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Study on Beethoven’s Violin Sonatas
——from the Perspective of Two Instrument Ensembles——

Tomoko Miyazaki

Abstract

This thesis examines the ensemble of piano and violin in the first movements of ten violin sonatas
by Ludwig van Beethoven (1770—-1827). It attempts to categorize the type of three-part combination
by two instruments and check how they are used in the sonata-form movements, and what effect is
produced by combinations and changes of ensemble-types, which would offer helpful information
for performances.

Chapter 1 categorizes the ensemble-types found in the first movements of Beethoven’s violin
sonatas into nine categories and examines where and how they appear. The most frequently found
ensemble-types are the followings: “(3) Two elements of main melody and chord,” “(5) Three
elements of main melody, secondary melody, and chord,” and “(7) Response,” which all are very
common in music pieces in the Classical period. “(1) Single voice melody” and “(9) Aggregates of
sound” appear the least frequently. “(9) Aggregates of sound,” only used in No.10, is a rare texture
not really found in Beethoven’s other works. To sum up, in Beethoven's violin sonatas,
ensemble-types common in the Classical period are used with special ones like (9) found in No. 10
which was written 10 years later than No.9, indicating that the kinds of ensembles used partially
changed in the course of time.

In Chapter 2, I examined the distribution of the nine ensemble-types in each part of sonata form:
exposition, development, recapitulation, and coda; the first and the second themes. I found three
distribution patterns of ensemble-types: “(A) Monopolar concentration,” “(B) Balanced
distribution,” and “(C) Bipolar distribution.” (B) is found always somewhere in exposition,
development, recapitulation, or coda in the sonatas No.l to No.3, which were written in 1797 and
1798, whereas (A) is found more frequently in the sonata No.4 and later ones, which were written
from 1800 onwards. That means, distribution pattern of ensemble-types changed between 1797/98
and 1800, the last years of Beethoven’s early period, although we find a bigger gap of the date of
composition between No0.9(1802-03) and No.10(1812). Concerning the distribution patterns of
ensemble-types in the first and second themes in exposition and recapitulation, I could confirm
another chronological change: In No.7(1802) and the later sonatas, all the first themes have
“(C)Bipolar distribution” pattern, and all the second themes “(A) Monopolar concentration” pattern.

Chapter 3 covers the cases which I was unable to classify into the nine aforementioned

ensemble-types in Chapter 1. I examined both their context and the effects they produce. I observed



two kinds of such “exceptional” phrases: {1} one in which the ensemble-type changes in each
measure, and {2} one in which multiple ensemble-types reside together. {1} is found at the end of a
phrase with the effect of acceleration or motivation. As for {2}, in all the cases one finds “(7)
Response” and another ensemble-type co-existing to emphasize the thematic materials. The
examples that I discuss in Chapter 3 are rather minor parts of the sonatas, but they are important
because the impression for listeners may change according to how they are treated by players.

In conclusion, by re-examining Beethoven’s violin sonatas from the perspective of three-part
ensemble by two instruments, it is sure that performers can understand how he treated three parts
and connected ensemble-styles to each functional section of sonata structure. In such a way it
enables them to understand the sonatas more deeply, find structural dynamics, and make more

sophisticated performances based upon the analytical consideration.



