1735, a regime which had eagerly embraced European

' culture, ‘at least among the nobility, and had built theatres at the

royal palaces'in both-Moscow and St. Petersburgj—establishments-which‘

for several'decades were‘to be dominated by Italian artists The :

“Europeanizing" of Russia«haq begun in the early seventeenth century,

with the founding of\the Romanov”djhasty, but gained little momentum_ .
vuntil_early in_the‘eighteenth_gentury, with the polit;;al and'aocial .'nl
_reformsfof'PeteriI\(Peter the Great),-who ruled Ruesia from 1682:to

1525. Although his program for westernizing RusSianvsociety‘uae aimed '

primarily at strengthening the country s economic and military

position, he encouraged the introduction of European ideas and culture

among the nobility As.a,result, during his reign, along with;'
academics, engineers, foreign diplomats, artists and military
advisers, a modest number of foreign musicians found their way to the

.palaces of Moscow. and st. Petersbu g 14'

It was not until after 1730, owever, with the acceseion of Anna

.Ivanovna (reigned 1730~ 1740), that e arts, and’ mu31c in p%rticular,‘-’
became a favoured concern of the Ru331 n rulership For Anna's

'coronation, a company of Italian mu51c1 ns and actors from tae court

‘of Friedrich-August II, prince-elector of Poland and Saxony,

3’{ 7<

13. A brief biqgraphy of Giuseppe dall Oglio is found in Mooser,
‘ Annales,-l, 136- 139 ; S L o

14. 1bid., pp.-25-32.
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entertained the Russian aristocracy in Sta Petersburg with a
. ‘ . 1 -

'.repertoire of commedia dell'arteiplays and musical comedies, as well

..as(a~performance-on Decemberrll 1731 of Giovanni Alberto Ristori s
_operatic comedy, Calando, the first performance of a complete ‘opera in;'
'Russia,;s Anna, who,was passionately_foqd of such-speCtacles,‘

promptly set about to establish a permanent Italian'theatrical'company

at St. éetersburgQ .Although a’feu ercellentomusicians uere recruited .
between 1731 and 1733,16 the band of 34 instrumentalists, singers,.
actors, dancers, and theatre personnel which arrived in 1735 a
cqnstituted the cdre .of this company For nearly three decades after .
1735, Italian music and theatre held a v1rtual monopoly in’ the if

cultural life at the court, throughout this period Domenico

dall'Oglio was a significant figure in the annals of this insular, but

'culturally enlightened society

Detail§ of dall'Oglio's life in.Russia are scattered and mostly'

'anecdotal The first record of ‘h activities at the court. preaents

{.

’_’l;him in rather ignOminious circumstancea, the result of a liajison with

<

"”{an actress from the - company A'certain Rosa Pontremoli who . played

_'.soubrette roles in the theatre, became pregnant soon after the .

L ey
T .
Sy

v

) 1ff15 The troupe remained in Russia from February through December of

1731, < The excellent Violinist, Giovanni Verocai and the violoncellist

5_]”Gasparo Janeschi, membera of this company, remained'in ‘St. Petersburg
.as permanent members of the imperial orohestra

distinguished herself in England in performances ‘of Handel'

o ;loratorios, including the Dublin premiere of Messiah.

A

troupe s arrival in Russia, and for some time was unable to appear on -

_y"16 Notable among these were Luigi Madonis ‘and Pietro Mira, violinists . -
':-and composers who' played in the. imperial oxchestra throughout much of
Fdall'Oglio s career, and Christina-Maria Avoglio,: a soprano who later_g

-



~and ridicule among his assoc1ates ‘ P e

hthe stage.f When dall'Oglio s part in the affair came to light, it was

L3

‘ ~decreed, probably by the empress herself that "Sig Domenico must

. 7 .
~‘perform in her place at. the theatre, the - parts of the maid"1 -—a

o : . .
situation which must have made him the object of consaderable laughter

- .

thl Oglio's principal duties in St Petersburg were connected

-with the co!!L orchestra-—an ensemble made up mostly of German wind

.playersvand Italian string players, among whom were a number of

exceptional violinists, whof like dall'oglio, were also éignificantk

composers in their own right.18

The musical establishment at St* Petersburg was pre51ded over by

e

lthe Neapolitan composer and maestro di cappella Francesco Araja (1700-

,1770), .who was among the musicians who were enlisted by Pietro Mira in

1735.: During his twenty-year tenure in this p031tion, he composed or

adapted numeroud Italian operas for performance at the imperial

-

theatre The first of these, .Araja's La forza dell’amore e dell odio

.

(The Power of Love and Hatred), was premiered in the newly built

theatre at St Petersburg Januafy 29, 1736 (old calendar) 9 _The

9

~17. Jakob von St#dhlin, Nachrichten von'der‘Musik in Russland,_in Jg.J.
- Haigold, Beylagen zum neuveridnderten Russland (Leipzig, Riga, 1769-

©1770), 2 vols, p. 401; as quoted by Mooser, Annales, I, pp. 131-132:

“"... . le Sig. Domenico dut jouer a sa place, sur le thedtre de la

"\

cour, les parties de la serva. . V,Rosa Pontremoli left the service
"of the Russian court in 1738 howev "&:3he remained 1n St. Petersburg
until her death in 1746, perhaps, as v oser suggests, ‘as dall® Oglio 9
‘mistress. Cf. Annales, I, p. 151. _ . S . i

N -

18 Mooser, Annales I, pp 97 120
13. R. -A10ys Mooser, Qpérasq Infermezzos, Balléts, Cantates,.Oratorios
joués en Russie/ dnrant de XVIIIe -sidcle (Bile: Editions Barenreiter,
1964), PP. 60-61." Cf also Annales, I) pp 160 167 '
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event, which marked the.first‘performance in’Russia of an opera seria,”

was‘reported in_ the St Petersburg Gazette, with special reference'to
the “finest musicians" featured in the performance,.among whom werel
11isted "Domenico dall'Oglio who played violin: [and] Giuseppe o ai
’dall'Oglio who played violoncello. 20 |
: Along with performances in the operas and other musical events'
;hich occurred regularly at the palace, dall'oglio found opportunity
to compose (and presumably to perform) a variety of his own
compositions, both instrumental and vocal- His first major
publication, entitled XII Sonate a Violino e Violoncello o Cimbalo,
appeared in 1738, printed by the Amsterdam publisher Gerhard Witvogel

i !

These sonatas, published concurrently Wlth similar sets by Giovanni
i

Verocai and Luigi Madonis, also violinists in'the. court orghestra,

’ 2
were, according to Mooser, the first such works ever to ég'p blished
by composers living in Russia 21 o B ig? B :

The im.perial theatre suffered a setback in’ llﬁ with the loss

of a number of performers who' returned to. taﬁx t ;“year. Unable to

produce operas with such depleted forces
Italy in 1740 to enlist more musicians ‘D
'empress died and was succeeded by the younq }Ivan Antonovitch
‘Within a year, however, he res dethroned and replaced by the new i:

' empress Elisabeth Petronovna, who reigned until 1762 In th%babsence

<]

of. Araja, whose duty it would have been to compose music for" tnp '

’ 20 Mooser, Annales, I, p. 166 .
Z : : o
21. Mooser, "Violonistes-compositeurs," XLVIII (1946), P. 223 For
'the provenance of these sonatas, see Appendix A, p. 91 - :



c ronationvof the'empress,'nay 29, 1742, the Italian musicians of the-

——
'

7lcourt prepared a performance of La: clemenza dl Tito (libretto by
' Metastasio, music by Adolf Hasse), with additional arias composed by

"‘Domenico dall'Oglio and Luigi Madonis. In addition, ‘dall’ Oglio

~

: furnished the music for the prologue, La Russia afflita e riconsolata
'7(Russiu, Sorrowful and Consol‘bd)/z2 in which the virtues and glories

of the newvsovereign'were.duly extolled.. Jakob von Stahlan, a German

-

. \ =
: historian attached to the court, and also the librettist for thev'

Prologue, wrote concerning the performance

e the capable Domenico dall Oglio put to music m§
prologue, la Russia afflita e .riconsolata, and did so with
such a keen sense of passion, that during the performance, ,
especially during the aria of Ruthenia: "Ah! miei figli," <

. Ege tender. empress hgrself could not restrain her .
tears . D

.

Mooser indicates that forvthe Same celebration, dall'églio may
3

°

: also have composed the two ballets, La j01e des nations a 1’ apparition

vd'Astrée a l'horizon russe, et le retour de 1'4ge d’or (The Joy of the

—

Nations at the Appearance of Astrée on the Russian Horizon, and the‘-
?eturn of the Golden Age) and La pomme d'or au banquet des dieux, et.
le jugement de Paris. (The Golden Apple at the Banquet of the Gods and .
the Judgment of Paris), which framed the performance of Hasse's opera

At the time, dall'Oglio was the only composer at the Russian court,
Q -~

_22}“Mooser, Opér ',;fntermeZZOs, p. 123; Annales,:I,,pp. 133, 187-195.
. The music has_noﬁ . . ) o g

survived.

23. Von Stdhlin, op. cit., I, p. 404 apd II, pp. 93-94; as quoted by,
Mooser, Annales, I, p. 193: . . . I adroit Domenico dall'Oglio mit en

‘:musique mon prologue, la Russia afflita -e riconsolata, cela avec un Sl
ivif sentiment des passions, qu'au cours de la représentation, R

principalement pendant l'aria de Ruthenia: ‘Ah! miei figli,'. . . la -
tendre Impératrice elle-méme fut 1ncapable de retenir ses larmes."

'\



L
.
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apart from Luigi Madonis, and the fact that he was closely connected

with other aspects of the. celebration seems to support Moose; s

surmise that he was the composer of - these ballets .24 ' }m

TN

Several years after the coronation of Elisabeth, probany around

1747, dall'Oglio was involved in a conspiracy which might have had

-

disastrous consequences had it been discovered -The heirvapparent,'

. - .
- R

Prince Peter Feodorov1tch (Iater Peter III), had angered certain
‘.influential OfflClals in the court by marrying -an insignificant German
princess, who by hér marriage had become the Duchess Catherine

-Alexeievna Hatred towards the young girl was such that almost all

© .

personal correspondence with her family was forbidden In'this
h.circumstance, a letter from her mother was smuggled.to her by a

visiting Italian named Sacramoso - To the‘letter was attached a

message that "from an Italian musician . .., he would receive [her]

'response."zs_ Catherine, who eventually became the empress Catherine

_the Great,‘later recounted the way in which the.message was deliveredﬁv

At the first coricert held for the grand—duke, I walked
around the orchestra and stopped behind the chair of the
"solo violinist d'010glio [sic. 1 ‘who was the man whom I

- had been told to contact. When he saw me appear behind
*his chair, he pretended to take his handkerchief from the
pocket of his coat, and in the process, opened his very

- large pocket. 'I nonchalantly slipped my letter into it, -
proceeded to the other side, and nobody suspected a thing
Sacramoso, during his stay at Petersburg, smuggled two or

24 Mooser, Annales, I, pp. 133, 194 195 The ballet'scores are Yost.
25. Catherine II, Mémoirss écrit par elle-méme (London, 1859), p. 92,
! . quotéd .in Mooser, ‘Annales, I, p. 134 ". . . par un musicien italien
B & § attendait ma répouse. S : oo

™

4
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e three notes of ‘the. same sor&sto me, and my replles were .

returned by the same means.
~
Catherine in her Mémoires._

[

. In.1753,: the Paris- publlsher %ntoxne Petit released

£

. . IR :
dall'Oglio's Sei_Sznfonze‘agdue violini, alto viola e-basso;'op. 1, of

whlch a copy survives in the Blbllothéque natlonale in Paris. Shortly

after the publlcation of these symphonles, dall'Ogllo prepared an
. y .
additional dbllectlon of symphonles, apparently the first of thelr >

v

klnd, based on themes drawn from Russzan folk tunes Jakob von

' Stahlln, with whom dall‘Oglio had’ prevmously collaborated for the =

Kl

coronatlon festivxtles, desorlbes these compos;tlons- ‘
, i } > )
The brilliant’ composer ‘and. violinist had the idea to
" write some Sinfonie'alla russa, which’ were. S0 unanlmously
successful that in future he aiways had one of them played.
at the regular concerts. . . . He had chosen some popular
" ‘melodies, or well-known peasant tunes,” which he ornamented

in the E st Itallan taste in an allegra, an andante, and a
presto.” ' . ' -

.

( r . k °
. -

26. Ibid:. "Au premier concert qu i1 y eut chez le grand duc, je fis
le tour de '1° orchestre,.et m'arrétai derrigre de la cHaise du vidlon
sollste d'ologlio, qui ‘était 1'homme qu'on m'avait indiqué.. Lorsqu i1
:me vit arriver derriére sa chaise, il fit semblant de prendre son '

"7“mouchoir dans sa poche de son habit, et par la quvrit. cette’' poche

Eoute grande. J'y.glissai, sans falre semblant de rien, mon billet,
;je m! eq’allai d'un autre cété et personne ne se douta de rien.
Sacfﬁhoso, pendant son séjour a Pétersbourg, me glissa encore deux ou-

‘,Jtro{s billets ayant tralt-a la matiare, et mes répouses lui furent

ﬁ‘edues de méme . S o ‘

27. Mooser, "Violonlstes-compos1teurs," XLVIII (1946). p. 227; RISM
gives the date 1745. _ , . .

.

28. Von Stahlin, op. c1t.) 11, pP- 100; quoted in Mooser, Annales, I,
- P.133: "Ce compositeur et violoniste plexnidsjfeu, eut 1l.idée’
- d'écrire aussi quelques Sinfonie alla russa qui’ eurent un succeés si
’unanime, que désormaxs il .en fut t0ujours dne aux concerts habltuels

< " ' o
~ ~ ’ .

-’

S The‘event passed-undetectedghsut.not'ﬁorgetssh} for it was. recorded by

11

-~

ar

]
°



'Unfortunately, although at least oneTof these symphonies'is,

° \ \‘,

known to have been published, no copies have survived fAll‘that
remains is the 1nc1pit of a Slnf[onze] russa in the Breztkopf Thematzc
: 'R

Catalogue, 1762 1787 29

e

' Figure 1:¥‘Breitkqbflrﬁematic Catalogue, 1762-1787, p. 216.

len! del" 3.Dom. d'all ocuo

. . . . v
B o ' o : " -
adv. R : ) . 0 e .
) . st s - ’ B
ettt t ) . . . .
= < ; o : .
.

-~

¢

Contemporary accounts 1ndicate that Domenlco dall'Ogllo was - held

in: the hlghest :eg:'d by all his royal patrons In April of 1754‘ _:‘H

e

‘'when the Russian court jourQ 2d to Moscow for the celebrat;on of the .,

.

anniversary of the empress s coronatlon, dall'Ogllo was one of four Ca

musicians called to perform for Her Imperial Majesty at a gala banquet

' held at the Kremlln.so The violinlst s -avoured status.is also

attes;ed to’byvthe fact that his salary throughout most of his career .
RE - R . ’ _ o :
‘was nearly double that of most of the other members'of the

orchestra,3; In 1762,.ae.the accessiongof the czar Peee;\?ii, when

sohe of_the members,of the'theatre.and'orcﬁestra'were dismissed, one 4
. ‘ ) . . . ‘
TN S

\ v' . . : )
° B .

Il avait choisit quelquea—nﬁes des mélodies populalres ou de

X paysans les plus répandues et, A leurs diverses répétions, il les -
‘ornait, avec le meilleur gont italien, dans un allegré, un andante et
un presto." : :

.29, Tbe B:eitkqpf Tbematlc Catalogue, 1762~ 1787 ed. Barry S. Brook
(New Ybrk Dover Publicationa, 1966), P 216

30 Mooser, Annales, I, pp 134—135.

© .31. Ibid., p. 1\\5 '



as a court pgsiélan, with the further prov1sron that he would share o

of‘the first acts:Of the'new ruler'was tofconfirm dall'oglio‘s status

i : :

.the dutles of concertmaster w&th the v;ollnlst Pletro Perl

[ A -

o For;some of dallﬂlexo's.assoc;ates, the favour of the new

,emperor,soon proved to'be a seriousTliability, for Wlth the forced

vg_days later, many of the Itallan artlsts whom the 1ll fated czar had

'retained found it.suddenly expedient to leave'the country.ss' DomeniCoﬂ

abdication of Peten III 1n June of 1762, and hls assa531nat10n a few' B

4

~

dall Oglio,,notwithstanding hls close tles Wlth the deposed emperor,'

was allowed to: remain in his accustomed posxtlon 1n the orchestra

The new eM&ress, Catherlne, was doubtless fully aware of hls Lo

'freputatlon as'a performer, and perhaps retalned hlm for that reason

-Furthermore, she may have remembered the grave r;sks that the e

. . L . . | - . .
fyears-afteeratherine had_usurped the th{one. e . ' . A

'with hlm.a falrly srzeable fortune Accompanled by his brother,_

—_

violinxst had undertaken in her behalf some flfteen years earller At

/

: any,rate, dall'ogllo and his brother remained at the_RuSsianfcourt two

, . R
..
~

o in 1764 after twenty-nxne years of ‘service at the Russxan

-

o court, dall'Ogllo dec1ded to retlre and to return to Italy, taklng

3

Gluseppe, he(began the journey ‘in ‘the summer of that year. They had

1. -

'_travelled less than 300 kllometres, however, when at Narva, on, the = .

oo P

,Gulf of Finland, Domenlco suffered a stroke, dled shortly thereafter,

32. Ibid., p. 350. - . o R

_'§3"Ibid., p. 353. " Even’ the revered Francesco Araja, whom Peter had
',recalled from Italy after aeveral years of retlrement, and Pletrt .

Y A

Peri co-concertmaster with dall 'Oglio, left at this tlme.

"4 B Y

”n

~
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. and was buried in'that town, ;eaying his brother to return to italy'

' alone}?4

s

@@

< -
] .
FAT B

34. Ibid., p. 135. A dlfferent (unidentified) source. quoted in- ,
. V_Duckles and Elmer, p. 163, indicates that dall'Oglio s death ‘was the
result of an acﬁdent. DR .

14



. QHARIER.__IZI -
o THE BERKELEY MANUSCRIPT COLLECTION OoF
‘ IIGHTEENTH-CENTURI ITALIAN INSTRUMENTAL MUSIC'

- Most of“the music‘discussed in this Study is'included in a large
manuscript collection o£ eighteenth—century Italian instrumental music

"3

' located in the Music Lﬂbrary of the University of California at -

'vBerkeley. ‘The coll

musicologist and Tartini scholar, Paul Brainard,3§'and:was purchased_'“

by the University of California in 1958. It’appears to. be part,of'a

.large body of musical works gathered in the mid-to—late eighteenth

.century for theﬂuse.of the.Italian'violinist, Giuseppe Tartini (1692--

1770), and his. associates at the Basilica of. S% Anthony in Padua, they

s \J-

location of Tartini's famous music academy and the centr{ of, his

activities betWeen 1721 and his death in 1770 36

N e m— e

The Berxeley collection is said to be "the largest single body

of works of the Tartini school preserved intact from the lBth century

TN

to tthpresent—dayT" - Nearly half the»items in the §leection are by

35. Brainard came across the collection while dOing research in .

Gottingen in 1957 for a Ph.D. dissertation on the sonatas of Tartini

~ Learning that the collection was offered for sale; he notified:

. Professor Vincent Duckles, Music Librarian at the UniverSity of.

‘ California, Berkeley, who recommended its purchase by the University
- - .

36 For the history of the Berkeley collection, as well as.a summary

.of :its contents, seée Duckles and Elmer, Thematic Catalog, pp 1-21.

37. Ibid., p. 1.

"n was discovered in the 19505‘by the American»_'

S
S
X
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Tartini and his pupil, Michele Stratico (1728- 17820),, who until
recently was almost completely unknown 39 The repertoire alsov

features comPOSitions by at least twelve other composers known to have-

! studied with: Tartini, including a Significant body of works by Paolo [7

.

Alberghi (1716~ 1785), Pietro Hellendaal (1721 1799), Pietro Nardini

(1722 1793), and Domenico dall'Oglio (ca 1700—1764) . of particular
L musicological interest are the large number of previously unknown

compOSitions by Alberghi dall'Oglio, and Stratico which have come to

. light with the discovery of the Berkeley collection

'

Since very.few_of_tg,‘;erkeley manuscripts are autographs,Q}'the::

collection yields little primary evidence regarding actual dates of

composition. However, studies of watermarks on paper used in the

1pollection, together;with wnat»n;s been,learned'from_analysis of_theﬁ

\

handwritings, lead'Vincent Duckles and Minnie Elmer, who pioneered the

38. The birth date indicated in Duckles and. Elmer, Thematic Catalog,
James. L. Jackman, New Grove, and Minnie Elmer, MGG’ is ca. 1721.
However, a letter from Stanislav Tuksar, ‘of the Institute of
Musicology, Zagreb, Yugoslavia, to the Musi¢ Library, UniverSity of

California, Berkeley, August 30 1979 states that Stratico was born in

e 1728
39 “The only detailed study to dhébfnf‘Stratico s music is Michael T.
Roeder s Sonatas, Concertos, aanSymphonies of Michele Stratico '

(Unpublished Ph.D. dissettation, University of California,. Santa -

Barbara, 1971). The only modern published edition of Stratico's musiC'

is Michele Stratico: Sonatas and Concerto for Violin, ed. ‘Michael

- Roeder, (Series of. Early Music, general editor Karl Geiringer, Bryn

Mawr, ‘PA: Theodore- Presser -Co. s 12;6) ’ '

- _ R R

'40 Other pupils of Tartini included in'the collection. are Pasquale

Bini (1716~1768), Domenico Ferrari (1722-1780), Aloisio Lodovico
B Fraca‘.ini (1733~ -1798) , Johann Georg Holzbogen (d. 1755), Filippa
Manfredi (1729-1780),, Angelo Morigi (1725~ 1801), Aqﬁnpio Nazari (f.
1779,), and Josepm Touchemoulin - (1727-1901) @ T .

-

WW”’\il A few of. thi&hlberghi scores appear to . JStographs, in addition,:

: on& éxnamented Slow movement (It 1016y is nuTartini s hand

e . , ) . )
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Astudy of the Berkeley manuscripts, to conclude that the bulk of works

in the collection were gathered and copied during the late years of

Tartini's life (17603), or at the latest, within‘the decade following

his death (1770 1780), that the manuscripts originated in or near

.-

.Padua, and that “they represent the work of musiCians and copyists . :
: - \N.'

associated in one capacity or another with the musical chapel at St.

42 -

Anthony's." - o SR = '

Lﬁo:ks_'by ‘Domenico dall'Oglio5-in_,the Berkeley Collection

The Berkeley collection is an especially significantyrepository"

of music_by Domenico dall‘Oglio, whose violin sonatas.are_the:subject
- of the-present study. bf the twenty-two sonatas'in the collection |
'which bear his name, twenty are copied in handwrltings positively
identified w1th copyists assoc1ated with the music chapel at St

'1Anthony s. Watermark studies indicate.that most df the'sonatas appear

to have been copied during the period when the main body of the

collection was being prepared-—during the 17603 and 1770s since

_'dall'Oglio was directly ‘associated Wlth St Anthony 8. until 1735, both

as a pupil of Tartini and as a professional vmollnist, it may be that

:‘the copies in’ the Berkeley collection were made from autograph copies

made before that date and placed in ‘the library of the cappella before

his departure from:; Italy in 1735. Twelve of the sonatas in the
"Berkeley library were published in 1738 by the Amsterdam printer

Gerhard Witvogelf Copies of this edition are found in several

42. Duckles and Elmer, Thematic Catalog, p. 10. .

5 #~



. libraries in Europe 3 A second set of twelve sonatas was published R

posthumously in 1778 in Venice by Bartolomeo Ricci Although a single:“

‘s

copy of this publication is knOWn to. survive in the Benedetto Marcello

~

‘Museum ygaVenice, it -is not known whether any of the sonatas in that

.edigion are included among the Berkeley sonatas 44 .

Thglseventeen Vlolln concertos: by dall Oglio in the Berkeley
q 3

collection were gathered during approximately the same period as the -
songtas- Although Fétis and Gerber both’ allude to the existence of

concertos by dall'Oglio, no "record. of these works has been found in

-any other collection, and none has been published _ It may well be

th?t the examples preserved in the Berkeley Music Library are the only
surviVing copies of dall’ Oglio s concertos.
‘A complete listing of works known to have been composed by

‘Domenico dall'Oglio is included in~Appen¢ix‘A, pages'91-93.

.oe

v

Y s

43. See R A‘pys Mooser, “Violonistes~compositeurs, XLVIII (1946),< .
223 , Y. : _ o

“44.7 Requests to the Benedetto Marcello Museum ‘for information

~ concerning *the posthumsus (1778) editisn ahd/or microfilms of the.
works it contains, have to date received no reply. A photograph of:
the first movement of the set indicates that at least: that movement’ is.
not- included in the Berkeley collection. C£. Mooser, Annsles,:I( P
_368 S o o “Aﬁ, ' TR -

“IQ o . N N : : N ‘ R .. .4‘. . "
a3



”Muse of my late brothéer." . S _ N

' THE [VIOLIN SONATAS

Lo L .

Dall Ogllo s flrst publlshed works appeared in 1738 three years b
:_after hls emigratlon to Russxa. The XII Sonate a Violino e.

_Violoncello o’ szbalo, Qpera Przmo, publlshed in Amsterdam by Gerhard

—
' -

- w;tvogel were dedlcated to dall'Ogllo s patron, Count Rlnaldo

3

1ncluded the care and welfare of the expatrlate artists emplOyed in

.the service of.the-cohrt.' The 1738 collectlon was subsequently

reprlnted 1n Paris in 1751 by Le- Clerc 455”

i
* . T

A second. volume of sonatasr tltled XII Sonates é Vﬁolon Seul et

: »BaSSe Contihue, was‘publiéhedzposthumously in 1778‘;n Venice by

Bartolomeo.Ricci. This publication, dedicated to the Archduke Paul

: Petrovitch, waSﬁarrangéd‘by dall‘oélioFS‘brether Giuseppe, whose

-dedlcatory preface refers to the” sonatas as "these last works from the

46 S

The Berkeley COllectlon contalns copies of twenty-two sonatas-

.

' for v1011n and contlnuo by dall'Ogllo (It 325-346_ );‘ Coples of all

et N s
twelve sonatas publ;shed rn_l738 are included, in addition'te.ten.:'

>

45.  Only four copies,of the 1738 edition and one of the 1751 edltion
~are known to survive in ‘European llbrarles, cf. Mooser, . "v;olonlstes-‘
fcomposlteurs," XLVII- (1946), p. 223; also Appendlx A p. 91.

16. Mooser,:AnnaJes,-I, p,’389:

47. The abbreviatioh foliewed'by a number 1nd1cates'the Eatalogue

‘number for works in the Berkeley ‘collection,  as glven in Duckles and
'Elmer, Thematic Catalog ' , : :

19

;deehwolde, a-hlgh-ranklng off1c1al at the'Ru551an Court, whose dutieS"

.



| unpublished sonatas, two. of which are attributed elsewhere to Tartini

_(It 331 and 340)

3

Unless any of the works available to us predate dall'Oglio s '

e

period of study with Tartini, the sonatas under discussion were most

likely composed no eaqlier than 1726 ' Although Tartini was appointed

”'4‘maestro di concerto at St Anthony 8 in 1721, 1t ‘was on’y in 1726 that

'

: he-settled permanently in Padua, and in’ 1727 or 1728 that he opened ‘

.hlS school for violinists The'year 1738 is the obvious terminus post

d¢

'yquem for. the CGNPOSLtiOn of the&twelve sonatas published at. that time

uH?
1! 3
Allowing for the considerable time usually required for engraving and

"printing, it is likely that most of these works were composed before -

‘:dall Oglio s move to Russia in 1735 If Giuseppe dall Oglio s

reference in the 1778 posthumous egition to the "last works" 9) his

;'brother is to be taken literally, then we. may infer that_ th se sonatas

were composed much later than the first set—-perhaps after 1750.

‘It is not possible,:on the basis oflexternal evidenCe, to date‘b

,‘,

.with any certainty the- ten unpublished sonatas in the Berkeley

i

collection Watermarks are of no assxstance in this regard, since

‘

they reveal only that most of these works were l'kely copied no

"Zjearlier,than 1776ﬁ-twelve'yeatsfafter the cqmpo er‘s'aeath;497'&t the g

hyrainard's catalogue of Tartini's sonatas lists It 331 ‘as ‘D.
340~ -as. G. 29. The Berkeley collection contains a ‘second

'3_ copY Of.lt 340 (It. 753), which attributes the work to- Tartiqi :
'gBrainard ‘Believes that dallfoglior is probaby the composer of both
. sonatas. Cf By Bgainard, Le Sonate per Violino di Gluseppe Tartini
o (Milans Carisch S.P. A., 1957), pp ~32, 86 and Ducklea and Elmer,f-
”];Thematic catalog, pp.-166, 310

‘.

:349 The date is based on- similar watermarks found on Haydn manuscripts
at’ Esterh&za . The watermark in question appears ona manuacript dated
3.51776 'See Duckles and" Elmer, Thematic Catalog, P 10 . .



‘A,_be dated with any certainty

TR S

‘same time, thegsonatas in question are mor% et'less similar in style

for the last half of his l:.fe, it maysai:so be thaﬁ‘@n lelo-'a ster :

V.,
.

changed little during that time Thusy the unpublished sonafas cannot S

‘General restures'

The. sonatas ere scored on a two stave system,.the upper staff»
'containing the solo part and the lowei staff the bass line Eight of "' A
bthe works eie supplied with bass figures, while one (It 345) has !
.figures for only the first eleven measures of the opening movement
.fThe remaining thirteen sonatas are unfigured 50: Although published
sonatas of the period (including dall Oglio s) usually included
‘figured bass (for the benefit of inexperienced players), the harmonic

.
vfsimplicity of these'works was such that expérienced-performers, such

as those associated with Tartini s circle, could realize the continuo

' part without figures Thus many of the copies in the collection

s -

50. It is significan® that all of the sonatas without figures in the -
Berkeley collectiops were made by the same copyist &signated as Hand
~A) . Apparently it was the editorial policy of ‘this Wopyist to omit

: figures, even if- they were included in his source. .

.
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“appear without figures—-a feature which became the normal practice by

. . . | T ) L L . ’ . o

the mid-eighteenth century.51

e

.

of the thirteen composers represented in the Berkeley collection

‘fknown to be pupils of Tartini, Domenico dall'Oglio was. among the.

earliest. This fact is born out not only by a comparison of birth

-

_ dates, but by the fact that dall'Oglio alone among this group (except'

©

for Tartigi) includes four-movement sonatas among his compositions

’Although Tartini's eariy sonatas frequently have four or more.'

movements, the normal pattern for sonatas by composers of his school

by approximately 1740 was- three movements (most frequently in the

slow/fast/fast ordering of movements) - ', S

4

Eight of the sonatas by dall'Oglio in the Berkeley collection

:“a}e of the four-movement variety, the movements arranged in the

.’ - ~ .

'{slow/fastéslow/fast pattern more or less conventionalized by Arcangelo

2

‘A7Corelli in his church sonatas, Opera 1 and 3 (1681 aq& 1689) The.

-other fourteen of dall'Oglio's sonatas contain only éiﬁee movements,

‘all’ but two of which are cast in the slow/fast/fast pattern. The two~l":

exceptions are It. 344, in which the order is slow/slow/fast, and It :

345, which uses, the relatively rare (at this period) fast/slow/fast

sequence.

l51 Many of the works from this period by other composers represn ted ‘
2. in the Berkeley collection display this characteristic. For ex‘iﬁle,'

all®¥f: the 156 sonatas by Michele. Stratico (1728 1782?) in the, o3
collection are without figures _1FT_A I o AR
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)\ ;z' Although the four-movement format was eventually superceded by

’

the threesmovement design, we cannot, in the case of dall'Oglio,
conclude that the sonatas in-four movements were necessarily earlier
works than those in three In fact, the XII Sonate, publishe%}in
1738, included ‘an eqpal number of both types ‘A curious/feature of
this edition is the fact that four of the g‘ﬁatas §hich appear in theA

Berkeley collection as three—movement works were printed in the

published edition with an additional slow: movement (placed between the

‘ two fast movements) which isa not{ﬂncluded with these sonatas in the-
k

- Berkeley collection. These four sonatas plus two other fo/r-movement
examples make up one-half of the published set, the other halft’ being Q?

three-movement works ’ Perhaps when the Berkeley copies. were made,
b

three decades or more after the ﬂhblication of the 1738 edition,-av
copyist chose to ;omit the third movement of some (originally) four- 3,
S . o
movement sonatas, since the three-movement arrangement was by that .

time.fully’standardized.

~_In arranging the works of his first opus as he did dall'Oglio v

may have taken as his model Ta‘tini s SOnate, Opus 1, published in

1734. Tartini divides this'

llection evenly‘between works of the.da

chiesa_variety (five out of six ofywhichaare in four m0vements) and .

h the da camera variety (all six of which have three movements)

However, unlike Tartini 4who makes-a conSistent distinction in’ his

v Opus 1 between the rather scholastic, polyphonic style of the four— :.i*
movement sonatas and the more lyrical, homophonic style of the three-

if -

movement works, dall'Oglio employs a more or less heterogeneous

distribution of elements from both styles within three—movement and

four-movement works alike. Most significant_is the absenqe of any"_' :ffj>'

- ’ 5 4
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T fugal mo"ements, such’ as were conspicuous in the da chiesa worka of
Tartini and m:;t‘aﬁ\hiepredecessors, ' : ' o

B ] ' ~. . . 6‘. ‘ »

i

Nineteen out of the twenty-two sonatas under consideration begin

and end in.major keys This extreme pr ference for the major mode far T

William. Newman, ,
. E .

_ - Corelli wrote nearly as many sonatas in minor ae.in
major keys, whereas Bach and Handel preferred major in a :
ratio of roughly two to one, and ggrtini,and,Locatelli in %

“* a ratio more nearly threevto_one T

-
Dall'oglio in most cases, reserves the- manor mode for inner

movements-—ueually the third movement of the four-movement aonatas;‘

Without exceptidh,(the sonatas in this collectionmoonclude in

‘the key and mode of the opening‘movement. The three-movemEnt works,»

'

: Wlt two exceptions, maintain the same key throughout 'The exceptions

|

o are It 344 and 345,.which, as wve have already seen,.are marked by

other unusual features The former moves to the aubmediant for the

'i

-central'movement, the latter to the mediant . In both caaes the middle

' Were originally in four movements, wrth the opening movement omitted

rather than the slow inneg}movement, which was sometimes in a

different key. Eight out of the twelve- onatas in four movements

:retd&n the same key (though not necessarily the same mode) throughout

a
.

52. William Newman, Tbe Sonata in the Baroque Era, “4th ed. (New York
. W Norton, 1983), P.:79. '

24

: exceeds the tendencies of most othqs Ba oque composers laccording to -

fmovement is slow<rather‘than Allegro. Perhaps these are sonatas which
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- TABLE I
y - . . ) i.- o s ) . . .

: ‘_‘;_'. R ) » ., o
'.'r_oxiality and Mode in the Sonatas of Domenico dall'oglio

- 330

A

‘D, D, D
331: D, D, ¥ -

. 332 .Ep, Ep, Ep- v ‘

-333 o . Eb, Ep, E) e o

©-334 . E, E, E - :
335 e, e,
336 'F, F,
344 a, F, a -
345 Bb, d, By
346 Bb, Bb, Bb

" o .
' %

o . C i

e
F .
a .

’ (Exit_ries in bra;kegﬁrefer to niovementq-added in the 1738 Amsterdam

edition.) -

. o327

325 v G, C, e C . SRR © o.

326 - c, C ' ' ST

Jal,

e, €

F, C

(bl, G

g, G
D, G
g, G
g9, g
a, A

C[R], A

.
328

329
337
338
339
340 : _
341 S
342
343

S

' C . “ - ° 'l ‘; -
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'the additional slow movements in the 1738 ed'n), while works in D,

\,feature simple metres, with commen time and 3/4 being the most

,sonatas are usually light and dance-like, in these, the great majority :

all movements. In all but two of the four-moVement works, the third

"movement is distinguished from the other movements either<by a change .

.

:of mode (Slx examples) or by the use’ of a related key (four examples)

There is a remarkable correspondence in’ dall'Oglio s sonatas
"’ . Lo

between tonality and sonata-type With only one exception (It 344),-
¥ - ﬂ

~all works in C,: G, and A are in four movemeﬂis (taking into account

E flat, E, F, and'B flat are invariably set in’ three movements

Perhaps the composer attached a sp‘ ial significance to the: keys of C,."

G, and A, and thus reserved them the more substantial works.

’ As Table II indicates, first and second movements, as a rule,
» 7

i frequently chosen signatures As 1s customary in’ most Italian sonatas

N L
of the period, final movements of both three— and fourhmovement

are either 2/4° (9 examples), 3/8 (5 examples), or 12/8 (5 ethples)

-Penulbimate slow movemants in sonatas of -four movements reveal a. more'

or less even distribution of simple duple and triple metres, while the o
single instance of compound time in these movements occurs in a :.

pastorale-like passage in 12/85(It. a26/III)

Although some movements can be identified with specific Baroque

.dance—types {(for . example, the Corrente, the Siciliano, and the- Gigue),"

dance titles are never used. The greatest‘variety of abstract.tempo '
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. TABLE II

i ,)'ht:o' in the -Sonatas of ' Domenico déil'og;ié»_ 3

oveent Namher 1 I  Im  Eisale

‘I£. 325 - ¢ - Cc .. ¢ .. 34 -
I€. 326 . . C—~ 3/4. .12/8 . 2/4
JIt. 327 - 3/4 - ¢ o [C) .12/8
CIe. 328 0 o e e 374 12/8
o It. 329 0 . T c c- . 3/4 2/4
CIt. 330 N c . o 3/8
- T1e. 331 C . 3/4 S 2/a
CIt. 332 . 3/4 . 2/4 . . 12/8
UIt. 333 el Y2/a. .. 3/8
oIt. 3340 % c.o 3/4 . L 2/40
It. 335 c c. - 3/4..
'It.:33@Qf . S o 2/4 ©  3/8
It. 337,  ° ° 12/8 - 2/4 - f3/4] - 12/8.
S It. 3380 3/4 . - c_ oqc1L 274
©It. 339 < 3/4. .-c T 2/4a . 2/4
T It. 340 . - c.. - cC ..C. 3/8
CIt. 341 S\\\~—//”c. : 3/4 - 3/4 - 2/4
It. 342 .. .3/4 .. ¢ 2/4  2/4-
~It. 343 ¢ - 3/a €1 2/40
Tt. 344 . 344 . ¢ .t
It..345 o c - '3/4 - .- 3/8".
It. 346 T 3/4 o 2/4 S 12/8



TABLE III =
".

‘Tempo Indications in the ‘Sonatas of Domenico dall'Oglic

Adagio . 1
Grave ‘
"Largo ‘
Larghetto .
Larghetto
.+ Affettuoso
~Andante 01 ; :
- Canfabile 1 ’ c e - SN
~Allegxo .~ - S ‘ e
‘Affettuoso - - 1 R ' o

" Allegro o 20
.-Andante
. Largo 1

(WXL =
Lond

-

(4-movement sonatas) - ‘

" Andante
. Adagio B
Largo .

4 Allegro R |
2 ‘ ’
, 2
Cantabile 1
' 1
1
1

Presto
Variazioni

R - S

Andantino
Grave o
Largo/Allegro

-

deSignations occurs in the slow movements, the hmst commonly used
’ tempos in theSe cases are Adagio and Grave in openlng movements and
Andante, Largo and Adagio in subsequent slow movements (see Table S

III) - All second movements except the two atypical slow examples are

T

marked Allegro, and most finales either Allegro or Presto _‘In

-

addition to the single finale designated "Variazioni"'(It, 325/IV),

three other final "Allegro" movements are theme ‘and variations




'While'ﬁtendard two;stave'scoring is.used for‘all'of dall'oglio's
son@tas,‘the texbure varlea con31derably among movements.v ﬁTexture,“"

. . %)

in th;s connectlon, refers to the relat-onshlp between the solo llne

’and the accompanlment, as well as to .the relatlve lmportance accorded
to each. N R ' ”/

A few slow movements dlsplay fully contrapuntal textures, that

-

is, a trne balance of melodlc 31gnif1cance exlste between the solo
.part and’ the bass line, Wlth systematlc lmitatlon of musacal ideas
‘occurring between the two llnes.f For examples, in thevbrieg but
delightful Siciliano llke movement from It, 326 (thlrd movement), solo

,and basa partlcipate throughout in an 1mitative dlalogue, in which the

'-bass, in fact has the last word'

e ,
Figure 2 ‘Dall'Oglio, Sonata,:It;'326/iIi, Largo, mm. 1-3; 17?,
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A similar imltatxve pattern may be observed ln”It 345/II
: » .. T o ‘, .
/Figure 3: ‘It.;345/II,}Largo, nmL'lfSA.':' SRR o
T S s R S R S I _ v
. Occaalonally, contrapuntal textures may appear briefly within
. movements that are essentially homophonic For example, the first
,eight measures of It 328/III employ a series o? lmitative entries,
after the thlrd auch entry, however, the texture lapsea 1nto complete
. X o .

~

30

homophony and the;bass line abandons all contrapuntal character for "

v —

the remaining thirty—eight measures. R " .
’.‘. . el ST \ o * i ;

jfééure 4}',It,,328/IlI,'Andantino, mmlzlflz.

E The opening movement of It 326 reflects the’blending of Baroque

. . S
and pre-Classical characteristics in a passage that is predominantly '
contrapuntai f B 3 ‘%f‘ T '-":.«@‘”“";wéf'fft :5 fi# e
v . ‘ ¢ e , T ;
1 . 5 ; . r &,



Figure 5: It. 326/1, Grave, mm. 1-6.
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On thefone hand, Classical'phrase structure is oonveyed by the

recurrence of caeSuras at falrly predlctable intervals throughout the
: g,
upper melodlc line. At the same tlme, the rhythmlc contlnulty created

~by the "glve and take" of the contrapuntal llnes indicates the

.lingering lnfluence of the Baroque.r ¢

;Conservatlve»(that 13, Baroque) characteristics,‘SUCh as those,

1llustrated in the foregoxng contraphntal examples,'are relatlvely '

o rare in dall'Oglio s musical output " In the great majorlty of
ﬂmovements from hla sonatas, musxcal lnterest is concentrated in the
solo part, while the bass and contlnuo fulflll a subservrent role,

cproviding llttle more than‘ba31c harmonic support for an elaborate,

. (. .

‘and sometimes v;rtuésic,'solo line. - Whlle rndicatlons of the trend
tg%ards homophonp,‘concomit;nt.wlth solo uirtuositp,:mayfbe found in
many sonata movements by Corelli Vivaldi, Alblnonl, Veracrnr,‘ *

%bcatelli, and Tartin1 (to name a. few composers who preceded

3dall'0glroi,.by the mld-elghteenth century,jxt had become a normatlve

A'characterlstlc of the solo sonata

31
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- In slow movements, homophonic textures; suchbas one finds in.It

, 346/I (see Appendix B, p. 121), often employ a more or less static .
lbass line, consisting mainly of repeated@notes underlying a
;melodically active solo line The superficial complexity of the solo
is actually no more than anrelaboration of simple diatonic‘
progressions,‘while the repeated notes in the accompaniment provide a ;

; :

rhythmic continuity and propulsmon which would otherw1se be lacking in.

e
e

. music 80 deVOid of contrapu tal activity
Fast m0veméhts likewis¥ are chafacteristically melody dominated

As a‘rule,veven the most active baa in these movements serves a

harmonic rather than ‘a contrapuntalffunction InAa typical'passage[ .
such as the opening of It. 327/II, bass movement reflects a rapid o
harmonic rhythm which calls for a literal change of chord or - chOrd

inversion on virtually every eighth note in the first four measures

- - o

Such densely homophonic passages usually lead quickly into

transitional material, in which solo figuration becomes more 4 j,//\ o

expansive, harmonic rhythm is slowed down, and bass movement decreases

N

correspondingly. , -:;b . o . L . ;\
. R [T o " y ‘ . S i L o .. N
Figure 6% It. 327/II, Allegro, . 1-8. 0w
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B The dominance of the solozst is, of course, dlrectly related te

'the nature of the Violln itself and to the expan51on of lts technf%al

resources In many cases,ﬂthe=harmoniC'role'of the cont;nuo is'

3 <

'rendered virtually redundant, because of the v1ollnlst s ablllty, by
means of aspeggzation and multlple stops, to create fully harmonlc

”textures (see It 325/II, mm 31f, Appendlx B,‘p;‘98);53 nSuch—

: Van
textures are a result of the intruslon of” concerto—llke
characteristics»into the sonatm. I@vsimilar passages.from concertos

o . L 4
of the period, the continuo isoften-abando_ned.5 o

 Melody

[

Since dall Oglio s sonatas are, wlth few.exceptlons,‘solo-
dominated melody accounts, for better or worse, for a large part of
the musical interest in these works Wlthln.a,wlde_range Of'styles,
- from the simple to the‘elaborate, melodic'qnallty,varies from‘the
,subtly:elegant to‘theipatently‘trivial, 'onlthe:whole, the composer ‘is
more successful in designlng melodles for slow movements than for
.fast " The former are usually lmbued w1th dlgnity and expressxvzty

’.while the latter are’ frequently ‘more lnterestlng rhythmlcally than

'melodically

4

53 This and all similar passages in. both the aonatas and the-
concertos are- performed in arpeggiated flguratlon, as 1nd1cated in
- measure 32 of this movement - 4 “%y,_ :

i " '.d\"_' v, :
54 See, for example, dall'Oglio s Concerto It 357/I,bmm 261 272
III mm. 232 249, '

!



Theﬂsimplest and most conventional melodies in the sonatas are
those'associated w1th specific dance—types or -t ose which are dance—
like in character.' These represent a link with the Baroque sonata da
camera, which often consisted of a series of st}lized dances | Figure
7 identifies typical dance-movements, which, although none. are .
designated by title, are clearly identifiable by their styles
oAlthough each has its own distinctive melodic characteristics, all
share the general features common to works of popular or dance

'derivation. a. fairly narrow range,,triadic or stepWise melodic

contours, simple harmonies, and, few rhythmic complexities.

-

‘} Figure 7 Dance-type Melodies in dall'Oglio s Sonatas

a. ‘hinuetto. It 325/IV (Variation theme)

‘Vnriqxicni e _ Co y T o IR £

' b. Sarabanda: TIt. 329/III

e

c. Corrente: Tt. 326/11

s

a0
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- d. Siciliamo: Tt. 326/1II

~Ae;,qiga;‘.It. 346/III

: llilnqro)"' '
o B P .

.speciflc dances, are’ nevertheless dance like in conception Amonq
~I

this group are movements,-such as It 327/III, whose melodic and -

rhthSi %;tality possess a remarkably scherzo -like playfulness

*Fi@@e 8 K e 327/111, Allegro, mm. 1 4.

Certain movements have a melodic style that appears to be vocal
S 1 : .
in conceptlon Slow movements,.such .as It 325/III and It 341/III

"v(see Appendix B, PP- 100,°113), are Similar in character to the
_cantilena or aria-affettuosa of Itaiihn ope_ra.s‘5

' )

.A55 Howard R Rarig, Jr points to similar examples of vocally

~ conceived. melodies in Vivaldi's sonatas; see The Instrumental SOnatas
- of Antonio; {Vivaldi, (Unpublished Ph. D disser«%tion, University of

* ‘Michigan, 1‘958), pp. 66-70. © .

w

35

"‘rany final movementa, even tHOth they may not be designated as _
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While danceelike‘and vocally inspired elements come to the fore

in a few examples, such as we have observed, in the majority of cases

' dall'Oglio s melodic style is. determined more directly by two other
factors.. ‘The first is his predominantly instrumental approach to

: composition, although the sonatas.are not ‘80 demanding for the +,_4j;r;-f5

f performerbas are the concertos, they do exploit many of the technical :

‘ resources of the violin, uSing idiomatic techniques that were familiar -
to eighteenth—century violinists., A comprehensive catalogue of

: idiomatic features is beyond the scope of this study, although salient

'aspects of technique will be discussed briefly at a later stage - he
second influence: which contributed to dall'Oglio s melodic style was‘

k the general shift in aesthetic attitudes which marked the termination»
of the Baroque era and which ultimately 1ed into the Classical While

..‘melodic elements of the Barbque are still evident in his works, these

:, are - often overshadowed by pre—Classical tendencies

| . . .‘L‘ | .“nd" . _v:]. ..n.j g_‘l—mms-“ - : : ‘ m .‘ a

The transition from Baroque to early Classical style involved

‘among other things, fhndamental changes in the conception of melody

o .,

and the generation of melodic ideas\ g“'rti'ese changes were associated in 3
part at least with the abandonment of the premise, central to much
Baroque music, that each work (or movement of a work) should express a .
single affection. The sense of unity and integration projected by a

vftypical Baroque sonata movement stems, to a great extent, from the e

0 basic absence of contrast, as regards the melodic, rhythmic, and

‘textural elements of the piece. For example, the A legro movement
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’ identified above as being a Corrente (Example 7c, It. 326/II) consists
‘ff a- steady flow of eighth notes which continues,.w&th only slight and
‘momentary alteration, throughout the movement.ss» While the melody

line in: this case presents an ever—changing variety of configurations,

there is:no fundamental change in the character of the movement or.in -

. “

the manner in which_thevmelody unfolds thrShghout”thefmovement.'v
hThe terms rococo and.galant‘are used more or less synonymously

3

'-'to designate the’ musical style of the pre—ClaSSical period which is

said to have begun around 1720 or 1725.? : Rococo originally
designated a style in painting and architectnre (among other arts) in
(.which, according to the Harvard chtionary of MUs1c (second edition),
“"light, ornate decoration (especially in the f°§ﬂ}$f scrolls, shells,»
etc ),.anz'emphasis ‘on’ frivolous elegance and luxury repﬂace the
‘massive_structures of_the baroquel..'.'58 Galant (or stYle'galant) was
the term generally applied to the.mu31cal expresSion of roco¢o style,l:
-it emphasized elegant and ornate melodies, along nith Simple harmonic
_structures and;essentially homophonic texturesk-in:place of the-‘ |
serions:polyphonic:styletof-the'Baroqne._ It;aimed, above»allf at

, ey , _ . : . v : .

adcessibility, pleasantness, and entertainment, rather“than at 5.5

»

'56. ‘An examination of. the complete mbvement shows that in' some
. passages the flow of eighth notes is absent m both the solo and
'bass. It seems. obvious in these passages thﬁ%gthe rhythmic momentum -
is the responsibility of the continuo player B '

‘ 57 Cf. W, Apel, Harvard Dictionary of MUsic, 2nd ed: (Cambridge, - Q

;"Mass*c Harvard Univ. Presa, 1970y, p. 736:; D.J. Grout, A History of

Western Music, 3rd ed. (New York: W.W. Norton, '1980), p. 454. See g
also Eugene K. Wolf, "Rococo,“ The New" Harvard Dictlonary of Music,,” ﬁ _
(Cambridge, Mass. - Harvard University Press, 1986), p. 712. S {

' 58. Apel, op: Cit ; p 735 See also,Wolf, "Galant style," New
Hﬂrvﬂrd' P. 332 . . . . Lt \



'complexity'and-profundity;sg_ Among dall'Ogli@Ts Italian -

lcontemporaries, notable exponents of the style were Domenico

5carlatti, Giuseppe Tartini and Giovanni Pergolesi

- %

Y

: Galant melodies, particularly in fast movements, are often made

up of a succession of different, sometimes contrasting melodic ideas

..;,

There are indications of this kind of variety in the Allegro (second)

movement from It 325 (seeﬂhppeﬂdix B, pp 98- -99). ' Measures 1 through_

38

4 consist of scale-passages in sixteenth notes and reiterated chords»'

T et 'A.

'which establish the Lonic.- Measures 5 through 7 are transitional

»material, consisting of tied notes ‘and triplet figures. Measures 8.

through 12 £eafuze an extended pre-dominant pedal point on Vv of v, .
with an oscillating eighth ‘note figure in upper solo and bass

MeasureiAIB through 19 extend this pre-dominant, employing a triple-

'stopge&varpeggib figure. Measures 20 and 21 are. cadential employing

S

a broken-chord motive which leads to the first major cadential

¥

‘Tdivision.

' Some of thevmelodic'ideas presented in the‘opening section of

the movement are Jlgnificant thematically For example, the motives

~used in measures 1 and 2 begin the second half and also announce the

. return to the tonic in .that section, the final motive (measures 20,»

_21) likewise closes the second half, while the sixteenth-note figure

in the second half of measure 19 is expanded intd.h Eﬁve-measure'

-« passage leading to the concluding cadence Other melodic ideas,’

F:

'TmostI& transitional matefial, do not reappear, while new ones are

“ . B9. Cf. Grout, op. cit., PP. 454 -455; P.H. Lang, Mu:ic in wbstern

) LR W) - SO PR —_— -



. - - . : RS - »
- introduced in the second section.A This profusion of rapidly changing o~

melodic figures reflects the early stages of a process which led
h
ultimately to the association of different themes or groups of themes o

with major structural events in the c1assical sonata.’

' - T o
Another obvious pre-Classical”trait manifestly»evident in this

.movement, and equally pervasive in other works, ‘is the repetition of

melodic figures., Indeed, in dall'Ogiio® s case, the'habit ofv.

.restatement sometimes verges on the obsessive; Bonald Jay—Grout o
C suggests that this pre-Classical tendency "3seems to derive from the

', lhabit of reiterating phrases in comic opera, thereby making the most

Ay

of witty and clever lines. 60 ‘Whatever its origin, it‘contributes to.

‘a sense of triteness which sometimes intrudes in dall Oglio ] music,

'especially in the fast movements. A glance at the firstlfour measures
of'this;movement is sufficient to.realize how overstated some'ideas‘
.are, - The problem reflects two of the basic challenges which faced

composers at this stage (l) to maintain unity and coherence ‘in a

.

medium that was moving more and more towards diversity; (2) to achieve

substance and length using a succession of brief and diveree ideas,

without the benefit of Baroque imitative techniques. f

4

"x .

Other galant elements are eVident to a high degree in gy .
'dall'Oglio s melodies Basic to his §tyle is a simple, usually

'.diatonic harmonic outline. Indeed, ‘in. the sonatas there are

£

occasionally unmistakable echoes of Vivaldi s -bold chordal and,scale-

like contours, as may be seen from the following inCipits° - .

’
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S f» d : ‘-Figure 9: Chordel and Soale-like’COntours.in Dall{oglio@s jf::_,' '”.
o . Sonatas. . o . ‘ o

“.a. It. 325/I1 (mm.-1-4).

Allegro

. bt 333/1II (mm. 1-5).

g : : SESSssEET TSR s
‘ — P e e P L =="T05 = _
! L . < il ; - - .

a8 .
g o3 €. It. 344/III (mm. 1-6) .
— o . R
; Y - L
| Allegro P "
. % t ’ﬁk’“\ R 2 > : -
; 3 2% U R
l'! . ) ’ ’\.‘ v
I F : i

;~however, ‘the basic tonal framework is embell&;hed

Edetalls in typlcal galant fashlon. Tﬁe followiwg

}tate some of the more characterlstic melodic gestures ‘ ‘
Q«. . T E : , ‘ : .f()
-assocxated with this style. . S 4 o . o oo
Axabengne;jignzea: The arabesque is a common decoratiVe-feature*"
. of rococo intetior design Its counterpart in pre- Classical music is
R often found in convoluted’ patté!%s of notes whlch weave back and forth-g
Ve e
‘ ~around a tonal centre or move in an: undulating fashion.
. 2

e

. . ) \ PR
Figure 10: It;'330/1, GtaVe.(@m.‘l-Z).




Bxﬂkﬁn_chm.imm Tr:.ad:.c contours are partlcularly ev:Ldent

in melodies such as the followlng,' in whlch ‘broken chord f:.gurat:.on is

.
pronunent’ . ”
. T e ' . Lo

Figure 11: a. It. 330/II, Allegro, mm. 1-2.

. b. It. 330/II1, Allegro, mm. 1-4. ..

barfe Oprfe » £, ‘
\ -
. o
. Arpeggioa: Arpeggio flourlshes are sometlmes 1nterjected
between pr:mclple notes :Ln a melody, embelllsh the bas:.c outllne,

as well as to relnforce/the harmon:.c J./npllcatn.ons of the melody
e 1 " ) . ‘7. . - L '

Figure 12:. a. 1t. 327/1, Largs, mm. 5-7. R o

.
,V'v_ - " - . ‘ v . N . . I' .“
I o -

Ij.zm Structuz& p:.t:,ches at the nu.ddle and background level

f

: of melodies are often elaborated or connected by means of rap:.d scale—
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likegflourishes, ranging{from intervadls of four orffiue‘tones'totwell',

- over an octave.

.~Vivaldi, the*variety of such figures -is-numer.ous,'butka

© Figure 13: . It. 33§/I, Adagio, mm. 1-3..

-
----—-—-——- S UV EE arwm—— o s

= e S R | S e o 4
=t g — T v — t—— —

Ea:texigzsl Figuration such as that found in It 325/11, Lo

13 19, 30- 38 (see Appendix ‘B,. p.-98) was the stock—in—trade of

eighteenth-century Violin VlrtuOSl ' As with the. works of Corelli and

ly‘involves

‘reyeated patterns of notes in arpeggi%ted or broken chord form

—

s: Figuration of this type iL usually found in passages of slow harmonic ,:

rhythm, generally employing extended sequential repetftiOn, arnd .

leading up to deCisive structural cadences.. In some cases, the

notation of chordal passages indicates, as was customary in music of :

‘“)__.-

Y

the period,‘obligatory arpeggiated performance 62 Whereas the preCise
shape,of such figuration was often left to the discretion and taste.of
-the penformer, dall Oglio in%iriably specifies his intentions as to
figuration and.(in this case, at least) articulation, by writing out

the initial figure in; the passage

- . , , A
61. The term is frequently used in eighteenth-century sources for

arpeggio and broken-chord figures . C£. New Harvard, p 85
62 ‘See David D Boyden,"The Violin and its Technique 1n the 18th
Century,“ The MUsical Quarterlyy XXXV (1950), PP 24~25 :

,:»“

4 L L R g



.. wide variety of forms’

. . Form

K - o B

l .The variouS'movements 1n dall Ogllo s sonatas employ a falrly

»730me#
,/_'

and others,of whlch reflect the early Classical‘characterlstlcs,

The Baroque sonata, from the lnceptlon of the geﬂre through the 17203

single-section movements;

"already 'vadent 1n the musxc of many'European composers of the tlme

’

S

and 17303, included at least five broad classes of movement.63>

J;fugal movements:: ' Lo o

S

‘binary movements (with or without?repeatS)j

theme and variation‘movements: .

. - C o /

5fantasia, toccata, and other freely organlzed movements

In the pre—Classxcal sqpata, the range of,formal patterns is

sxgnificant%y reduéed, to the extent thaﬁy by the mld—elghteenth

blnary form: regularly in all’

S

]

'”-; century, composers such as Tartini §trat1co, and Nard1n1 employed

' /ﬁ" Iy dc’ B :"'f‘

: idqments except the finale, whlch

J
Qe

’sometlmes featured theme and van&atlons.

E)

“63 Neuman, gp..clt., 82- 91.

B

Among the/forms listed‘abdve, the only specxes not used by

'7,Qvarious,movements. :

lf

’*«fdall*Oglio ia the fugue.U Qf the other types, blnary forms-v

. LR a ¥

’~'predominate, eapecial@&ﬁin fast movements, examples of each of the

”ylthers are also to» e found, along wlth several unusual varletles.

ki ‘ |

v*fffTable v indicates the dlstributlon of these forms throughout the

sxngle-aeptégn and binary forms into one class. o S |

17 i
: S 0

T
,

:7:h1ch were a legacy from the Baroque,

Newman glves four basxc forms, comblnlng

437
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% TABLE IV. -~ SRR .
Cy C e R Lo i
. Form -in the Sonatas of .Domnnico dall'Oglio -~ .
o b , g g I
. . T ‘ & co T gﬁrw . 5 N . ' SR R
¢ First Movements:'if P .é; LA ﬁ"‘ ':;;, . Total - "v?ﬂ?
© Single-dection: Tt. 343....:....ie.. Vi i iieen i diecnifiss 1
‘-Simple Binary: It. ggv, 335, .337, 340, 341, e RN R e
344,77 346. .. .. . aii..l RS S SRR AT
Rounded binary ‘It. 325, 326, 328, 330, 331, 3B
: : ' 334, 336, 338, 339, 342, 345.% ... A .
: Rounded and balanced binary It 329,'@32.?111(..,,;f;;ﬂfq.L..;'2'u, ke
Second Movements‘ B "’l'J e T E ‘§:§; .
: ; . . Y S
Single section It. 345....{.J,};.Ll..:...f;,.jgu.;;};};..;.Lﬁ.”lﬂ
Simple binary It 344..1...§.¢.,;.;;.f..,,...;;;..;..,;.3,,;,. 1 4
Rounded binary: It. 332....... s aas T T S
Balanced bihary: It. 326, - 335, ‘343, 34%......;....;i,;ﬁg..i}..; &
Rounded and balanced binary: 'It. 325, 327, 328, . . . o L.
. 329,.330, 331, 333, 334, 336, 337, 338, 339, . o - L
340, 341, 342..... T R ;.{.;.,..ﬂ.g,.;.;.,;;.;;:.u;.- 15"
B |
-Third Movements of Four-movement Sonatag b e B
_ , festo. '
,Single_gection: It. 326, 339, 341v 34377 i e A
Simple binary: It. 325, gge,.342 P R T O P PR R
Rounded binary: It 327, 329..3..;g};....;ﬂ..;;; ..... el 2,
Balanced binary: ;38.L..L..;;.;...;.;{.Q;;,fi;;.,;1.;,;;,1,_1
"Slow movement" £orm It. 340 ... . |
Ritornello form:. It. 337.........0..... R M B
e _ ST - : e TR
. &

64 'In this movement, each biégry sedtion is preceded by a slow-.,
introduction.,g‘ : oL . '

"65 This brief movement is framed by short recitative—like passages
66 Thia movement is preceded’by'a five-measure alow introduction ;:f_&, »ﬁﬁv

:7,67 .The term "slow movement" form was poined by Charles Rosen i Af“
f:description of the form is given beﬁ;w.. '

B IR
n . " B N
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o  PABLE IV .. -
= ‘ . (continued) -
" Final Moﬁement$}3
{m>-'Rounded;binaryE' It. 329.;;;.;‘ ..... ';.;..; ............ ,}ll., .......
. Balanced binary: It. 331, 339, 341, 344.,...., ........ eX e,
~ Rounded and balanced binary: It. 326, 327,,328, 330, g
- +332, 333, 336, 337, 340, 343, 345, 346........ iieliloilil, 12
2 .. Theme and varfations: - It. 325, 334, 335, 338..7...., ...... iel 4
- Rondo: - It. 342............000000 ,""1;:‘ﬂ""f”""'; ..... el 1

" The most’frequently used forms in-all,ekceptwthe,third movements .
S _ R S rak e e

of‘foqumOVement sonatas.are'simple,'rOunded;.and balanced binary -

forms{ss ‘All three. of these structures con31st of two clee;ly
o

flarticulated periods, the first of whloh progresses from the tonlc to a

oadence‘on the'dominant (or :he'relative_major,';n :he oase of mlnor
A.: 3 . . ¢ . - ) ~ ’
mode),

,whilevthe‘aecondwsection‘returns to.the tonic. In'the case of

jslmple blnary,S_9 the harmonlc movement away from the tonlc, begun ln
the first part, is comple*ed at or very shortly before the flnal

A typical movement in thls form is organlzed
i

'cadence in part two.

:along the following lines

Ve==T 2|1}

;Harmony:,i II; I-==V :}i{:
. Thematic v L ;
structure: A : A"

68 For diacusbions of- the terms "sxmple}f "rounded,“ and "balan%ed"

L . . . i ; oy, . . A . "
3 ' . : . : C

‘binary, used in the followlng pages, see Douglass Green, Fornuln Tonal

Music, 2nd ed.’ (New York: Holt, Rinehart -and winston, 1979), 74-79
and Chdrles Rosen, Sonata Forms.(New York: W.W. Norton, 1980), PpP.. 16~
26. Becauaq\of certain differences between Green's and Rosen' s
_definitions of the terms, I have used them as . deflned by Green

69. Charles Rosen deslgnates this ‘form as "two—phrase" blnary, cf.
Rosen, op. .ecit., .y pg 18 24 : .



\

f'tﬂd;'

R R

! “‘.:4_ e R W . .

The thematic structure of the two sections is usually related only to i
the extent that ‘the oped‘ig of each section is melodically similar for;p
:a-few_measures._ The same: designk but without repeats, may be observed7'

_infthe;ope/ing moVements of It 341 and 346 (See Appendix B, pp 105,

Cobny. =vv‘:_ | ; ‘:‘ PR ;_:‘. 'ffv

'Rounded'binary7form 70 differs érom simple binary in that (1) thel
return to the tonic in part two occurs well before the final cadence

N
1

(usually about midway through the second section), and (2) this return:'

to the tonic is marked by “a repetition of- thematic material used at

¥

the-opening‘of_the_movement,r-We may,represent this structure in ‘the

”following.manner:
‘Harmony: ' ||:  I===V :||: Ve=-= I=-==I :[}
‘' Thematic
structure:

This pattern ‘may bé observed in the first movement of It. 325

)(Appendix B, P. 97) The final phrase of the movement (beginning

midway in- measure 15), ‘which initiates ‘the return to the ton ,'serves :

“as a rudimentary "recapitulation" (without second theme group), after f':'

the(brief excursion through related keys in the . fifst half of part

Cow

An interesting adaptation of binary form appears n the first

. "’”\‘ = A B

movemept of It 344, in which each of the repeated sections includes

. ;3
an intrgeuctory Adagio passage, followed by an extended Allegro

4

70 Rosen,* loc. cit., designates rounded binary as "three-phrase"
binary. S
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T e TN R TRt T T I
:‘0,‘. '5;:5, .4?;
}Tempopn‘ . 'Zhéégtovﬁ' f}{f??3y~1;f§€5319," ,Allegro‘u
‘Metre ., I+ . 3/4° 9-;2/4 ol 3/e ) 2/
Tonality || i-=v/i | i6--111 || v--vv | V/va-is -
_;-Measures7 7.1f12?1'ﬂ‘ .'1?2%8xr“' - .59-68. .| 697140:

While:the”overall harmonic framework ofbthe mgvement is similar to .
.simple binary, the changes in tempo, metre, and'melodic character"
'.within each section lend a certain fantasia like character to the

movement.f One is.reminded also3of theﬁmultifsectionaldmovements

frequently found in sonatas of the mid- and late seventeenah century.

'In”movements cast;in'balanced;binarv'form;.the concludingz.
measures of part one, which lead up to the inner cadence in the
: dominant (or relative major) reappear at the conclusxon of part two, ‘u”
transposed to’the=tonic "In It. 346/II (Appendix B, - pp .124 =-129), the '_ﬂ
Zparallel nine—bar passage at the end of each section functions as a |

"closing theme," after the arrival at the harmonic goal of each

-section. The overall harmonic and thematip structure of the movement

-may be. expressed o .
Harmonic , ; o . : ST
structure: ||: I—--u,v'l‘»tv:!I;' T V=== I, . ., |-
Thematic - L ‘ o
. structure: A X , CL : AT X!

e w - - ?
In this movement}'there’is'little difference'in terms of harmonic

”_organization,-between balanced andfsimple binary

i Half of. the . sonata movements under consideration (39 out of 78)

'f combine features of both rounded and balanced binary form. .The

Allegro (second movement) fspm It 325 (Appendix B, pp 98 99) is -';
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48

'typical of this'arrangement; -CompariSon'of_the'final three measurei'_hi.zf'

— S :
from°parts one and two reveals the thematic parallelism characteristic

“ e

:‘of balanced binary.v However,_at the fime\time the—return to the 2

tonic begins in measure 45,. midway through part two,'using the

* .
s

‘_»thematic material which opens the movement : The co1pxistence o
l rounded and balanced binary formk\as we shall presently sée, is a
. ' . ) 3

”significant factor in the evolution of ClaSSical sonata

pattern appears frEquently in Tartini's sonatas from the same '

'@erier'. ’ f‘md may a'ls_o,gt;\e‘s;een in-the wor@f_ 'other comp_os'er'a' of .
5 . o B S AL U A
v Tartini's.circle. 2. o o

L0

: The greatest variety of forms is found in slow movements ‘ it‘isfa

'imore difficult in discussing form to generalize about these movements"

B

‘than it is with other movements, which tend to fall within more

standardized formal categories Nevertheless, we can identify among =

. the slow movements several formal types, some of which are clearly

archaic by comparison w1th the overail character of dall'Oglio s

sonatas., . f’ . s Lot

',Singln:aection_fdrm = o _
: R S U T o _
) Movements in one-part form occur almost invariably in short slow

-

rmovements, such as It. 326/III, 345/II (see Examples 2, 3) and It

_¥341/III (see Appendix B, PP. 113 114)

. . .
. B . . i . N : . s X :

71. Cf Tartini Sonate, Opus 1, 7/1,_9/11,_;11. 10/11, 11/1, I1I;

yzv12/II, 0pus 2 (Le Cene), 5/II

" 72. Cf. Michele Stratico, 422/111, Pietro Hellendaal, rq.ﬂ_zav/.r;_’
. 238/II, Pietro Nardini, It 313/11 4 : S

» N S .

a
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single-section form)"are linked to subsequent fast movements ?h the

"fashion of countle#s similar movements from the Baxoque._ The link may
' .

h be a Phrygian cadence (It 341/III), or I!Jmay involve the elision of we

3
» hd .

',a concluding authentic cadence with the opening of. the finale (It.

‘339/III) ..In most cases, the dependent movements are. brief, and have :’
“more the character of an introduction to the finale éhan of an
- . A\l -

independent movement. Only one firsb movement (It 335/I) is linked

’ R . S

.in this manner to the following movement T e

In addition to the types Qf binary form already observed, therev{

“is one instance (It. 340/III) of what Charles Rosen calls "slow »

L 73 '
. movement" form 3( This form differs from simgle and rounded binary in.

Aes
.ﬁ -

:that after progressing to. the dominant (or in, this case the relative’
major) in the first part, the second part begins in>the tonic and

continues in the tonic through the remainder of the movement

Ioe-v o Ieseeor g

(2-2I1D) (e 1 SR I

73. Rosen( ob.‘cit., pf'28.

N
H
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- As Rosen points out, this pattern, in expanded form, is common in mid—

Y

and late eighteenth~century slow movements and operatic arias;74:and,_

o 3 : ‘- 1 . :
. may be regarded as a sort‘of-Sonata f‘Fm Without‘a_develppment.zéf‘

e _E% CrT | j-* S

aAn- unusual allusion to concerto structure may be seen in It

. - .
337/III,76 which uses ritornello form 7 As the following diagram

' v shows, the ritornello material appears three times in slightly varied

Y

forms, separated by two contras ing episodes‘

A Ritornello': .5i (h minor) 3 N _mm,ilre :
B Episode = .’.'i;?'iIiz'v o 9;24-“ .
Af Ri§9:931;°..7 ‘Iil;fV/i N vu".25;32n{ff;'. s |
c Episode ' vae- L 33es ? |
i C o ‘ _ , o

! a" Ritornello =~ i . 52-59

.fi 74.’That is,hthe'outer parts'of the da capo aria.
75 Roaen, 1oc..cit R .:’ "‘ _ _ﬁ‘ C s :':m‘d

.76, The example is not included in the Berkeley collection, but is

'-@among the additional slow movements in the 1738 published edition

77 Rarig, Qp. cit., PP. 323 326, identifies several examples of this : o

form among. Vivaldi's sonatas._ As Rarig points out, the form is

1ar to: rondo form, ‘except that rondo. (at ‘this- staga) involves
.exac repetitions of ‘the refrain, while the ritorhello principle _
invogves both- transposition of one or more ritornelli -and usually. some
modification ‘of . thematic/material wzthin ritornello sections. e



=

Multi-Sectional Forn = o ..

: written in standard two-stave score, while for the subsequent

78

51,

A fantasia;like character is.briefly'evi%éﬁt an It. 343;111,:- a”

2

the multi-sectional character of many early sonata mpvements The

i

ocuter divisions ‘are declamatory, much like an cperatic recitative,

¥,
o

while the intervening Allegro employs a motoric sixteenth-note

ifiguration reminiscent of passage work‘from Corelli or'Vivaldi,

Final movements, like most other fast movements, are.

:predominantly binary in form The exceptions to this pattern are four

: theme and variation finales and ‘one movement. in rondo form

Ve

The final sonata of dall Oglio '8 XII Sonate (1738) concludes'_

-

‘with a theme and seven variations There were,.of course, numerous

worthy precedents for‘adopting the variation finale,bnot the least of
which were the "La Follia" variatlons which complete Corelli s qus 5
amd Vivaldi s uns 1, and the eight variations by Tartini which round
off his Sonate, Opus 1.. | | | |

The fourth movement (“Variazxoni") Qf It 325 (Appendix B,_pp

102- 103) i= fairly representative of dall Oglio s. variation technique

‘The solo‘part~predominates to the-extent'that only-the theme is

.
-A.t: .

el o Lo : A e R
. ) . . : L

e . - el

"ﬂi . . . .:‘/_/

B . . ¢

18. The example appears only in the 1738 published edition.

79. It. 335/III in the Berkeley collection

o

v movement in three short sections (Largo/Allegro/Adagio),'which recalls‘ v

,'v‘f,_
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4

j.variations, only the solo part is indicated Presumably the bass line

and harmony remain unchanged throughout the variations o i”
Each variation, as.a rule, is characterized by a dist.nctive

. idiomatic figure which continues thromgh the variation-—a terhnique

loften referred to ‘as "character variations " The-grouping of the

variations in this example reflects a speCial concern for stylistic

',balance within the movement. The correspondence between variations 1

5and 3, on the one hand, and variations 2 and 4, on the other hand, is

fairly obvious. The final’ variation:is suitably climactic for a

'Lmovement of this sort : Triple- and quadruple-stopped chorda represent

-the ultimate reduction of the theme to its harmonic essence. Passages

.of this sort were more than 1ikely performed in arpeggiated fashion 80 ,

‘. . : L . ) . n,::-

' j« The four movement (Allegro) of It ”342 is patterned after the

1

rondeaﬁ#used extensively by the Emanch clavecinists of the seventeenth

and eighteenth centuries

~

couplets, arranged aa tpllows 81

80 The final variation of Tartini s Sonata, Opus .1, No XII, which ia
similar in texture, bears the direction 'Arpeggio"' cf. also Boyden,_
"The Violin and its Technique, pp. 24 25. :

'81 The fermata at the conclusion of- the refrain is missing from ‘the

'Berkeley*manuscript, the direction "Da Capo sin al/N\:," at the end of .

- Couplet 1, implies that’ the fermata was most likely intended at that’
~ point. ’ A .



R

'Refrain II Couplet 10 unplet 200 :

: : " Da Capo b.c. . - ' !

y , , sin al N\ o - ' o
1-24 .- 25-89 90-150 - o /
T e weew
. . ST _ , Ty

" .The refrain, a'three—phrase perlod, is close in style and dimegsions

.

' tobthe conVentional rondeau refrain, The couplets, on the other hand, £

are greatly expanded through extended concerto—l;ke ldlomatlc

Couplet two, in fact, returns to the flh l fefrain by way

3 -cadenza’.

ags TS '

5@% g?%m uhichlwe know as Classlcal sonata form" evolved durlng
£

the Qﬁﬁpnd quarter Gf the eighteenth century as an expan31on of the
i DS .7 o . L
varlou& b nary forms used” £n the Baroque and pre-Classlcal sonata. 82
r‘/ } X v\, .
While,thére are no clear examples in dall' Ogllo 3 sonatas (among the

'r

works contained in the Berkeley colle&tlon,'at least) of full fledged

i A -

onata form, many movements reflect early stages of the processes

A
4

"-which eventually led to the flowérlngwqf this form ’ The second

‘_gmovement of It. 325 (Appendix B pp ﬁ9%-—99) is typlcal .of such

'.A

M'precursory sonata movemean, _f'ﬁ o L

v
A : P .,"’w

o

%

. Although certain fundamental aspects of sonata structure are not o

\ B * “ 2

yet fulfilled in\these works, thelr tonal and themat;c framework is

L
w Bl

. Yo Y, e : ¢ P . “ N

»{ ) : <

.82 Green,.op cit., p. 181, indicagfe a“parallel sourc@ in the

Italian opera sinfonia. Lo T . -

~
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_key;areas is extremely small. The‘transition to the dominant begins
-introduction of the leading tone‘}PNsharp) of the dominant key in

apparently confirmed in measure ) by the C sharp (the leading tone to'_'

that ofvnascent'sonata fOrm Therefore, for. purposes of this study,
. : o . p

- the anachronistic term "exposition",Will be used to refer to the‘
”material in the first binary divasxon (mm 1-21), "development" for
'the tonal digression which occurs in the first half of part two (mm

“22- 45), and "recapitulation" for the latter half of part two mm. 45-

6§), in which the opening of»the movement returns in the tonic;'
. < v .
Two features of the: exposition in ‘this Wmvement distinguish it o

TN

. from examples of the exposition in the mature sonata. ,The first is

‘,Ix‘

" the absence of clearly defined periodic structure In this respect,"

&..

it is still close to the<Baroque pattern, in, which cadence points : f

.(apart from those at major points of diVision) are frequently obscured f

o

by ‘the rhythmic momentum of the musical lines .. Thus, we dm_not find,

.

”; as in later worhs-of this sort, that the various_tonaliandithematic:'

‘

events in the ekposition are‘delineated byﬁphrase_structure;\'
SeCOndly, the "Svert confrontation &€ tonalities,"BB"ﬁhich
becomes the defining characteristic of the C;assical sonata

expositiod is only dimly perceived in movements of this sort In the

present case, the actual material devoted to the tonic and dominant

after only four measures of tonic (the "first theme") The:
measure 5 signals the beginninq~of the modulation ‘The new key is

V of V).k However,‘instead of leading directly to a decisive cadeﬁ i i@F

in the dominant, and to. the expected "second theme" (or theme group),

" 83. Rosen, op. cit., p. 25. - o B -
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’ the transition is prolonged through no fewer than twelve measures

b ~ . N

' ,_dominant in measure 19 .The'actual second'key areavis-represented by

... “

'eﬁonly two-and—a—half measures--the paS°age which functions as the

- "

closina theme."t The emphaSis 1n the exposltion appears to be more: on

”the procoaa of movement from tonic to. dominant than on the expre331on

B of a strongly articulated tonal polarity, such as eyists between the

b

eighteenth century

‘is prolonged (at the background level) through the beginning of

'recapitulation‘in measure 45:

.

“first and second theme groups of most sonata moveménts after the mid-

.

. . _ . a
Measures 22 through the middle of measure 45 fulfill the

esSential function of.a_develdpment section;vwhich is to proIong

.significantly the tonal departure established in the exposition,'

i before leading back to. the cadential v chord which 1nitiates the

recapitulation. In. this example, the V which concludes the exposition

- - measure 45,.QVer the.course-of thteefphrasesg..Tonal‘digresSion within

this 'prolongation involves a'f'modulation ‘to vi o£‘ 'Vv-in -phrase 1 (mm.

s

.”(mainly a. pedal point on v of V) before the concluSive arrival at the.: .

22~ 29), prolongation of- this vi in phrase 2 (mm 30 80), and a return .

' :through V[of v to t‘he background vV (mm, 44) whiCh leads intc the

‘zEXpos}f ‘Dev. . .. - e ' " Recap.
“Mm. .21 22 .29 30 ... 38 3% - 45"
Tonality: -V || @-=- vi IfN, JV-== 3 V. V/oint v v |1

L———vof v1-——J : i

of'vb




'exposition is- fognd in measure 22 (the opening of pé@t two), which is

' based on the first theme of. the exposition.‘

Theﬂiunction of the recapitulation is the'manifoldbresolution of
! : : BT h
the tonal polarity set: out in the expcsition and prolonged in the

development In the Classxcal sonata, this resolution is usually made

explicxt in that the thematic material assocxated with both the first

s
’1.

ﬁand second key areas is recapitulated in the tonic. This procedure is
: Y e
,literally carried out in this movement through the charséteristic i”

onjunction of rounded and balanced binary form within the movement

\

Disregarding for the moment the large proportion of non-thematic

'material we can at least .say: that the essential thematic symmetry

_'observable in’ the outer sections of standard sonata movements is ‘

,

_prefigured in this combination : Indeed, according to Douglass Green,

' it is the prescriptive basis of sonata form ‘ _h,- ‘fi y .

,The typical sonata foruy as it appeared in the eighteenth
. century,. is a comhinaﬁiOn '0of rounded-and balanced binary
';;It begins with a pe ;‘( nt of the Opening of part one, ‘
" as in the:rounded’, bihary,band it closes with a restatement
. of the final: sectiohb (bécond and closing themes) of pa
-one transposed to the’ tonic, as in the balanced’binary

y' P . L L W

Obviously a considerable part of the: movement is: not accounted
for in this statement.' There»is,,of,course,-no~"second'themerlas“’

such, although there“is what”we haveftermed ai"closing theme " The
Sy . ,

'.'nearly fourteen measures of non*thematic material between the "first

: Qf‘\ . . .

'”theme" and the "closing theme1 in the recapituiation is significant in

o g ';.v:'

- 84. Green, op. cit., prléSz o



'the tgnél organizatlon of the movement,_since it prov1de¢ by its closef:>,,

f

~association uith the ton;c an appropr;ate answer to the twelve-measure

transition in the eXposition, which,emphaeizes above all therescape

“from the tonic. At the same time, the_prevalencefof non—thematic;

material (more than three-quarters of the movement:in this case)

tieflecta the problem of unity which characterizes much music from this

period. 1In this_respect;ﬁasfmuch.aslin.any other aspect of .

.

'acompositionAI deSigandall'dglio?s music clearly belongs to a

, Harmony S
Harmonic zdlom is a matter of practlcal sxgnlflcance in the
study or performance of sonatas ?rom th-ﬂ‘peff : Harmonic support.is“

tranSitional phase between the Baroque and the Classical.
.Q. U

/
provided for the solo line by the continuo player, who may or%may not

;be guided by bass figures. Wlth dall'Ogllo s sonatas, even those_

v
“ <

w1thout figures; the mus;calvcontext of specific chords.or cho?H\ﬁv;-

o

: progressions usually 1eaves llttle questlon as to the composer s

'intentions. Harmonic patterns, by and large, are fairly predlctable

/
and are generally based on a diatonic c%ord vocabulary - H;ghly

ch;omatic passages occasionally appear; in_these,rthe’harmonic

stiucture is usualLy'implied‘by the contonr:of_the solo line'and.by

the contrapuntalﬁrelationship of the:.solo. and b33344inesg

57
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With movements'inxbinary.form,nthevharmonic movement'in the"

first section is’ either from tonic ‘to dominant (invariably so in the”‘.
imajor mode) or.fron tonic to relative major (usually so in the minor
mode). A few examples also occur in which minor tonics proceed to
minor dominants 85 Movements which modulate to the dpminant’in part
Pone frequently juxtapose minor and major modea before the structural::
f~cadence.at:the double Bar. The final movement of It 333;iq tygfcal;

’

in this respect.

Figure 14:  It. 333/III, Allegro, mm. 32-42. = - '~ . - ' © ¥

. (Allog!ol' e o @ . : ‘ AR TR o

".Tonalxrelationships within the second hinary sect%phvare.more
yvarious than those within the opening section v The return to the
:tonic may be accompliahed in a variety'of ways, depending on the typeﬁt _?
-:of binary form used.. In rare case;, euch as. It 340/III, part two

B rev rts to the tonic immediately, without any . intervening modulation'

Mo often, thia section begins in the key which concludes part one,

r ; — o L
85. See, for example,.xt,3385/1; 341/IV; 344/1I.



o solo line

in the parallel minor of that key, in-a closely related key, or on the'

.secondary dominant of a related key.:

In simple and balanced binary forms, modulation back to the

the concluaion of part two " The opening passage in part two of '/

rounded binary forms usually modulates to one or more related keys

before returning to the tonic aﬁd the thematic material from th<fﬂ
"opening of part one.r This section, which assumes ‘the character of a.
»brief "development," concludes in one,of three patterns (1) 1t may
proceed directly to the tonic,e-§ it may conclude with (2) a. full )

cadence in the mediant, or, (3) a full cadence 1n the submediant In. .

or

: The passage followi gﬁvhe resumption of the tonic, in part two y
of - rounded binary forms, usually alludes in passing to both the

dominant and the subdominant, but does not usually modulate again

beyond the sphere of the tonic vAS'ﬁlth the first binaryzseotion, the-';
ﬂaconcluding~phrase of'part@two often contains'avbrief:modal alteration
before the final cadence.7' - e

N S

4 o B SR

86. C£. It. 325/T1I. - - = R R
87.°CE. It. 327/1Ir; 332/11T. .

88. CE£. It. 325/I; 330/III.



of a Phrygian cadence

w?

4
LT

'.Cadential‘patterns'.throughout dall'o s sonatas are. usually

-simple and conventional, although approaches to important structural

. S -
cadences often reveal distinctive harmonic colour Authentic,'half,.

' and Phrygian cadences are commonplace, while plagal and "deceptive"

.-cadences rarely occur. 'l” O ' . °

ﬁhmortant structural cadences usually involve dominant and tonic

chords in root position. The melody,»as a rule, moves by step to then

' tonic, either from the supertonic or. from the leading tone Half

cadences, when they are used, are’ usually £found among the opening =

'phrases of a movement,-where periodic structure is most obvious. The

i .

2

relative“rarity of half:cadencesiat:other stages in~the-movement is .
due mainly to the. spun-out character of phrases, especially in

transitional passages, and to the strong aense of rhythmic and

.,harmonic drive towards main structural cadences 4

Phrygian,cadences,vas we,have seen, are indicative‘of?ﬁaroque

influenCe' These sometimes fulfill a structural functon in minor

b

60

keysr In It 335/III, the harmonic movement to the dominant is by way i'

Bl

Figure 15+ 'It. 335/III, ageg‘ro, mm. 7, 8. _ .

S



" A frequent adaptation.of the Phrygian cadence-involvés;;hef R
EYRE T L S SR

‘substitution of an.augmented_sixth.chOrdifo: the_ivs;
 Figure 16: 'It. 335/I, Grave, mm. 14, 15. i
A N

] ]
: A . . ~ . . . . _._“. . /"’IZ,..
This exampl&&s the augmented sixth cadence used to link movements ‘\ *

in much the same way. as the Phry?ian cadence is used in It 341/III
and IV (see Appendix B, PP 114 115) ’ﬂ .}f.f';~ R "?_" ;”f‘» o

Basic cadential patterns, such as those indicatea above, are -_1ﬁ"

'often elaborated or varied in. different ways. "Significant'cadences“u

.are usually played Wlth a trill on“the antepenultimate note This

note may also be subject to’rhythmic and melodic elaboration, the nost 3
common type of elaboration being the dotted figute J-j in which the
short note«anticipates the tonic. In at least one case (It 340/III),

. the performer is instructed to improvise a cadenza before the final
chord. ' s f . vfjv- - - B ;i;if"

Intensity may also be gained by’ elaboration of the final chord

in a cadence. The effect is. striking in It 339/II, in which the

' final chord is outlined in unison,‘in conjunction Wlth rhythmic

syncopation.
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 Figure 17: It. 339/II, mm. 62-64. . . .

:»"J Cadences are often given special significance by repetition
This is achieved convxncingly in the conclusion of It 326/II, in

'/wwhich the(padence is, stated three times, each statement varying the

- -

melodic and harmonic shape

: éighre’leifth; 326/li;inllegro,.nmﬁ\977111;1

Coa

v =
..’:‘f—fa‘

] Dall'Oglio often achieves cadenﬁéal interest through distinctive
. . “ ‘."l

harmonic colouring .Thisffé)parqicularly evident ]k the character of'

v, ‘u'

[f”the antepenultimate chord or chords at important cadences : Of course, '

the dominant is most freqﬁently preceded by some form of subdominant

‘v

RUE . -

IR

fffharmony (IV,.ii, or inversions)., Often,.however, chromatically

RS S S s

”‘inflectidv:hbrdsv'reate a more precipitous approach to the cadence.,Jf

fbr example, the final authentic cadenca of It 325/1 ia approached by

v_4
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way -of a modally ‘altered tonic and a diminished_seventh of the
dominant. L {?}f._f,‘:d i
_ Figure 19:  It. 325/1, Grave, mm, 21-23. ... - & ,
,) ". v.
! e Ny g
R i) e
o

- # S
y
The Neapolitan sixth and augmented sixth chords are sometames

tastefully incorporated into the pre-cadentlal fabrlc In the

+ '

following exgerpt, from the first movement of It 335, the Neapolitan',:

| '°A . ) . ~\;x
sixth is built i to a Charming contrapuntal sequence. / ,1. f,‘
- Figure 20: 1t._335/i,vtazgo,ﬁmm.¢11—14.gi*f,ﬁ{'* -

o ¥

A’,_‘,Y_ - . .

. The passage gives a particularly subtle expresslon to the Neapolltan

-‘approach ' The characteristic dimlnlshed thl!d outllned by melodlc
-ffmovement from the lowered supertonlc to the’ leadlng tone lS eXpressed

‘

‘g, .
‘in the interval between the F natural (final beat, m. 12) and the D’

5.

sharp (final beat, m. 13) : These notes represent the Neapolxtan and

e 4 v

:the dominant cho:ds. the intervenlng melodic and harmohlc materlal has ;‘

v

‘afpassing,‘and not a strnctural function;

"Pedalxpoints,a:e occasionally employed tozgenefatefharmonic
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. .routine in da1l' Oglioﬁx ABhcertos, it.is'relative1Y‘rare'in:his'_;A
”sonatas.' The concludiﬁ* ;ures of It 344/11, designated "TastO".
: soloﬁ“gg constitute a sof%’cadenza above a: dominant pedal

7

"Figure 21: .It. 344/I1, Andante, mm. 17-23.

,,d Harmonic rhythmiuariesrfrom;mo ment to‘movement; depending on
“tempo, metre, texture, and melodic character; but is generally
consistent with the style 6f the late Baroque Harmonic change'
“;normally coincides with the bar line, but may occur regularly within

_;the measure as well _ In an extreme case, such as the opening of It.
’335, chord changes occur on: the average no less‘than five times per
“measure. The’ relatively fast harmonic rhythm in most of dall Oglio s

=nr1ting is in keeping with the character of what Manfred Bukofzér

calls the "continuo—homophony of Italian instrumental music from the

-

“BQﬁi"TaSto,solo"=specifies‘the ahsencefof_accompaniment, apart fromp'
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late Baroque. 90 This texture combines, _on. the one hand,

“'fundamentally harmonic approach to accq‘baniment‘aand on the o_

hand, the comparatively active bass line of the Baroque basso
-continuo It should be noted, inCidentally, that the term "harmonic
.rhythm" implig; more than merely the rate at which chords change ,In7

.many instances, the organization of harmonic patterns in the music
. v _

contributes directly to the rhythmic drive which motivates much of

~

' dall'Oglio s music 91

«
~

C

DallﬁOglio_uses a-chbrd.vocabulary which in‘most~respects had

—ny

_ been the common property of Baroque composers'at least since the time

“eof Corelli. The: repertoire of. chords included diatonic'triads and
-seventh chords plus inversions, built on ail: scale degrees in both»;
‘xmajor and minor keys, occasional ninth chords, as well as a limited.

variety of chromatically inflected chords.

) Among the non—diatonic chords, the Neapolitan sixth and the

augmerited . sixth are used most frequently ‘ Examples of these have been

1

cited in connection with cadence structure.

Extended chromaticism is unusual in dall'Oglio 3 music, but a

- few interesting examples appear in developmental or modulatory it

3

passages. " The following excerpt uses minor ninth chords and

.diminished sevenths in a conventional "circle of fifths" sequence

90, Manfred Bukofzer, ‘Music in the Baroque Era (New York W W. Norton 2
& Co., 1947), p. 221. ;‘ , : L 3

91 Many examples could be cited: It 328/IV. 329/T1T..332/1T: {ﬁﬁlTT
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Thecdiminished seventha at the beginning of measures 11 and 12 are, in
fact, minor ninth chords with root omitted, as the first chord in

" measure 10’ makes clear

PR
| Figure 22: It. 336/I, Adagio, mm. 10-13.

pp—

- The: diatonic basis of the passage may be expressed as a- sequence of .

interlocking dominant sevenths.‘

L.
R

'vFigure.Zai ’Harmonic'Backgronnd of_Figgren22;

A.'.J-;A/-\IA/\ /—\1 -

-

> et . am am

o —— "1__——-'_-

il,/\!/\g./A, Y, /0 jl,/c ;_;c v.,/r : ¥

R

'OccaSionallyia'descending'bass‘line initiates a chromatic seqhence“'

Measures 30 through 38. of the second movement of It. 325 (Appendix B,

‘Vp. 98) exemplifies this pattern .The framework of the paseage is a._f
1deecending succession of fir?- inversion‘triedey-eiabornted by
-.chromatic paseing‘notee in tne;oase.kdoubled in the loger-yoice of the
solo)iand suspénaions in7the innertvoic9. .

) Ain the exampieljnet cited, the'conposerVaéoids‘conSecutive
i:fifthe.by neing snepensions; He can be faulted at other times,
however, for oecasional errors in voice leading, usually involvingv

o : .
'consecutive fifths and octaves. ~Paralle1 motion“between all voices.



P
. "

‘;,Doubling of the bass line at the octave, as. in Figure 24b,_occurs

fairly frequently, and perhaps may have been regaréed as acceptable

:procedure.g

A ! ' : ‘ cL

: Figure'é4: a,,jt, 329/1I, mm. 65-66.

I
: ﬁtﬁF: SR - ‘..%;
2 ) == s §7§?§§E5;v :
-0 . -
b. It. '346'/'I“I,Itmii{'..lll8;l21.,
e TV y_ AR R _ .
) j rg'r = = ;

Rhythm , .

b.As with other parameters of his mu31mnl style, the rhythmic ,,U«U
character of dall'Oglio s sonatas varies considerably between |
movements, and to a- certain extent, between different sonatas. The -
"_wide range of rhythmic styles in these works is one- means by which
general distinctions may be drawn between Baroqne and galant aSpects
.of the" composer s musical style.

- Baroque rhythmic construction' o3t ‘cieax ly represented in

movements generated primarily by wha

.

William Newman terms "motivic

. . . : , / .
92. Michael Roeder identifies similar instances of parallal actavea in
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play.” In such works, a rhythmic figure pervades th? ent&;e musical

_fabric and is systematically reiterated throughout the movement by'

’1mitation,'sequence, ‘or. Simple repetition. For example, the Allegro
(second) movement of It 326 consists more or less of a contin&bus -
flow of eighth notes, after the fashion of the Italian Corrente (see--i
. ‘ .
Figure 7c, pP. 34)

The Presto (final) movement of It. 341 (see Appendix B, p. 115)

2

is another notable exampl- ~v fy! 3 late Baroque rhythmic style.

‘ The mOVementppossessks muchf £3. -tic drive of fast moveﬂents
. . : ) . : r- e
o from VivaldiFS»concertos a ) _ in which. motor rhythms
- - D

contribute to a sense of)continuous forward momentum, with only

occasional cadential "breathing points " Characteristic of this stylev
A . 4. . X
As the sixteenth-note figuration which persists througout much“oﬁ the
Y uON .
: . A .
solo’ part;‘and_the running bass‘line; which moves for the_most part in

. ‘V/’_\k

‘eighth'notesu” , : ' .m. . | ig - 7e

The examples described above represent ‘a- minority of movements
. whcse rhythmic character is fundamentally ﬁBaroque " A much largqr.
number of movements reflects the influence of an emerging post-Barcque
aesthetic which informed much of the compositional style of
-, -dall"’ Oglio s contemporaries Compared,withvthe general consistencygfn
and continuity of Baroque rhythm, rhythmic'practices associated with

the galant style of the period display a complexity and variety e

I

:..v“i‘l

93. Newman, op..cit., p. 68.

~ a - s . w P Y . o - h.
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e " ) »._. .'-‘ l o

'nclosely related to the relatively florid melodic style already

:discussed:%S-:” .'”; e T .
) o . e . . o R &

Aspects of galant periodic and rhythmic structure may_be seen 1n

'.Wthe Allegrb (second) movement of It. 341 (Appendix, pp 1134$15) " As
- Ce ; . .
a rule, sonata movements by dall'Oglio béa Mltn one. or more clearly, i

.

~:articulate_. es, four or eight measures in length and_

's . a . .._._ . . R ;

'conspicuously symmetrical in rhythmic deSign v Suﬁsequentﬁphrases,

5

;'which constitute the m‘ uiatory or transitional passages, are often

ggreatly exténded and- asymmetrical in- shape--a consequence of. the
o A : :
-Nbprolonged chains of sequences which mahe up,a large part pf ese _
»; . .. ‘q . . N \“.' N

"'phrases ’The phrase structure of the first binary sectlpn of It._"

‘341/II illustrates this pattern'.'

“ e

e ,Jphrasenl-‘ . ‘ .
- " Bhrase 2: ' mm - AR L
.. Phrase 3:: ".mm. 22- 36 (15 measures) » ° e :
Phrase 4: mm.’37-43 (7 measures) ;. A

[

95 'As Newman points out, the term galant, with reference to rhythmic B
structure, requires -some’ qualification, since it was in favour long.
'_enough ‘to acquire a.’ variety of connotations and represented somewhat
~different concerns in different countries Dall'Oglio s work belongs -
primariny to what Newman calls thev"first galant style,ﬁ a. style whose ».
chief we; onents were Couperih, Telemann, Domenico Scarlatti, and ' '
Tartini; rts most characteristic feature at this. stage was’ "the™
b'—°x:elaxa't:1‘on, thougp not ‘yet the abandonment of the several processes
. ;_. grouped under, 'motivigc play.*'” Cf. Newman, The Sonata in the
s Classic Era, "pp.- 120-123.° With respect to- srhythmic. style,_this
"relaxatiog brought‘ubout a.greater variety of. rhythmic figures _
within the mugical line, as well as a tendency towards progressive
. variation of the, rhythmic contour throughout the music.' Indications
. of the ttend towards periodicity and symmetrical” phrase structure'are ‘
"evident, though rarely does one find. the . "rigidly’ regular period ",
' structure" which is said'to be the. basis of music of the later galant
(or early Classic) :style. Cf. Leonard,G Ratngr,_"Eighteenth-century
Theories of Mugical Period Structure," The Musical Quarterly XLII/4
(Oct 1956),,f¢




" measures before being replaced by different patterns.

‘wgslow or fast movements. “In the opening Grave from It 325 (Appendix '.5

B eighth—note pulse of the bass line.. In fast movements, suh .as! It

'*fleads to an. uncomfortable,pense of frkgmentation Apropos of the

:of da Oglio s works. In typical galant fashion, the phrases are
'made up of a great variety of contrasting or complementary rhythmic o

“units.n A characteristic pattern of rhythmic evolution operates within

:referred to above, is apparent in a, few examples, mostly from initial w

7~
A.motive, which recurs briefly/at the point of, "recapitulation" (nnﬁ 15 T
Rhythmic continuity is maintained primarily through the sustained‘, '

- 342/1! (Allegro), such bontinual rhythmic fluctuation and variation -b

| 96 Newman, The Sonata in the Classic Era, p. 122. .

LI

PN

This movement also 1llustrates the motivic organization of many

C

"most phrases, as well as_on ;he broader structural level S0 that new
» 1or varied rhythmio figures appear Within each successive phrase o In

-such movements, motivic patterns seldom continue for more than a few

: A more radical expression oﬁvthe proceSs of rhythmic evolution,

-

PR T
]

3ya progressive transformation of. the rhythmic topography ’-,

_ continues throughout almost the entire movement.“ Apart from the head

—'*Zn
M

" v.“‘ .-- .-

-‘17), rio rhythmic idea in this movement has thematic significance. ;Q«*

A

T u; LY ¢ ?! o ) . ‘ ’
W < o SRR
v 4conbequent lapk of rhythmic and thematic continuity of this style, 3 . <
. 2. e
ot ". .. g.'. St .. R ‘.". . s

Newman observes o ;}_,_v‘f""ﬂ :1'il'* R ff;.v e

L ) . / .".v.' Tl '_ . ' DR .. '.'“

_,:.This structural organization becomes disturbipg . .c.vwhen"_vw‘:‘ -

‘. the siccessive units’ change enough to vitiate any motivic ’ ’ '

unity, yet not enough to. implement clear’ phrase grouping w T

~ - One can . almost hear the sighs of . relief as the .composers’ R

. of these sonatas lapse, on’ occasion, in&g the secure + PR
comforts of Baroque motivic play. .

t Lo
D e -

e . . oL TS EEEE . .
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e : te i.fi Rt :hmié‘Eaétn:aa“‘, X
vﬁa % Characteristic rhythmic features in dall‘Oglio s ’prks are; for
'rt, e%hdes of the general style of the period. Some fF.
formulations are occasionally used to excess. others contribute
signiﬁicantly“to the vitaiity'and.muaical.ihterest_ofvparticulqr"”
'mov_ements, B P
ce c ) . R ) ) u . _"'
. _ SRR L -
"_g{ : , ‘ Py - u N .‘ ‘ f,-. o 4I.,
’ ‘. : ’ - - ) 5 RN ] o T '.

Syncopation appears so frequéntly as to be almost a cliché

Ki A :
Nevertheless, it often lends a measure of dash and élan to otherwxse

Y . .
B

g unremarkable'moyements.._It”mey,ffor exemple, be”used tofcreete

~

_,distinctiue;theme311cuch:es thevfolloﬁingmobeningﬂahdiclosﬁﬂgfthemes:"f'

v 3 R : il . - . oy .
. o Figure 25' Syncopation as’a; thematic COmponent o )
S a. Ik 327/finale, opening thgme o o
. 'Alloqto : , ”r F TN
A _.—_-::—————--_—:.n-————.———-—-: 3 n=======y__ — )

. .

S ) P

v . At} .’1 . .

L = eEe -:=====r=====_;:=*='-==n=' PR 4

Rhythmic impetus is an important\element in modulatory~or‘

vdevelopmental passages, in- which repetition and sequence are primary

.ﬁgana of filling out phraaes. Such passages. often 1nvofbe alternation

.

_ of ayncopated and non-syncopated figureS'A . _;g; o _f“ . o

ot



332/11, mm. 72-76. o 0 fontracting miytimle texty

B Mllegro '
| ? EA!

T
-

Likewise, sequential progression'through thé circlefof'fifths may bef,
'_enlivened by means of sync0pation, the effect is especially compelling

*_in measures 89 through 96 of It 346/11 (Appendix B,fp. 127)

Syncopation, like harmonic colour, sometimes contributes

. -significant

: adential preparation : Both elements are operative .

9

k
‘measure of It 325/1, which precipitates the

‘-.

v A
. . N |
R}
. A ' A
I — - . . e , .v" R ; . o A I PO )
- i . " - - = ' . : b B . 'v‘- -, : - - . '
b B s T > . N . . Ce .«~ A
. N Jl B . RN
:

Dotted rhythms a%a a- conventional means of intensifying or o ’ oy
#u-varying nhythmic texture.; When using suéh.figures, dall leip 6ften

r D) s v

divides the after-beat following the dotted value between two notes,

3

e ?igure'27*» Division of after-beat in dotted rhythms - y
S e, 331/111, mm. 1-2, 25-27h It. 334/1, mol.oep sy
%.‘: l;"’ o0 ‘ ' ‘ o ‘ _. ’,“:"' ,‘-"', . - .‘n

R WL D SN
‘)Lt v P . R ,. ‘.‘,'_,'» -
A L £

T , e .

-"Lombardic rhythm" or‘"Lombard atyle" (sometimes called the BN

; 3\:i°tgh snap") was_a variant of dotted rhythm popular thnoughout the R

o ~



o .‘.
‘.

:fBaroque and pre-Classical periods. ‘The peculiar'impu131Vefcha£acter

L | &

:7‘3

‘of Lombard rhythm is c:eated through 1nverting ordlnary dotted rhythnu ‘

. 80 that dotted notes follow rathe than precede thelr complementary

?‘_note values.» Dall'Oglio uses this d 1ce lessufrequently 1n his
sonatas than in his concertos, in the sondtas, it appears occa31onally

within & succession of diverse rhythmlc figures, such as the

'.f@llowing = “ﬂ
: Figure 28z Lombardic rhythm - _ ' o _’ : ,%'»
It 327/1, mm. 35 -36. :: R o I Ce
o ]
In the follow1ng example, Lombardlc rhythm 13 the baals of a i 5
‘ - Figure'Z z  Lombardic rhythm.. . S
' It 338ﬂ£:‘, variqtion:4J ”'y,, T o K ° 'r

Among thelmost qonapicnous mannerisma of the style galant 1s the-

."0" ‘\ .

‘fispequent notatzon o£ triplet figu:es within passages in slmple/mEtres

thn movements such qh It 330/I (Example 30), triplets are a part of a

L}

___i%j_;:;lsfe'e:elso,,veriatioh 1 of It. 325/IV (Appendix B; p. 102):




constantly changing rhythmic texture.\ In other cases, the fundamental
. X R
contradiction between duple and: triple figures is eprOited -?ﬁ"

S

extensively ‘in passages which alternate more ‘or lees regularly between
P A

It 331/111) : Movements auch %s the Cantabile

o (Examnle 30
" .ement) of It 325 (Appendix B, pp 100 101) may employ the 3

‘R,
o . ; Vo

. The most frequently notated ornaments used in dal ﬂOglio s oo
DR S 0 ) R
sonatas are’ the appoggiatura, the trill, anduthe vibrato._ The use‘of S

e - «
- -

each of thesé ornaments corresponds very closely to the principles set
down by Tartini in his treatiae on ornamentation, which appeared about i
Sl o - RN ’ ' -?v“,d%*v‘,'~"‘ Lo



.i'l750,?8 and was published after his death under the title Traité des
‘agréments de .la Musique.,g? L '_ = - ,{ -

‘ The most characteristic type of appoggiatura is’ what Tartini

u

’ labels the "long or "sustained" appoggiatura, which shares the value v

v

: 75.7

“'of the note to which 1t is attached 0 (see Figure 3la) ; The "short" S

"or passing" appoggiatura (see Figure 31b) lS notated relatively

"infrequently in dall'Oglio s scores,valthough lt is. somet}mes used as f

prescribed by Tartini for descending skips of thirds. According to
.the Traité des agréments, the’ value of the pa531ng appoggiatura is

1ofindeterminate, but noégally-is shorter than that of the princ1pal

*‘note IQ;. Occasional compound ornaments (such As those shown?in Figure

o s

'f:31c) are prefixed to' melodic notes.; Tartlnl describes this tYPe °f O

‘A -.

"embellishment as a "natural mode"—-a diminution of the prinCiple note,

’ o, . e .
. CN- N . X . .
Ay R

) L e LR T e a
o . - o - C Cota T -‘-, S e ».

98 Definitely before 1756, since Leopold Mozart's vuoligschule,
published that year, draws freely (and sometimes verbatim).ﬁrom the
antini document R ' R » I
. . . i, PR S
' discovered in’ 1960'and‘1961,,one of which was foqnd among the Berkeley
-manuscripts.: The other: was: £found by" Pierluigi Petfobelli. in: the

fﬂ;€onservatorio di Musio& "Benedetto Marcello" in VYenice a @d is: included

A the fac¥imile edition Giuseppe Tartini'. ;-; Traité ) agréments,

;red Erwin R Jacobi (Celle and New York Moeck 1961). AR 'u_, N

.
* » .

‘.100 See Giuseppe Tartinir,Treatise on Ornamentation, Transr and ed

99, Iwo copies of the original Italian text of Tartini s treatise were o

b Sol Babitz (Los Angeles°'EaLly Music Library,'1970), pp 3, 5. JThe‘f
- rule given by Tartini -and numerous: ‘Sther contemporary théorists is"

~'that the long appoggiatura receiVes half the value-of the principle

note unless that note is dotted, in which case it receives two—thirdsl A

‘101 Tartini, ,op. cit., . P. ‘5 @artini implies that the larger the

- .value of the g;ﬁnciple note, the shorter should-be the appoggiatura

[].Whether the appoggiatura ‘should be" played in these cases on the: Beat,

;. or ds.a pre~beat oxnament, depends upon ‘the particular rhythmic '
‘context. See also Frederick Neumann, Ornamentation in Baroque and -

'ﬂ'Post-Baroque Muaic, (Princeton, N.J. Princeton UPiverSity Press,‘
%978). pp. 176-177. ' : o

At
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l‘ ! ¢ . : R )
of the note.lo? o
;, Figure ;1",Qppoggiaturas "
a. Long appoggiatura fdﬁ I - Short appoggiatura x‘_d_ ff'lif~nlﬁ
- It 328/III,.mm 1 -2 i_ R It 343/1, m.-s":_,_ SN AT

) . v
- ' ¢ ! v
R MR { M vy 2 N
- (I K ‘. [ - - . . B 4
g RS [N B 5 - SN L S L
. B B, » B - a e . T : DT e .

"hiCh like th& appoggiaQura begins on’ the note.and shares the value RS

; 342/1, m; 29; 343/1,m. 10

Trills are indicated in movements of all sorts, ‘and conform td«i B

e .0 . .
TR R ]

the accepted practices of the period.: They are used consistently on’“

]

the penultimate chords of cadencés, as well as in numetous other
1s, N

‘.

contexts, to add grace and vitality to the melodic line '»?”" "fbwff-'

. \.\

f Characteristic examples may be seen in the sonatas ing}uded in, »"me""

APPendix B f?'f:*j".‘i;f’rﬁfﬁ- - :
. [ Kt .' '»"- .\ Ts o T . . : -\.',_p'-‘v.' R} .

The vibrato, or tremolo, is -an expressive embellishment,

-

; advocated by Tartini 3 and indicated in a number of sonatas by

W ~

dall Oglio, oecasionallf at the approach to final cadences and in slow

c e ; e

;

102 Tartini distinguishes between the treatment of” auch ornaments in

R ) S X . _.‘_...‘,' R

T

faat and -slow " movemehts., When used at" faat‘tempi, they are played r.*:”

betore the beat;’ in slow p assagea, they are regarded as > ”natural
modea"-hany of a wide variety of ornamenta which share. the value of
“the’ principal note, For detailed discusaion of performance, aee

Tartini, op.rcit pp. 12-20, also Neumann, Ornamentation, pp 453- 94,: _r;

474 ‘ S




e

N

/passages of repeated double ,topped notes. The groups of repeated

notes are articulated so slightly as to glve only a feellng of

. 4
,1"4 :

throbbing or trembling

Tt. 336/I; mm. 19-20. . e o

) 79"

character might well be performed uslng approprlate lﬁprovlsed

embellishments, based on. contemporary precepts of ornamentatlon ‘,In_,’":

w"

this connection, one ifﬁ.ghg?use as models the embelllshed var:.ants of

various works contained ln the Berkeley collectlon 10?1

- . 4 . -»»

Lem )

——i 2

' 104 Embelliahed VAriants of works by Tartini,-Alberghl, Nardinl,'and L
Stratico are xncluded Minnie Elmer's stydy of ‘these works.’ .

demonstrates a: direct correspondence between the pr;nczples of : ‘
Tartini £ treatise and the ‘ornamented: verslons . See Minnie Elmer, :

REA R

o/ rtini’s Improvised Ornementation, as Illustrated by Manuscrlpts from:

t. e Berkeley Collection of Eighteenth Century Italian Instrumental
Mhsic, (Unpublished Masters thesis, JUniversity of Californlah

Berkeley, 1962); see‘also: MichaeI’T Roeder, "Improv;sed Ornamentation.e:x

Assoqiated with' Tartini' '3cuola delle Nazionmj " Musick; VII/2 (Fall
1985), pP. 6 13, Examples are included in"Roeder's Michele Stratzco

SQnatas and’ Concerto, -as well as glth many recently publlshed Tartlnl S

vorks RSN R PR NS S

Y
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: works than are his sonatas, and in some ways they reflect the.g:};,,

j‘of his instrument;. ‘; RERAEEE S

L ,*f-.‘
' . R -
RN A
“A.v'_' ‘3 : ' et
- E ’ 40 e
/I . . . . :\, . - A.“- - . SRR
o gg Dynamics K yr L e
‘,-{ S __,;

The majority of dall'Oglio s sonatas bear no dynamic markings, ai‘A

RE

Tk

few exceptions, including the second movement of It 346:(Appendix B,

.pp 124-129), give specific indications of Baroque_”terraced"f
L .

dynamics, with occasional alternating passages maxked P and F [Pianor’

and Forte] 05; Even without the presence of dynamic markings,

expressive characteristics are often implicit in the texture of the
music, its melodic character, the indicatediarticulation, and

occasional designations such as "cantabile" and affettuoso "

-.

. Sy . o Y o IR 4
‘."?’" L :y". .:m'- ; _. T N .‘ - s " . A
BT . © .. "7 Instrumental Technique -

The history of the solo sonata and solo concerto in the ';

seventeenth and eighteenth centuries reveals the deveiopment of -*;'

‘l
techniques t:;t are particularly suited to the inStruments used
Dall'Oglio s concertos are usually much more expansive and demanding

- N -

-

D )

idiomatic character gf his solo writing more fully than do his
R

‘ sonatas._ Nevertheless, the ponatas contain a. reasonably wide rauge‘bf

-~

- technical demands which indicate that the composer knew the resources

Rd "

.‘_
:

r',

"

ek

105 Other nevements which include these markings are It 327/111,,”:

332/11, and ‘343/1:1



79 .

>

The range of dall'Oglio s sonatas is. fairly typical for sonatas '
_from this period--from the open G string through the seventh posxtion o

on the E string The upper limit in fast movements rarely exceeds

f"'.sharp or‘g"' although an- unusually high b"' is reached several

-

‘times in the finale of It 342 Less extravagant works, such as It.
325 (Appendix B, pp._97 103) rarely go beyond third or fourth

,‘position In this work the top note is c"' ,) ' ke
- g : o
: Although in. a few sonatas dall'Oglio exploits the upper register
. V
'ofvthe-violin,;os he also makes ample use of the full rangé of the gm‘

Tinstrument. The sonatas included in the Appendix all illustrate thlS
fact. The lower strings are used effectively in figures such as the

following, which call for succeSsive leaps of an octave or more (the '

‘technique as illustrated .ere creatns the illusion of two v01ces)

o
]

'fi Fmgure 33; Use of 1ower strings o o - S ‘1
It 332/II, mm. 110 114 333/III, mm 68 71 o '

i 'f un.no PR .
. o : e F Y IR -}, Lod B . ' o

e g : E e . .
s O S v Y L
- . P A R ) - o . . L L ;

Italién string music of his generation These sonatas include:

It 335/I1r 338/11, 340/II, 342/II, V.

-7‘
A

106. See, fof exilh

.
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“{i”’_ 1. ugn_lggatg The bow used in the early eighteenth century
"normally produced a fairly non legato stroke (sometimes called
o 7 :
: detacbé) 19 This appears to be the normal articulation for unslurred

‘:notes’(see 7 ample 34) .

i As with ‘modern bowing, groups of notea to be "

fplayed with oép bow are normally carefully marked with a slur (see
. :
Example 34) B L A

Figure‘34- Non-legato and slurred legato o
It. 325/IV, ), ‘1-2. \ o

0

. 3. ﬁtagcato: Two_;igna»are.usedifor staccato" the dot ( ) and

_the'wedge, or werticalaotroke ('). Both indicate a deliberate

. detachment of the note, while the vertical stroke normally requires a

more pronounced separation.logv Slurred ataccato (Figure 35) indicates

.

'notes to be played in a single bow stroke, but with a slight

separation between individual notes

- . : . e R
T R
‘_107 CE. David D Boyden, The History of- violin quying £rom its .
o Origins to 1761 and its Relationship to Violin Music, (London Oxford a-

' University Press, 1965), P+ 263 . f . . :
. 108 Cf Boyden, Hiatory of Violin Playgng, p 263‘ Quantz apecifies'
_that the stroke.requires 1ifting"the bow} while the dot. calls for the
bow stroke to remain on-the string. Cf Johann Joachim" Quantz, On
Playing the Flute, trans. Edward R. Reilley (London' Faber and Faber,
(1976) , p. 232 . .

4"
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Figure 35: Stacnato
It 346/III, m;2. -

—aa
o S — c—

- N
BN .
.

4. Sau;;;lé (bounc1ng bow) Although the- modern technique of

~sautillé or. quccato waa not é%scribed before 1750, it is possxble

: mW' #c" .
that it was uaed considerably earlier than that date 109' Vlolinists ﬁ
may have needed this technique to. achieve the llghtnlng-qulck staccato

called for in Figure 36. ?

Figure 36: Sautillé (?) AT
It. 342/11, m 29 B :

S. s;n;;gd_mxgmglg (vibrato)i This technlque is descrlbed in
Tartini s Traité des agréments as vzbrato, and is glven by Tartini as’U

an ornament. 110: Thls technlque is. descrlbed earller under

_"Ornamentatlon" (pp+ 76 77) ‘ » . ' . . . f[

'109 See David D Boyden, "Bow, " New G:0ve, III, p. 133.°

¢

110 Tartini, Treatr:e, pp. 11-12, -
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(} Broken chord figures and arpeggiation (varioqsly identified as

) brisure and batterie) 11 appear in the sonatas, although the technical"

«difficulty of such figures seldom ag%roaches the demands of similar
_passsages in; the concertos The second movemenu (Allegro) of it 345
- . \\
TN

‘ B . L .
.has a number of such figﬁres, involv1ng two and three adjacent strings T

'(Appendix B, p. 98: - It. 325/11, . 13 19, 30 37) e
'; Double, triple, and quadruple stops had been standard techniques‘

virtuosi since at least the time of vivaldi._ Double . stops
s, such .as’ one finds in it. 346/II (Appendix B, pp 124 129)h

.

only used 1diom in both slow and fast movements ‘ Likewise,

‘Sﬂring‘serv1ng ‘as a pedal poznt (see It. 325/II, mm, 8 13, Appendix B,
gp 98), or with contrapuntal activity between the two strings (see It

.341/1, mm. 15 18, Appendix B, p 106) Triple and quadruple stops may

N . (I

also be played as. solidly articulated chords (as,,ipr example, in It
346/II, mm 13~ 18, Appendix B, p. 124) or 'in aﬁpeggxated form (It

"325/II, m. 30 37 perhaps It.. 325/Iv, final variation, Appendix B,

‘ppr 98, 103).- Dall'oglio usually indicates clearly when arpeggiation

.is appropriate or required, as, for example, in It 325/II, - 30 37

(

: where the pattern of arpeggiation is given at the beginning of a.

i

_‘passage of tripde-stopped chordsJ\In certain cases, however, such as

.

. oo . : .
'111. Marc Pincherle defines a batterze as "a formula that compris;;
lrepetitions either of a note or of a design.” A brisure, actording to
‘Pincherle, is "a type of batterie where ‘the bow plays on two non- .
adjacent strings " Cf. Pincherle, La Technique du’Violon Chez les

. Premiers Sonatistes Francais (1695r1723) (Geneva _Minkof€ Reprint,
' f1974), PP- 25, ‘217. '.<h,f” 1.

82 .
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. the final variatlon of It. 325/IV, the performer must be guided by a:

_ knowledge of elghteenth—century performance practice, as’ well ﬁﬁgzy 

refghénce to other szmllar works frbm the period

A

SR . 3 e
. . ..

Wy

?“112 See p. 33, footnd&e”SB’ ;1¢' R

) " s o L S ;
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‘' < CONCLUSIONS

-

The vilue.of th‘is sort of study’lies':ﬁnot s0 much in the -

‘-”fpossibillty of dlscoverlng forgotten mus;cal genlus as in the

opportunity—to document ‘a blt ‘more fully the hlstory of a 31gn1f1cant ._;

: genreaof instrumental music.
The majority of, dall'oglin_s_sonatas found 1n the "Tartlnl"

. L 4
_collectlon at Bé&keley Universxty were composed before 1738 Of those

Jfor.which no general date of compositlon can be ass;gned, ‘most reflect
Ca style slmilar to those. known to have been compo;ed before 1738

They may ha;e been composed.durlng dall Ogllo 's days as a student at )
.Tartini s academy, or whlle he was employed as a professxonalbmuslc1an.l‘

.

in the same estaé?ishment,Obetween 1732 and 1735 It 1s also possxble

. ‘,‘
that some of the unpublished works were composed after 1738, whlle

.

' dall'Oglio was resldent in RUSSLa, and that these works . found the;r
way back to the 1ibrary of St Anthony s 1n Padua,-where they were'

eventually copxed in the 17603 or 17703 and placed in the collectlon
Q- S . .
wh;ch now resldes at Berkeley.- .
h Dall Oglio s sonatas reflect ‘the transltlon from the,late
\ .

Baroque era to the early Classlcal and thelr style of comp031tlon

,reveals aspects.of,the'styles.of~both perlods.’ Some~Works 1ook back b @%m
"to the late seventeenth and early elghteenth centur*es, partlcularly B

Jtith respect to the use of relatlvely archalc (hy the 1730s) forms, as

well as”melodic,-texturali per;odic; and rhythmic'charactetlstics;‘

'l

‘Many other works reveal the moderni;ing-influence of *the styievgalant

N

84
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| - . L L
o on the ove%all shape of the sonata, a‘s well as on the interna& f

structure and the melodic, rhythmic,vand instrumental charactar cf tme‘
f"‘m,usic.-‘ COCA '

. Domenico dall'Oglio was one of many obscure eighteenth-century

, 5y

ke composers whose muszc reached a limited audience during their’i&fetime

',‘and virtually disappeared afterwards ' While few of his wdrks show any fifiif

v .y Lol e
‘tendency towards innovation, he appears, on the whole, to have been a;_”}
) — ;- ‘ o

‘f;careful craftsman, who made good use of the mus?cal training he

=‘received from his teacher and.mentor, Giuseppe Tartini
M _o,sn .

These sonat?s ‘are. accessible to the average violinist with a’

.

‘: . R She T

tgood technique and are worthxexploring, both for their own sake and

»

for what they reveal about instrumental music of the period Despite L

) e
~

't'l-
o the somewhat naive character of certain passages, there is ¢'7~7Q'»

considerable melodic beauty in dall'Oglib s writing with a certain
A ; . . {///
amount of selectiveness, one’ can find among these works examples that .

\

:"are rewarding'for the performer, the listener, and the scholar alike

-r
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A: WORKS BY DOMENICO DALL'OGLIot*a

L3

These works are known to have been or 3upposed to have been

‘composed by Domenico dall'Oglio _ o ._'

Vocal Music = . o IR

i~

La Rustia afflita e riconsolata (1742) " ‘ "
Composed as a prologqe‘to ‘La Clemenza di Tito (Adolf Hasse)." ’ :
additional arian werQﬁ?ompoeed é} dall'Oglio for t\?s,opera, o
1ost. : & _ A N . L

T

Al.lvb

“E soffriro che sia--tpmbattuto da piﬁ venti” (17587) o .

Recitativ and. atia inﬁErted in.phe opera Dxdone Abbandonata (F
ZOppls°) ' .

.;,

~Solo Instrumental’ uu-ie;'. R - -
o < Pl ‘ ) : .
XII Sonate a viol;no e vzoloncello o cimbalo . . . Opera Prima.
' Amsterdam: Witvogel, 1738; copies in the Civico Museo
' Bibliographico-uusicale, Bologne, the Biblioteca Estense,
Modena, the Gesellschaft‘der Musikfreunde, Vienna, the
'Preussische Staatsbibliothek Berlin. '

' Republighed in Pa;i : Le'Clezo, 1751;:single.known.copy in |
-private collection' o A IR

XII Sonates a violon seul et basse continue " Venice: ‘ _Bartolomeo - ,
' - Rieci, 1778 (posthumous) ; copy in the Conservatorio Nazionale di
Musica ABenedetto Marcello), Venice.

1 Listed in O Kade, Die Muaikalien-Sammlungen de: Groasherzogllch
Mecklenburg-Schweriner II, (Schwerin _ Sandmeyersche Hofbuchdruckerei,
.1893), p. 101. - Mooser auggests that the . recitative ‘and aria were
intended for the performance of F. ZOppis Didone Abbandonata,~
‘ performed in st. Petersburg in '1758. Cf. Mooser, "Violonietes-
"<compositeurs," XLVIIT. 11946), P- 229, Qpéras, Intexmezzos, P. 44

LT e

2. A aingle copy of the 1751 edition was listed in the caﬁalogue of a'
‘collection sold by a W. Wolfheim in 1928. No information is available'”

as to-its-. present oyner T See’ Mooser,."Violinistes-Compositeurs,
" XLVIII (1946), p. 223. = - ' :

B S T S



.

University of California, Berkeley Music Lébrary, It 325-346.A
ncludea all worka f:om XII Sonate (1738) e

i[igsogptas for transverse ‘flute] (n.d.). :

""" Listed in Breitkopf Thematic Catalogue, 1762 1787 p. 684,.lost
[Pieces for violetta and bass] (n.d. ) » '
Copy in Berlin Staatsbibliothek, MS 4420

'S

o

Chamber ;uuaic .

’ Sonata a 4 (2 v1olins, viola and” bass, n.d%)
- MS copy in Upsala Bibliothek S

Ballot xuaie i
La joie des nationa a l'apparition d'Astrée a l'horizon russe, et le

retour del'dge d'or (1742) " ‘. ,
Perhaps by Luigi/Madonia,‘ lostl S ) , '

{
La pomme d'or au banguet des di ux, et le Jugeme de Parls (1742)

Perhaps by Luigi Madonis, lost. o _ » o
Sjmphony_ . ' ' FE ' o I
.Sei Sinfonie a due violini, alto viola e basso, Op. 1. Paris:

‘Antoine Petit,'1753 copy iy Blbliothéque Natlonale, Parls

Sinf[onie] a 2 Clar[ini], Tymp[anlj, é\violin, Blasgo] (n.d.) ‘
‘ Listed in Breltkqpf Thematic Catalogue, 1762~ -1787, p. 262 lost.

Sinf[onie] Ruaaa a 4 V)iolini] (n.d.) :
e Listeg in Breitkopf Thematzc Catalogue, 1762 1787 p 216,
- lost. .

t

3 For a complete catalogue and thematlc index of this collectlon, see
Ducklea and Elmer, Thematic Catalog, pp, 163~ 172
. 4, ,e pp: 9-10. ' 2 . o b»_‘ “ff[

5. Ibid. B , : R B S

‘6. Dall Oglio is known to have composed a number of symphonmes of thls
type, all of which are apparently—iost - See PP. 11~ 12

92

sonatas for. solo violin and cont;nuo] . . ' o



Conca tt.o ’ / A -
[17 concert:os for solo violi'x, violina obligato I, II, viola, & .
v:.oloncello qbligato] p
University of" California, Berke\ley Music Library, It. 347 365
2 , -
< y A 3 3
‘ N
< o «.L’
P N . .‘é
- A
\
-~ 3 - ' / .
.2 - = . .

3

i ar

v
ey ° ¢ \ )
7. Duckles angl Elmer, Thematic Catalog, pp. 172-178. =~ -

- - . . - P



- APPENDIX P: THREE SONATAS BY DOMENICO DALL'OGLIO |
’ —_——

zditorial Procnduro ’ B . - ' f\\\;_

L4

The three representative sonatas by Domenico dall'Oglio which

follow illustrate many of the stylistic fea’xres discussed in this .
e

study °It. 341 reflects, on the whole, the Baroque characteriStics of

the composer 's style, while It 325 and’ 346 exemplify‘he\g of his pre—_i

Classic tendencies ‘A faCSimile of the manuscript of It. 325 appears
wlth the kind permission of Mr. John Roberts, head of the MuSic s
Library, the University of California, Berkeley, and Mr. Newton Gregg,
of Novato, California, who supplied microfiche copies of the works in
the Berkeley collection. Modern c‘&tical editions of sonatas It. 341/

» and 346 are also presented, based on ‘copies of ‘these works in- the

University of California, Berkeley Music Library, and in’ the case*of .

4 .
It. 341 also on dalllOglio s.XII SOnate a v1olino'e violoncello o
B ‘ N
cimbalo, which was .published in 1738 in Amsterdam by Witvogel. .

DiscrepanCies between the two sources of It. 34lcare few, and '
C ;

*
-

. - , . . ) R , ' . . - . i B . N
drarely signify va:riant readings., Differgnces in most casee‘involve
_the notation of Eigured bass and the beaming of notes in the bass

\

vline. Chbrds of the sixth, which are figured in the 1738 edition as

9“§ are indicated in the Berkeley manuscript as. 6# Likewise,

qhxomatically inflected root position chords are indicated in the

.

-Amsterdam»editionvsimply by accidental, while the Berkeley copy..

invariably uses the figure'3 along with the accidental The present

edition supplies the more literal figuring of the Berkeley 'version for
4, . @‘
the convenience of performers who may wish to realize the bass. for o

< .4

the@selves,

“
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S ) e e e L
~ 7 The beaming of the bass paxt,in the 1738 edition, which probably
. . B ..; R »

indicates bowing, has been retained, éather than the uniform beaming {4'

[
¥

_of notes according to individua& beat, which occurs in th@ Berkeley ‘3

Y » 8 ¢ L4

'manuscrip .
¢ N

dots,*acci

Editoéial additions, such as slurs, phrase marks, missing
- o BRE R
ntals, and bass figures, arerenclosed in bragkecs . .v?
’ - N
y ’ » o - L
) 'Redundanf accidentals w1th1n measures have been eliminated T
R ) E “ X f

Rudimentary continuo realizations have been supplied with bgth the

v

edited works. EJerienced continuo players '

wish to create a more

elaborate and rhythmically active accompaniment, e cially in theg

somewhat prosaic second movements of both works, an%/in the finale of

he faCsimilebof It 325, which appears in its entirety, ‘
. . \ \ -
facsimile copie of thg first pages of 1t. 341 and 346 precede the'"

S

[-%
edited versions of’ these works '

.
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céitical. Cdmmeatary o L o o St

. ‘Sonata a Violino, e’ Basso Del Slg Domenlco Dall Ogllo, It- 325j
TDe:qriptlen:‘ 5cere/ 23x32 5 cm. / 10 st 7 WMz 3/ Hand A/ Black 8
- Movements:. 4
Key‘ "C majdr'

iII.m Sonata a Violino, e Vloloncello, o) Clmbalo del Slg '."D,omc»o

(-

R fDall'Ogllo, It. 341 . RS :
'Description Sco:e/'22x32 em,/ 10 st./ WM: unclear/ Hand R/’
‘Black. e S “
Movements: 3 ‘ . . : Lo L AR

Key: g minor—_ = ...
Adagio”(third'movement), m.'9 .beat 3 Berkeley MS ‘reads E.
\ III:eHSonata a Violino Solo del Slg Domenlco dall'Oglio, TIt. 346

Description $core/ 23x32 cnv. / 10 st. / WM: unclear/ Hand B’ /
. Brown. LT
“e :LMovements- 3 oo

Key- ‘B flat major

Larghetto (first movement):

m. 10, beat l (appogglatura) MS reads D'sharpg
m. 11, beat 1 (appoagiatura): . 'MS reads E flat.
‘m. 32: MS places the’ V7 chord on beat 2.

’Allegro‘(se56md moﬁement)' e :.' T Sy
v m, 56: tie m1331;§rin MS, ~but’ lncluded in parallel
passage (m 127) .

_{Allegro] (third movement):

. The editor has used the flrst—and—second-eﬂelng format to
accommcdate the 1ncomplete measures ‘created in the MS by the two

: repeats _ . : :

. m, 11 beat 1: Ms reads G. - - '

’.mA 32, beat 1: MS 'adds an extra E. flat, elimlnated here.

)

8. Cf. Duckles and Elmer, Thematzc Catalog, pp. 163-172; 'for
__1nformation regarding handwritlngs ‘and watermarks, see the same
'.source, pp 4-21 ’
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It. 325. ' 'Sonata, ¥ violino e ‘Basso Del s:l.g Dononico L
Dall'Og‘liO (£acaimi e). (All facsimiles are’ used by pcnailsion ‘of the- Husic s

'Libx'u:y, University of CaNfornia,- Bcrkoley chro‘uction in' vholc or in part muat bc L
authorized by written permjssion from the Head of the Musit Libnry )
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| It. 341. Sonata a Violino, -¢ Vicloncello, o Cimbalo del Sig:

" pom°° pall'oglio (facsimile of first movement). ®
. & .
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:SIO'NA“I‘A A VIOLINO, E. VIOLONCELLO, O CIMBALO
- del Sig”. Dom.° .Dall'Oglio
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Allegro
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