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This paper presents the analysis of two piano sonatas written outside the orbit of the Habsburg 
Empire during the early years of the 19th century. Both works typify the intense production of keyboard 
music, namely sonatas composed after the French Revolution (1789) and before the fall of Napoleon 
Bonaparte (1815).

While the history of music during the late eighteenth century was written mainly from the perspective 
of the Viennese Court, the prominent presence of Italian musicians in London, Paris, and even peripheral 
Lisbon courts, ascertained the rise of a composing style based on the periodic phrase and the stability 
of the harmonic rhythm as is the case of Viennese sonatas. As a contrast, some of the works written 
outside the Viennese realm exhibit some features that deserve closer scrutiny. It follows that the role 
acted out by Italian composers on the development of the Classical Style is generally acknowledged, but 
the extent of their engagement in the transition to the Romantic movement is not so evident.

At the end of the 18th century, Italy was almost in the same political and economic conditions as 
in the 16th century; the main differences were that the Habsburgs from Austria had replaced Spain as 
the dominant foreign power. Searching for better conditions and employment, composers born in these 
lands emigrated to northern countries in Europe to such an extent that it is simpler to list the very few 
that stayed, as is the case of Tartini in Padua and G.B. Sanmartini in Milan. While musicians such as G. F. 
Handel, J. Christian Bach, and W. A. Mozart traveled south of the Alps on a defined time frame to receive 
advanced training in composition, that is, counterpoint and Italianate effects, England became one of 
the favorite destinations for Italian musicians seeking employment (Newman, 1972, p. 65). London was 
one of the top places where enterprising composers found audiences eager for novel instrumental 
compositions, mostly for keyboard or keyboard with accompaniment.

Clementi, Bomtempo, and the Classical Sonata:
beyond the Viennese Court  

I. Introduction
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Born in Rome in 1752, Muzio Clementi arrived in England at age 14 to work under the patronage of 
Peter Beckford. In 1774, having fulfilled his obligations to the nobleman, he settled in London, where he 
died in 1832. Considering that he was born four years before Mozart and died five years after Beethoven, 
Clementis’ contributions to the supremacy of autonomous instrumental music that characterizes the 
Classical Style must be readily recognized. He produced as many as 60 keyboard Sonatas, some of 
them quite formidable. Having spent most of his life in England as a composer, pedagogue, and piano 
manufacturer, and despite his frequent and extensive travels to the European continent, he is considered 
an English composer. Along with his pupils and collaborators John Field, J. B. Cramer, and Portuguese 
composer João Domingos Bomtempo (1775-1842), Clementi’s name distinguishes the London 
Pianoforte School (1760-1840).

Not only London but other courts and city estates also attracted Italian musicians and were receptive 
to music-making in the Italian manner. For instance, during the Reign of D. João V (1689-1750), the 
Lisbon Court was one of the most opulent in the European continent. Wealth from overseas trade 
and gold from Brazil fueled Portugal’s economy. Domenico Scarlatti (1685-1757), Giovani Giorgi (?-
1762), and David Perez (1711-1778) are some of the Italians who made history in Portuguese music. 
Symmetrically, young Portuguese musicians such as António Teixeira (1707-1774), Francisco António de 
Almeida (1702-1755) and João Rodrigues Esteves (c.1700-c.1751) received financial support from the 
Portuguese sovereign to study in Italy.

Francesco Saverio Buontempo (1732-1795), born in Foggia, near Naples, was yet another Italian 
musician who made his life in Lisbon. Buontempo enrolled in the Confraria de Santa Cecilia as an oboist 
for the Chamber Orchestra and in 1767 married Mariana da Silva from Lisbon, whose family had links 
to the Court. Amongst their ten children, the sixth-João Domingos Bomtempo (1775-1842) became a 
prominent composer, teacher, and pianist, both in his native country and abroad.

Despite all the gold from Brazil, at the end of the 18th century, Portugal’s economy endured a 
downturn due to its commercial dependence on England. The young Bomtempo, attracted by the ideas 
of the French Revolution and seeking artistic freedom, exchanged Lisbon for Paris in 1801 (Santos, 
1992). Having learned the oboe from his father, it is unclear how he became a virtuoso pianist. In this 
regard, musicologists present conflicting notions. Unlike most of Bomtempo’s biographers, which assume 
that he was a self-taught pianist or, at least, learned to play the piano in Paris, Carl Bauman claims that “he 
was trained in London and in his 30s settled in Paris before again returning to London in 1809.” If this 
statement is to be trusted, his friendship with Clementi may be prior to the date of 1802, as otherwise 
noted.  

When Bomtempo arrives in London in 1810 following the victories of the Anglo-Portuguese army 
over Napoleon’s forces, the atmosphere was one of optimism. The Portuguese colony in London 
welcomed him with open arms, and, subsequently, he resumed contact with Clementi, whom he had 
already met in Paris in 1802. He immediately publishes his Op. 8 in Clementi’s printing house and, in the 
next year, publishes his three sonatas Op. 9, also dedicated to Clementi. J. P. Sarraute (1980) classifies 
the years Bomtempo spent in London (1810-1814) as his most fertile period as a composer. Moreover, 
Bomtempo joined the London Philharmonic Society where, in addition to Clementi, he interacted with 
fellow composers J. B. Cramer and John Field, just to name a few (Eftekhari, 2012).
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It seems that Bomtempo and Clementi’s relationship was not restricted to a mutual commercial 
interest but rested on a broader basis. The first edition of Clementi’s Introduction to the Art of Playing on 
the Pianoforte is dated 1801; in 1811, he publishes the 5th edition, including Bomtempo’s variations I and IV, 
from his Capriccio and God Save the King with Variations Op. 8, subsequently translated to various idioms. 
Curiously, in 1816, Bomtempo publishes his own Elementos de Musica e Méthodo de Tocar Piano Forte 
(Elements of Music and Method of Pianoforte Playing), deeply rooted in Clementi’s treatise and published 
by Clementi’s publishing house. The original exercises and studies found in Bomtempo’s method bear a 
strong resemblance to comparable works of Clementi and Cramer; it shows the Portuguese pianist and 
virtuoso fully immersed in the style of the English pianoforte school (Espírito-Santo, 2003). These seem 
sufficient grounds to infer the existence of an intense collaboration between the two composers, as well 
as Clementi's influence, as composer and pedagogue, on Bomtempo’s work.

After the publishing of the first edition of his Method, Bomtempo prepared a second one, revised, 
enlarged, and despite the fact it remained unpublished the preface of the manuscript reads as follows:

Insomuch as I have dedicated my life to the art of music, both practical and 
theoretical, added to the lack I have observed in my country of such a work, 
(…) compelled me to write this treatise, divided into two separate volumes, 
comprising in the first the Elements of Music and Method of playing Piano-forte 
and, in the second, the Art of Composition or Counterpoint. (Bomtempo, n.d.).

It is relevant to call attention to the equivalence between the “Art of composition” and “Counterpoint” 
in Bomtempo’s preface, as well as the artistic and pedagogical value that he attributes to his treatise. The 
high regard attributed to counterpoint can also be in Clementi’s Selection of Practical Harmony, published 
between 1811 and 1815, which is preceded by a treatise on counterpoint (Satin-Foix; Baker, 932, p. 259). 
In short, while the facts point out to the inescapable influence of the Viennese style with its fondness for 
periodicity and balance, it also demonstrates a recurring reliance on counterpoint.1 

2. The keyboard sonata

While discussing the rise and the scope of sonata composition during “the crucial period of about 
eighty-five years from the first real flowering of the solo keyboard sonata, starting shortly before 1740, 
to the last sonatas of Beethoven and Clementi, completed shortly after 1820”, Newman (1972, p. 3) 
advocates for a substantial expansion of geographical borders as he unearths hundreds of works that 
merit the denomination. The author of the monumental trilogy,2 still under the aegis of 19th century 
analytical practices is not directly concerned with contrapuntal practices inherited from the 18th century. 
In his discussion of formal constancies, he meticulously reviews hundreds of Sonatas from the quills of 
composers all over Europe despite the absence of direct instructions on how to assemble such works, 

1 Robert Schumann refers to Clementi’s “contrapuntal, often cold music” in an article of 1834. (“J. N. Hummel Études, 
opus 125” in Schumann,  R.  Schumann on Music – A Selection from the Writings, translated and edited by Henry 
Pleasants, N.Y: Dover, 1988, p. 25).
2 The Sonata in the Classic Era is the middle volume of a trilogy written by W. S. Newman, the first being The Sonata in the 
Baroque Era and the last The Sonata since Beethoven, all part of his three volume History of the Sonata Idea, a study of the term 
“sonata” (Available at https://en.wikipedia.org/wiki/William_S._Newman. Accessed in September 30th, 2020).
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much less a prior classification of what constitutes a sonata form. While cautious about formal concepts, 
the author discusses motives, phrases, melodies, cycles, and the multiple elements that go into the making 
of a sonata, including their level of instrumental difficulty.  Throughout his illuminating discussions of the 
Classical Sonata, he also implies that composers relied on each other’s works as means of advancing 
their compositional art.

During the seven years he worked as a household musician, the young Clementi is known to have 
practiced piano from 8 to 12 hours daily. Considering that during this period he had not yet composed 
many works, much less the 100 Etudes included in his celebrated Gradus ad Parnassum op. 44 (1817),3 
it is fair to conclude that he must have resorted to playing the works of his contemporaries and, in the 
process, he became well versed on current compositional styles, procedures and resources. Given the 
profusion of sonatas being published at the last decades of the 18th century and, with his employer full 
support, he learned how to write sonatas from the keyboard.  In addition to absorbing formal schemes 
then available through the study of scores and performances, Clementi also had access to a manuscript 
copy of the Well-Tempered Clavier by J. S. Bach.4 According to Plantinga, “Clementi is said to have come 
across the London ms. in the library of his patron Peter Beckford, that is, prior to 1774” (Plantinga, 1972, 
p. 324). Plantinga bases his assertion on a dialogue between Clementi and pianist Amadée Mereaux 
in 1820. As Clementi reminisced over his adolescent years at the country state of his employer, he 
recollected his access to a copy of WTC.5 In this respect, Clementi foreshadows the path followed by the 
Romantic composers such as Schumann and Mendelssohn in their veneration of Bach.

So, it does not come as a surprise that, following a steady trend already exposed in his previous works 
for the keyboard, the mature composer differentiates from his early sonatas marked by the profusion of 
light and elegant pianistic figurations, his trademark bravura octaves and the obligatory crossing of hands 
up and down the keyboard.  Sonata op. 40 n° 3 in D Major is the work of a composer possessed with 
highly developed compositional and pianistic competencies. Listed as written in 1802, this work expertly 
displays a tight command of the distinguishing traits of a piano sonata.

During Clementi’s life sonatas were described “primarily in terms of the tonal structure of the 

3 “The three-volume Gradus ad Parnassum, Op. 44, completed in 1826, represents the culmination of Clementi’s career, 
exhibiting a veritable treasury of compositional and pianistic technique compiled from all periods of his work. From pure 
finger drills to preludes, fugues, canons, and sonata movements, the one hundred exercises, as called by Clementi, constitute 
a stylistically diverse array of studies covering all aspects of piano playing. Like Johann Joseph Fux’s seminal treatise on 
counterpoint from 1725, also with the title Gradus ad Parnassum, Clementi’s monumental work was designed to ascend 
to the highest level of musical and technical perfection—steps to Parnassus, as it were, the mountain sacred to Apollo, 
where the Muses were said to reside. Frequently grouped together by key, either in Scarlatti-like pairs or as unified suites 
of multiple movements, the pieces in Clementi’s Gradus ad Parnassum illustrate his proclivities toward polyphonic writ-
ing, running two-voice textures, and virtuosic passagework.”Available at https://www.naxos.com/mainsite/blurbs_reviews.
asp?item_code=8.572327&catNum=572327&filetype=About%20this%20Recording&language=English. Accessed in Sep-
tember 10th, 2020.
4 Although not in print, the second volume of WTC circulated in manuscript form throughout Europe. Clementi also owned 
an abridged manuscript copy of WTC II. Plantinga maintains that Mendelssohn authenticated this manuscript for the purposes 
of an auction in 1842. See: Leon Plantinga. Clementi, Virtuosity, and the “German Manner”. JAMS, v. 25, n. 3 (Autumn, 1972), 
p. 327. Available at https://www.jstor.org/stable/830934. Accessed in March 21st, 2020.
5  Plantinga affirms that Clementi had access to both volumes of Bach’s WTC considering their circulation in London as early 
as 1744. He also mentions Clementi’s daily instrumental practice: “It was the works of Sebastian and Emanuel Bach, of Handel 
and Scarlatti that he practiced and studied continually.” (Plantinga, op. cit., p. 328).
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exposition as well as the phrase rhythm and cadence plan”. 6 This explanation leads to a conclusion that 
between the double bar at the dominant and the return to the tonic key, the composer should let the 
imagination run free and engender surprising ways of dealing with the intermediary section. As seen 
in Table 1, there is a conventional formal display of the movement according to Pauer’s terminology 
current at the end of the 18th century.7 Following a thirteen-measure Introduction in the minor key, 
the First Part goes from Tonic to the Dominant (mm. 14-105). The Middle section, for the most part 
meanders around the Dominant. The Repeat assures that themes, motives, formulaic designs, connecting 
materials and passage work march united under the banner of the tonic key (mm. 179-252) until the 
final confirmation at the Coda (mm. 253-262).

Table 1 – Clementi, Sonata op. 40 no. 3: Schematic representation of the First movement according to 
Pauer’s terminology.

Introduction First Part Middle Part Repeat Coda
1-13 14-105 106-178 179-252 253-262
d minor D to A a B C/a B A D D

The few texts available “differ in detail and in terminology, but agree in the primacy accorded to tonal 
rather than thematic contrast”.  It is therefore fair to establish that Clementi might have had a general 
plan in mind for this work, a disposition of keys conjugated with the sections forming a blueprint out of 
which his pianistic imagination could spring forth (Figure 1).

   
      

    
 

i V I V v/v v V VI (N) VI V/VI VI V I V I

1 13 15 33 85 105 106 121 122 143 148 150 176 179 238 253-262

Figure 1 – Clementi, Sonata op. 40 no. 3, first movement: Bass line and Harmonic Disposition.
A bass line such as shown on Figure 1 could arguably have guided the composer as he improvised, 

tried out and finally committed to paper his new work. The bass line displays a slow-moving harmonic 
rhythm spread over 262 measures. The main actors, Tonic and the Dominant along with a supporting 
cast of closely related keys take turns at endorsing exquisite pianistic figurations. The middle part, the 
development presents an exception (m. 122-148) whereby neighbor harmonies and chromatic slides 
realized through contrapuntal procedures create distant tonal relations and surprising coloristic twists.

The first movement attracts the focus of attention for the entire work. The close resemblance of the 
opening measures to Beethoven’s Pastoral Sonata op. 28 of 1801 in the same key and with the same 
reiterated bass note D, an English drum bass supporting a slow moving triadic contour is also invoked as 
the opening theme of op. 40 n ° 3 (Plantinga, 1972, pp. 323-326). Plantinga does not hesitate to attribute 
“striking similarities” (op. cit., p. 328) between certain features of Clementi’s music and J. S. Bach, in this 

6  James Webster. Sonata Form, Grove on-line, Theory. Available at https://www.oxfordmusiconline.com/grovemusic. Ac-
cessed in June 22nd, 2020.
7  As late as 1878, Pauer still refers to the component parts of a Sonata simply as First Part, Middle Part and Repeat. (New-
man, op. cit., p. 116).
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case the repeated D found at BWV 874 Fugue subject and closely mirrored as the minore Introduction 
at another of his works, Sonata op. 34, no. 2. Given Clementi’s choice of a figuration based on imitative 
patterns shared between the hands (mm. 19-24), and despite the perceptible similarity with Beethoven, 
the succession of imitative passages interspersed with passages written according to current tastes 
contributes to set this Sonata as a major contribution of a mature composer. 
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Figure 2 – Clementi, Sonata op. 40 no. 3, first movement (mm. 14-29).

As displayed in Figure 2 (Allegro, m. 14-17), the characteristic triadic contour of the top voice formed 
by the fundamental ascending to the third followed by a registrally displaced fifth, that is, the tones of 
the major tonic triad clearly articulated by longer values and prolonged by means of a repeated passing 
note (G) signals the opening Allegro. This triadic matrix D-F #-A that frames the first presentation of the 
main idea (mm. 14-15, 30, 37-38, 49-50) reoccurs transposed, embedded, and elaborated into other 
melodic designs in augmentations and diminutions, interpolated and permutated throughout the entire 
movement.

It is also worth noting the imitative impulse that governs the measures 18–24. Together with 
the characteristic triadic contour, this imitative turn sets this movement apart as far as the level of 
compositional elaboration. In addition, the triadic contour is so ingrained into subsidiary ideas that 
make up the first movement that labelling it as monothematic is not farfetched. As is the case of Haydn, 
would Clementi raise this consideration to the level of an issue? Could this be viewed as but one of 
many compositional procedures employed to assure the internal consistency of the movement? The 
triadic contour in many ways defines the movement. first, it frames the main idea (mm. 14-24; 30 bass 
line; 37-38) and eventually it also supports the imitative segments such as the episode starting on m. 
122. Secondly, this triadic contour is skillfully interwoven within the fabric of the subsidiary ideas and it 
bears the light side of the movement, the frolicking and wholly pianistic passages destined to amuse the 
amateurs.  Be as it may, after subtly weaving the triadic configuration with the utmost ease as part of 
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every idea and registral configuration, he finally presents D-F#-A, (l.h. m. 207-208) in direct ascending 
order at the closing of the work and bringing the work to the final measures with rhythmic diminutions 
on the bass (m. 208-212).

   





        



 







 





   















    




 








Allegro








 

122


 

       


 
 




  

            
  




                          




cresc.






128

 


           


    




  

           




 

   


  


 



ten.


 



133



       


        




      

 





 



  






   







  












137

 





         
  




   

        



  

  
 




     










 

    
 


















 

141

Figure 3. Clementi, Sonata op. 40 no. 3, first movement: Middle Part (mm. 122-144).
During Clementi’s time, the repeat sign was not optional, it was a course to be pursued. It follows that 

the First Part repeated adds up to 182 measures while the second half, no double bar at the end of the 
movement, adds up to 156 measures. It is admissible that Clementi thought of this Sonata as a large two 
part scheme as most composers of his time would have done. By this reasoning, both sections stand out 
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and the Middle Part and the Repeat proceed in reverse from Dominant back to Tonic.  The Middle Part 
distributes three periods within its 72 measures, including the already mentioned passage in C major/A 
minor (mm. 122-148). This period placed at the very middle of the movement attracts attention given 
its contrapuntal nature and its contrasting character. This solemn segment is surrounded by two periods 
(mm. 106-121 and 149-178, respectively) characterized by their lightness and even frivolous pianistic 
figuration. On its turn, the C major/A minor episode written around the tonicized Neapolitan sonority 
of the sixth degree – B brings back the first idea as the centerpiece of the Middle Part. For 22 measures, 
the imitative passage shuns away the airiness and builds up on the peaceful mood of the opening idea 
and its latent imitative possibilities (see Figure 3). Once Clementi displays his contrapuntal expertise, 
he then forsakes any serious-minded endeavors. From m. 149 onwards the pianist overpowers the 
composer and from then on, the writing, albeit gracious, is reminiscent of an Etude rather than a Sonata. 
The third period of the middle part (mm. 149-178) culminates in a cadenza like passage preceding the 
return of the main idea. As it pauses on a A-C # dyad, it leaves a a promise of  D Major  in the air (m. 179).

The last section, the Repetition is shorter than the First part. Why did Clementi omit 19 measures?  
During the second half of the 18th century the writing of sonatas was equivalent to the writing of 
fugues during the first half of the century. There are scant and partial instructions on how to write a 
sonata before the 1790s.8 At their own expediency composers, then as now, knew the importance of 
supplanting their contemporaries by a constant display of invention and resourcefulness. Considering 
that the main idea receives heightened attention at the middle section (m. 122-148), and that its contour 
has been etched on our perception in so many elaborations and imitations, Clementi opts for bringing 
back the first idea with a touch of a variation (m. 187-189) and then leaves it so that the subsidiary ideas 
outside the tonic key may then be presented on the main key, D Major (m.194-252). 

As the composer forsakes the opportunity of presenting new ideas and instead introjects the main 
idea in the Middle Part, he can be viewed as a forerunner of Romanticism.9 It is well to remember that 
the idea of form as a cast to be filled by preordained sections is not yet the all-powerful set of rules 
adopted three of four decades into the 19th century as (failed) attempts to understand Beethoven’s 
constant stream of innovations within the sonata idea.

The search for architectural frames and visual schemes applied wholesale to the greatest possible 
number of sonatas has caused a great damage to the understanding of music. As previously mentioned, 
Clementi would have learned sonatas from the keyboard, from reading through other works of his 
contemporaries and predecessors. It is well to remember that “the notion of a second theme as a vital 
constituent of the form did not arise until late into the 19th century”.10  Still, steeped into the 18th century 
practices, Clementi places the greatest emphasis on his main melody while the subsidiary ones assume 

8  Grove, Sonata Form, James Webster. The fullest 18th-century description of sonata form occurs in vol. iii (1793) of Heinrich 
Christoph Koch’s Versuch einer Anleitung zur Composition. Koch expanded and refined Riepel’s phrase-rhythmic analysis; he 
applied these principles to ever larger segments of music, culminating in an analysis of an entire sonata-form movement as 
an expansion of the form of a minuet. Koch also gave the first adequate description of the twofold division of the second 
half into development and recapitulation and also described various types of development section (available at https://www.
oxfordmusiconline.com/grovemusic. Accessed in June 3, 2020).
9  Chopin’s magnificent late pianos Sonatas op. 53 and 58 were considered deficient in form according to late 19th and early 
20th centuries views. Recently, Aziz takes an evolutionary view of Chopin’s Sonatas and establishes the secondary theme (S) 
“as the single unifying feature — the central, guiding focus — of the entire trajectory within Chopin’s sonata oeuvre”.  An-
drew I. Aziz. 2015. The Evolution of Chopin’s Sonata Forms: Excavating the Second Theme Group. MTO, v. 21, v. 4.
10  Grove, Sonata Form, Webster, op. cit. Accessed in June 3rd, 2020.
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the burden of carrying the pianistic figurations. Having conferred a place of honor to the C Major/A 
minor episode based on the main idea (mm. 122-148), the Repetition is slightly compressed into a 
shortened version.

Figure 4 – Clementi, Sonata op. 40 no. 3, first movement: Prolongational Graph.

The prolongational graph (Figure 5), aims at defining this sonata movement as a succession of 
broad periods, each one reaching towards a salient cadence. In order to do so, the graph shows our 
interpretation of a late stage of reduction into the middle ground level, that is, it is quite removed from 
the surface of the composition but still retaining enough of the chromatic elements that characterize 
secondary dominants and modal mixtures. The harmonic rhythm moving at the slow pace characteristic 
of the time and the style is portrayed by the longer values at the outer voices. 
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The introduction, that is the first period, is written in the minor key of D (m.1) and, through a series 
of single and double dotted arpeggiated chords it reaches the Dominant (m. 13). The first period can 
also be described as the first half of a binary form, and given its ternary meter and its pathetic character, 
these thirteen beginning bars are quite reminiscent of an old-fashion Sarabande. As a stark contrast, it 
creates an effective introduction to the ensuing Allegro.

The first section of the Allegro (mm.14-58) can be easily subdivided into a variety of subsections 
given the dazzling succession of gracefully displayed figurations. The first clear-cut cadence occurs at 
mm. 57-58. Locally, it is a PAC (perfect authentic cadence, E to A). However, from the beginning of the 
movement, the harmonic discourse has established D (mm.14-40) and moved away from its tonic 
base by means of modal mixture (A major to A minor, mm. 49-50) further enriched by tipping the 
scale towards the Subdominant side of the tonal compass. F major is used as an upper neighbor of 
E, Dominant of the Dominant (mm. 50-57). After this transitional maneuver has run its course, A, the 
Dominant is reached by means of its individual Dominant (mm. 57-58). The ensuing silence confirms the 
end of the first period of the Allegro.

An overview of this first section leads to the affirmation that, from the outset A assumes its role as 
the main melodic tone (m. 15) around which other tones gravitate (Figure 4). Approximate in length 
as the preceding section, the second (mm. 58-105) prolongs the newly tonicized A (mm. 58-82) by 
the flourishing of the most delightful figurations. It is well to remember that the main triadic contour is 
embedded into one of the designs (mm. 66-73, not shown on the graph) as the left hand articulates root 
position A and E chords interspersed with occasional first inversions. This harmonic standstill is broken 
when A minor briefly returns (mm. 82-83) as a harbinger of F, again a subdominant slide as in the first 
period (mm. 49-57). By its turn, F rises a semitone to F# (m. 85) and E (m. 86) assumes the 
controls so that the second period may cadence on A (m. 93). From mm. 93 to 105, the confirmed A 
not only is prolonged by means of closely related sonorities but also, there is a melodic decent from A 
to E, the second scale degree. Following the grammatical rules proposed by Schenker, the end of the first 
part of the movement is reached when the bass note A supports E on the upper voice thus fulfilling the 
required interruption11 deemed necessary to the understanding of the form (mm. 104-105). Melodically, 
the local descent from A (m. 101) stops at E, the second melodic degree at which point the music ceases 
momentarily at the structural half cadence (m. 105).

The First Part/ Exposition ends once all the designs and figurations, other than the very first 
idea, have been amply heard in A major and its tributary keys. From a cognitive instance the musical 
discourse has traversed the D Major tonal space and has arrived at a structural division of the 
movement a fifth above, the confirmation of the tonicization of A Major. Melodically, the local descent 
from A (m. 101) stops at E, the second melodic degree at which point the music ceases momentarily 
at the structural half cadence (m. 105).

As is the case of most tonal movements, the Allegro trajectory from Tonic (m. 14-40) to Dominant 
by way of its individual Dominant (m. 44) up to the final cadence of this section (m. 105) fulfills the 
purpose of the First Part/Exposition. The strong tendency to set the circle of fifths in motion typifies this 
section of the work.  The tonal actions intensify by moving up  from two sharps (F # and C #) to three 

11  Interruption- See the Glossary of Schenkerian Terms (Gerling, C.; Barros, G. TeMA, 2020).
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sharps (F #, C # and G #) with two engaging detours around the change of mode, A Major to minor and 
soon followed by F Major at mm. 51 to 55 and again at mm. 82-85. In both instances F Major, the local 
upper neighbor of E, (V of V) is approached by way of E Major to A minor, a maneuver that requires 
adding measures to the discourse and a definite rise in the level of excitement for the pianist given the 
concertante style of the figuration.

Amongst other features, the graph (Figure 4) also aims at shedding light on the weight conferred 
to the intermediary section, the Middle section as it was called during Clementis time. Having asserted 
A as the tonicized key for the second period, the composer seeks variety, and the first period of the 
Middle part reverts to A minor (mm.106-107).  Through a sequence of descending thirds (A-F-D-B) the 
musical journey proceeds downward to B (mm. 119-121). This shortest of all periods seems to have 
been written to blur our tonal memory. B is the upper neighbor of A, nevertheless the composer took 
great care to avoid monotony. On the contrary, he chose a route filled with a chord progression of 
harmonized descending thirds, A-F-D, settling on B with great resolve. (mm.119-121).

Now comes the best part. Having reached B Major (mm. 121), the composer adopts a procedure 
dear to C. Ph. E. Bach and J. Haydn: he employs a fermata to hold a prolonged B as means to obliterate 
all five sharps. With this sleight of hand masterfully applied, he plunges into a new period in C Major 
(m. 122), no sharps, no flats! In retrospect, can we recall the preceding B Major (mm. 119-121) as a 
lower neighbor to C? This maneuver allows the composer to change drastically not only the key but 
also the style of composing. From the charming figurations of the previous sections, at m. 122 he adopts 
a strict contrapuntal writing and exhibits his competencies in handling the main triadic contour, initially 
shown as to C-E-G (m. 122) and then transposed through several sequential imitations.  As the musical 
design lightens up and gathers momentum by finely embroidering the main triadic contour, C Major tilts 
towards A minor (mm. 132-135). Sequential imitations and transpositions of the main triadic contour 
on the bass supporting segments in contrary motion on the right hand lead this period to a further 
secondary Dominant – F # (mm. 145-148).

Harmonically, the music discourse reaches a very distant corner of the tonal system. How can he 
effect a return to the two sharps required by D Major? Again, he resorts to silence before the new and 
third period in B minor (m. 149) can take its course. Maybe the relatively long rests allow the listener (or 
the pianist!) to understand the noble C Major imitative passage (mm. 122-148) as a contrast afforded 
by the appeasing Neapolitan sonority. His knowledge of the WTC allows him to bind the current style 
with much older procedures. The homage to Bach episode (mm. 122-148) raises the whole movement 
to a new level.

Path corrected; the last period of the middle part starts in B minor (m. 150) with pianistic figurations 
light-years away from the atmosphere of the previous segment. The musical discourse sequences away 
through the circle of fifths (mm. 154-164) frolicking around B for 27 measures. The composer is having 
such fun with the instrumental possibilities that the musical discourse rather than going straight to the 
Dominant of D meanders back to B minor (mm. 170-171) and its Dominant F # (mm. 172-173). By 
insisting on a new figuration centered on B minor, Clementi gives in to the pianist and extends the 
discourse to include a trusted rhetorical device. He resorts to a decrease in motion so that the motion 
stands still on a trill on C # (m. 172). This strategy allows a chromatic slide to take place and the fifth of the 
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F # triad, C # becomes the third of A Major. So, after three periods heavily invested on the sixth degree, B 
and its upper and lower neighbors, C and A, respectively, the middle part returns to A, the Dominant. As 
per usual, he resorts to fermatas and rests as rhetorical devices that pay lip service to the brief return 
of A, the Dominant.

It is however imperative to consider that the second period at the First Part (mm. 58-105) is the 
longest of all periods, 47 measures, and during its course A is tonicized with all due respect and propriety. 
Therefore, it is commendable that during the Middle Part, Clementi wisely chose to prolong A by means 
of the upper neighbor B and to make the high point of the entire movement, the period in C Major/A 
minor and its exquisite imitative writing. Perhaps another composer would not have returned to a third 
period (mm. 149-178) centered on B, but Clementi knew his audience and his customers. Back then, 
sonatas and poetry were consumer items, the longer the merrier. From the pianist standpoint, this third 
period reflects an unbridled time of joy spent at the instrument. 

Once the Dominant A is reached, the initial idea properly supported by Tonic D can take over the 
march of events (m. 178). The Repeat follows the first section designs very closely with two periods 
(mm. 179-210 and mm. 210-253) followed by a Coda (mm. 253-262), all three dutifully settled on D. 
Just as a passage in a minor had been employed as a harmonic variant of A minor/F Major at the First 
Part (mm. 49-58).  At the Repeat, D minor/ B b Major is called into action with the same purpose of 
prolonging the discourse and maintaining both the proportion and the disposition of the movement 
(mm. 201-210 first period, mm. 234-237 second period).

As explicited in the third system of the graph upper right hand corner, the descent A-G-F #-E-D 
from the fifth melodic degree (m. 220) to the tonic (m. 252) completes the scheme and allows for the 
conclusion of the work. From m. 210 to the Coda (mm. 253-262), the discourse mirrors the First Part, 
hence the deserving designation of Repeat albeit transposed back to the Tonic key. It also articulates the 
descent from the fifth melodic degree A to D, the tonic that signals the end of the movement.

The graph shows how the fifth degree A reigns on the top voice and provides the anchoring around 
which other degrees gravitate until the final descent to D which brings the work to a close. A, the fifth 
degree of D, is less active during the intermediary section (mm. 106-179). Nevertheless, its force of 
attraction cannot be ignored nor its role as a tone of reference. The Coda (mm. 253-262) confirms not 
only the supremacy of D Major but also makes one last reference to the main triadic contour (mm. 
207-208) articulated on the lower register of the instrument. 

According to Zbiskowski (2002, p. 130), Schenker’s theories offer “a broad account of musical syntax 
by explaining how musical materials relate to one another in conformance with the rules of counterpoint 
and harmonic progression.” While the graph aimed at providing explanations and meanings pertaining to 
the middle ground, it also provides evidence of structural similarity between this work and hundreds of 
other sonatas composed throughout Europe during the 18th and 19th centuries. The analytical comments 
however, aimed at showing particularities pertaining to this specific work.

 The graph enhances the idea of a composer that, in the manner of his contemporaries, thinks in 
terms of contrapuntal strategies anchored on slow moving albeit closely related harmonic pillars. Each 
period was represented as it journeyed towards a point of rest – a cadence. The periods are long to 
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ensure continuity and variety while the graph reveals a synthetic view of the movement. As discussed 
elsewhere, even though the graph shows the bare bones of structure, it sets long-term goals for the 
performer. From this standpoint, the graph deals with form as a sequence of closely interwoven periods 
with cadences diverging in rank. Cadences to the Dominant and from the Dominant are form defining 
while intermediary cadences provide variety. For instance, G Major as the Subdominant of D was seldom 
heard, certainly not with the status conferred to B, both major and minor. It was a compositional choice 
that distinguishes this movement from any other. It also becomes evident that the composer deploys 
sonorities consistently understood as melodic dissonances around significantly structural cadences. Back 
to Zbicowski, “Schenker’s theory gives an account of form, understood as the various roles that different 
sections of music play within an overall discourse structure.”

Figure 5 – Frontispiece of the English edition of the three piano sonatas Op. 9, “Dedicated to Muzio 
Clementi by J. D. Bomtempo” (London, 1810-1811).

In the first of his three sonatas Op. 9, João Domingos Bomtempo reveals great intimacy with the 
London Pianoforte School’s style and a remarkable mastery of the instrument, alternating virtuoso and 
thematic passages of lyrical expressiveness. His lyricism has peculiar traits, a mixture of Italian vocality and 
Lusitanian sentimentalism, with plenty of chromatic diminutions.

In the virtuosity sections Bomtempo makes use of technical solutions consecrated by the “flamboyant 
style” which made Clementi famous, well to the taste of the emergent London bourgeoisie. We should 
say it consists of a proto-romantic style, since many of the stylistic traits introduced by the London 
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Pianoforte School repertoire would be absorbed by mainland composers during the 19th century.
Common traits are often found in piano music of London and Paris in the early 19th century, as 

described by Ladan Eftekhari (2012) and Bart van Oort (2000, pp. 73-79). The “Idea of Force” (Eftekhari, 
2012, p. 94), related to the events of the French Revolution, is reflected in many works boasting military 
themes and patriotic hymns. “Energetic effects” (ibid, p. 95) can be achieved through a series of resources, 
such as contrasts and shifts in tempo, register, pitch, rhythms and so on. Virtuosity, in all its forms, is also a 
key part of the “new English piano style” (Oort, 2000, p. 83). Legato is a basic touch related to the English 
style, and the cantabile character is often increased by means of octave melodies (ibid, pp. 78-79). The 
use of the forte pedal as long as the harmony doesn’t change is also characteristic of the repertoire of 
the English Pianoforte School, as well as the so called “English drum bass”, a stylistic cliché that consist of 
“repeated bass notes with a simultaneous pedal point one octave lower.” (ibid, 2012, p. 85)

3. The Sonata
The main themes of Sonata Op. 9 no. 1 reveal many of the stylistic characteristics featured also in the 

London Pianoforte School. However, the composer’s individuality is quite remarkable considering the 
lyrical quality of this particular work. Composed for an instrument fitted to “sing” – the English piano – 
his music and his playing conquered the public:

“Mr. Bomtempo’s concert naturally aroused great interest among true music lovers, both for the 
multiplicity and variety of compositions he presented on this occasion, as well as for his talent as 
a delicate and confident composer. The public’s wait was rewarded by the works he presented. His 
inimitable style places him, without a doubt, among the best performers.” (Morning Chronicle of June 6th, 
1811 apud Eftekhari, 2012, pp. 163-164)

As we will see, in this sonata Bomtempo develops the musical discourse  using three basic sequential 
procedures, applied in each of the main tonal regions of the piece (I and V in the exposition; VI in the 
development; I in the recapitulation), which will correspond to three different themes. The reliance on VI 
for the development section is a point of contact with Clementi’s op. 40 no. 3.

We can summarize this procedure as follows: first, Bomtempo presents a theme with well-defined 
expressive characteristics and clear sentence structure. Then, he proceeds by developing thematic 
material placed at the extreme registers of the instrument as he initiates the expected harmonic 
transition. Finally, the increase in energy and harmonic instability leads to an energetic peak,  upon which 
a brilliant, virtuosic writing stands out in the treble register of the piano and leads to the cadential 
conclusion that precedes the next section.

Such a procedure, in addition to being musically effective and conducive to the energetic flow of 
the piece with richness and variety, allowed the newcomer to show the London audience his musical 
competence and aesthetic ideals. The themes reveal the composer’s personal mark, his Italian-Iberian 
lyricism. In addition, the tonality of E b raises the supposition of a nod to the Masonic society that had 
welcomed him in London. As a matter of fact, Bomtempo’s political convictions found solace within 
which the liberal thought that characterizes the Masons.

The contrapuntal richness of op. 9 attests to his capacity as a composer, a fact confirmed with its 
publication by Clementi’s prestigious publishing house. Finally, the virtuosic passages gave faith to his 
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technical resources as a pianist – praised in Paris by the local press – which would open the doors of the 
concert halls, as well as of the wealthy houses for him to exercise the function of piano teacher. In short, 
the sonata Op. 9 no. 1, together with its opus siblings 2 and 3, are a good presentation for someone with 
artistic, educational and political ambitions, like Bomtempo.

Taking into account the political situation of Portugal – desperately trying to avoid a war with 
Napoleon’s France – it is not unreasonable to suppose that the atmosphere of the first movement of 
sonata Op. 9 no. 1 reflects the tensions, the ideals and the local colour of his home country.  Strong 
contrasts suggest the image of a nation punished by civil war and an impending invasion, while in its 
core its identity and its simplicity remain preserved. An aggravating factor was the fact that, at that very 
moment, the Portuguese court was in exile in Brazil, leaving the country in the hands of the invaders. 
Although these are only interpretive assumptions, we believe that they are not at all unreasonable. The 
English drum bass is a call to a hoped-for victory (Figure 6).

Figure 6 – Bomtempo, Grand Sonata op. 9 no. 1, first movement: Exposition, 1st theme (mm. 1-13).
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Figure 7 – Bomtempo, Grand Sonata op. 9 no. 1, first movement: Exposition – Analytical reduction 
of the 1st theme (mm. 1-13)

Figure 8 – Bomtempo, Grand Sonata op. 9 no. 1, first movement:  Virtuosic writing in the transition to 
the 2nd theme (mm. 24-32).
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Contrasting to the previous graph (see Figure 4), the following analysis presents an early stage of a 
middle ground graph (Figure 7). As the case of Clementi’s sonata op. 40 no. 3, the 1st theme Bomtempo’s 
presents the “English drum bass” as the distinguishing pattern for the lower voices. The atmosphere of 
grandeur at the bass (mm. 1-4) contrasts with the expressive and lyrical soprano melody (mm. 4-13), 
at once freer and more prominent hymn-like tune. The interruption of the insistent gesture in the bass 
gives way to a smoother figuration, one that is clearly subordinated to the melody. A chromatic motive 
prolongs the V (mm. 9-10).

The reduction of the theme confirms the 3 as Primary Tone (Kopfton) of the Fundamental Line 
(Urlinie). The V7 finish at m. 19 marks the beginning of the transition.

The transition brings about a sharp rise of the instrumental demands such as the “Energetic effects” 
and the virtuoso style of the Clementi school (Figure 8).

Broken octaves in the bass lead to successive tonicizations of diatonic degrees closely related to the 
main key of E b and culminate in the first virtuosic and brilliant section of the piece (mm. 27 and 33). This 
is the confirmation of the V region, which foreshadows the entry of the 2nd theme or subject.

As seen in the prolongational graph (Figure 9), the transition section articulates the V/V and implements 
the prolongation of the 2 (from m. 27 on). In addition to the increase of harmonic rhythm (mm. 13-27), 
the musical discourse adopts a parallel movement of the voices towards the high register corresponding 
precisely to the section of greatest technical demand (mm. 27-33).

Figure 9 – Bomtempo, Grand Sonata op. 9 no. 1, first movement:  Transition to the 2nd theme: analytical 
reduction (mm. 13-33).

The next passage emphasizes the Lyrical character of the 2nd theme (Figure 10). Written in Lied style, 
it contrasts with the orchestral atmosphere of the 1st theme (Maestoso).
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Figure 10 – Bomtempo, Grand Sonata op. 9 no. 1, first movement: 2nd theme (mm. 33-49).
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The second theme introduces a question and answer design as the octave lines in the right hand are 
followed by the bass response. This passage is also characterized by the crossing of hands, a favorite 
feature frequently found in Clementi’s sonatas. The antecedent phrase (mm. 33-39) and the consequent 
phrase (mm. 41-49) contrast with each other, notably the Staccato military accompaniment of the 
second phrase.

Figure 11 – Bomtempo, Grand Sonata op. 9 no. 1, first movement: 2nd theme: analytical reduction (mm. 
33-49).

In this structural interpretation, the 2nd theme reflects the Fundamental Line [3̂-2̂-1̂] in the region of 
the V (B b).

From m. 49 onwards, Bomtempo emulates a “dueto” in the soprano – as he develops and locally 
tonicizes sequential designs extracted from the chromatic motif of the 2nd theme (Figure 12).

In bars 57 and 58 the parallel relation E bM / E bm is highlighted by a Scarlatti-like figuration that opens 
the way for the virtuosic and final cadence for the section. After confirming the tonicized V in m. 65, 
the composer brings back the English Drum Bass thus punctuating the end of the exposition with the 
solemn atmosphere with which the piece begins (Figure 13).
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Figure12 – Bomtempo, Grand Sonata op. 9 no. 1, first movement: Exposition (mm. 48-58).

Figure13 – Bomtempo, Grand Sonata op. 9 no. 1, first movement: End of the Exposition section (mm. 
49-65).
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The Development section begins with an unexpected shift to the harmonic region of Cm, the VI of 
the main key (Figure 14). This tonicization promotes a variation based on the 2nd subject. This variation, 
however, distinguishes itself from the previous themes. The accompaniment resembles that of a “lied” 
and its expressiveness and lyricism are more evident. It ends with the tonicization of the relative major, 
that is a remembrance of the main key (E b, mm. 74-82); the cantabile character is highlighted by the 
melody in octaves.

Figure 14 – Bomtempo, Grand Sonata op. 9 no. 1, first movement: Development section: variation of 
2nd theme (mm. 74-82).

The question and answer exchange between bass and treble brought up by the 2nd theme is resumed, 
and enhanced by the space created between the voices. This figuration persists until m. 88, when the left 
hand initiates a new design in the region of B bm, VII of Cm (Vm of E b). The level of energy is increased 
as the left and right hand switch roles and the melodic design ascends to the treble. At this point (as it 
happened in the central region of the development of Clementi’s sonata Op. 40 no. 3), a sequence of 
short imitative segments coupled with registral displacement precede the culmination that coincides 
with the arrival in the IV, A b, in fortissimo.

A virtuosic cadence leads back to the VI, Cm, providing a harmonic closure for the development. 
Once again, Bomtempo, uses the English Drum Bass between mm. 119 and 123 to conclude the section. 
A retransition leads to the harmonic region of E b (I), starting the recapitulation in m. 136.
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Figure15 – Bomtempo, Grand Sonata op. 9 no. 1, first movement: Development (mm. 74-135), middle 
ground synopsis.

The main harmonic regions of the Development section, VI (Cm), Vb3 (B bm), IV (A b) and V (B b) are 
presented in the middle ground synopsis (Figure 15).

Once the composer establishes the return of the main key, E b Major, as the carrier of the first theme, 
the recapitulation essentially assures that the 2nd theme also gravitates around the tonic region. The most 
remarkable event at the recapitulation occurs between mm. 178-186. Its structural function stands as a 
local prolongation of the cadential V7 preceding the Coda.  The brilliant writing that differentiates each 
one of the harmonic regions undergoes a transformation and acquires an ethereal quality reinforced by 
the pianissimo intensified by the highest register of the fortepiano. This coloristic preference anticipates 
the pianistic solutions that made famous the great virtuosos of the second half of the 19th century. The 
movement ends with the last occurrence of the English Drum Bass. The diminuendo, vanishes into 
silence and immobility, a battlefield after the strife.

Figure 16 – Bomtempo, Grand Sonata op. 9 no. 1, first movement: Recapitulation and Coda (mm. 
136-217).

The Recapitulation and the Coda are synthetically presented in the graph (Figure 16) featuring the 
fundamental structure and the final descent towards the confirmation of the Tonic at the end of the 
first movement.
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As a closure, we offer the complete analytical reduction (middle ground level) of the movement 
(Figure 17).

Figure 17 – Bomtempo, Grand Sonata op. 9 no. 1, first movement: complete Prolongational Graph. 
(mm. 1-217).

4. Conclusion

By dedicating his Sonata op. 9 in E b Major to Clementi, Bomtempo provides a significant first clue. 
Throughout the movement the Portuguese composer makes sure the dialogue with his mentor is 
kept alive and effortless. His appropriation of Clementi’s trade-mark figurations is both revealing and 
seamless. The work initiates with the shared English drum figuration and proceeds with all sorts of 
passages employing octaves, be they broken, straight forward ascending and descending, or integrated 
into syncopated figurations. Moreover, the very opening right hand echoes the opening of Clementi’s op. 
40 n° 3 with its arrangement of choral-like long values succeeded by short connecting tones. Throughout 
the movement, Bomtempo adopts the Italianate effects so dear to Clementi, namely, the succession of 
clearly written-out ornamented passages and diminutions. Rare is the passage containing ornaments 
in abbreviated form. On the contrary, all the filigree is meticulously notated as to leave no doubt 
that dexterity and nimble fingers are required to bring out the dazzling variety of pianistic passages. 
Bomtempo also pays his respects by bringing out passages not only with crossed hands but also imitative 
in character at mid-section of his Sonata further approximating his op. 9 to Clementi’s works if not to op. 
40 n°3 specifically. His judicious use of chromaticism and his reliance on the VI degree also point in this 
direction. However, these are analytical interpretations, not documental proof.  What we hope to clarify 
is that Bomtempo could have assimilated some of Clementi’s traits and procedures just as the latter 
had done in relation to Beethoven. Or the other way around as Ringer boldly states (A. Ringer, Clementi 
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and the Eroica, p. 457). Nevertheless, those affinities are not exclusive of the aforementioned sonatas 
and their composers. Similar patterns also can be found, for example, in Beethoven’s sonata op. 7 in E b 
Major (published in 1797) sustained by the English Drum Bass in the opening measures. In the absence 
of composition treatises, composers studied scores and made sure to absorb the best ideas around.

Our analytical interpretation of Domingos Bomtempo’s Sonata Op. 9 no. 1 also reveals some 
compositional procedures related to the nascent Romantic movement in addition to his solid handling 
of sonata form including the reliance on contrapuntal elaborations. His use of both, the parallel and the 
relative minor mode as well as his presentation of the main theme on the Subdominant key attest to 
his forward way of thinking. Let’s remember that no treatise has yet been written on the subject, so 
he is free to explore his possibilities as he sees fit.   In this sense, we propose to define this work as 
“transitional” between Classicism and Romanticism. Transitional, however, is not necessarily a demeaning 
assessment by any means: contemporary of Bomtempo, the highly praised music of Beethoven is also 
located between two stylistic poles. Through his musical and pedagogical works, Bomtempo aimed to 
achieve a significant measure of musical novelty and allow his name to stand amongst the notables of 
this time and country. The scope of his action was limited by a series of contingencies, but his works 
and his ideals still live and constitute a perennial source for those who realize how powerful and 
transforming art is.

References
Aziz, Andrew. I. 2015. The Evolution of Chopin’s Sonata Forms: Excavating the Second Theme Group. 

MTO, v. 21, n. 4.

Bomtempo, João Domingos. 1980. Portugaliae Musica XXXV: João Domingos Bomtempo. Obras para 
piano. Edição fac-similada. Coligido por Filipe de Sousa. Lisboa: Fundação Calouste Gulbenkian.

Bomtempo, João Domingos. S/ data. Elementos de Música e Methodo de Pianoforte. Manuscrito.

Eftekhari, Ladan Taghian. 2012. Bomtempo, um compositeur au sein de la mouvance romantique. Paris: 
L’Harmattan.

Espírito Santo, João Ferreira. 2003. Elementos de Música e Méthodo de Tocar Pianoforte de João 
Domingos Bomtempo: fontes e datação. Revista Portuguesa de Musicologia, v. 13, pp. 53-91.

Ferreira, Manuel Pedro.  1994-95. Da Música na História de Portugal. Revista Portuguesa de Musicologia, 
v. 4, n. 5, pp. 167-216.

Fux, Johann Joseph. 1971. Gradus ad Parnassum. Translated and with an introduction by Alfred Mann. 
New York: Norton & Company.

Gastal Mayer, Germano.  2017. A translation of João Domingos Bomtempo’s Piano Method: a Portuguese 
contribution to piano pedagogy. D. M. A. Essay. Iowa: University of Iwoa.

Gerling, Cristina; Barros, Guilherme. 2020. Glossário de Termos Schenkerianos. Salvador: Editora da 
TeMA. 



Série Congressos da TeMA Vol. IV - Teoria Musical no Brasil: Diálogos Intercontinentais (2021)

Cristina Gerling and Guilherme Sauerbronn – Clementi, Bomtempo, and the Classical Sonata

73

Mangsen, Sandra; Irving, John; Rink, John; Griffiths, Paul. Sonata.  Printed from Grove Music Online. 
Available at https://doi.org/10.1093/gmo/9781561592630.article.26191. Accessed in April 2020. 

Newman, William. 1972. The Sonata in the Classic Era. New York: Norton, 2nd ed.

Oort, Bart van. 2000. Haydn and the English Classical Piano Style. Early Music, v. 28, n. 1, pp. 73-89.

Plantinga, Leon. 2020. Clementi, Muzio. Printed from Grove Music Online. Available at https://doi.
org/10.1093/gmo/9781561592630.article.40033. Accessed in April, 2020.

Plantinga, Leon. 1972. Clementi, Virtuosity, and the “German Manner”. Journal of the American 
Musicological Society, v. 25, n. 3 (Autumn), pp. 303-330. Available at https://www.jstor.org/
stable/830934. Accessed in January 2020.

Ringer, Alexander.1970. Beethoven and the London Pianoforte School. The Musical Quarterly, v. 56, n. 4, 
Special Issue Celebrating the Bicentennial ofthe Birth of Beethoven, pp. 742-758. 

Ringer, Alexander. 1961. Clementi and the Eroica. The Musical Quarterly, v. 47, pp. 454–468.

Saint-Foix, Georges; Baker, Theodore. 1932. Haydn and Clementi. The Musical Quarterly, v. 18, n. 2. 
Oxford University, pp. 252-259. 

Saint-Foix, Georges.  1931. Clementi, forerunner of Beethoven. The Musical Quarterly, v. 17, n. 1, pp. 
84–92.

Santos, António Ferreira. 1992. Domingos Bomtempo – nótulas sobre um eminente músico português. 
Porto: Fundação Eng. António de Almeida.

Schumann, Robert. 1988. Schumann on Music – A Selection from the Writings. Translated and edited by 
Henry Pleasants. New York: Dover.

Williams, Peter. 2020. Thoroughbass. Revised by David Ledbetter. Printed from Grove Music Online. 
Available at https://doi.org/10.1093/gmo/9781561592630.article.27896. Accessed in April 2020.

Zbikowski, Lawrence. 2002. Conceptualizing Music: Cognitive Structure, Theory, and Analysis. Oxford: 
Oxford University.




