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Preface

The music of Haydn, Mozart, and Beethoven and their contempo-
raries has a familiar and friendly ring. It speaks to us clearly and direct-
ly. We are moved by the powerful eloquence of its masterpieces, and we
delight in the trimness and fluency of its minor works.

Much has been written about this music and its makers. Library
shelves are crowded with histories, biographies, surveys, bibliographies,
and genre studies. Yet something eludes us among this extensive litera-
ture; that is, a full-scale explication of the stylistic premises of classic
music, a guide to the principles according to which this music was com-
posed.

This book undertakes to define these principles. It offers a set of cri-
teria, drawn from musical analysis and theoretical treatises of the late
18th century, that can serve as guidelines for the investigation of classic
music.

The music central to this study, circa 1770-1800, is vast in quantity.
The Breitkopf Thematic Catalogue, 1762-1787, lists thematic incipits of
close to 10,000 compositions; thousands of 18th-century composers are
listed in the RISM catalogue. Scanning the thematic catalogues of
Haydn, Mozart, Beethoven, Gluck, the Bach sons, Boccherini, and Viotti
will give some idea of the magnitude of production by a single composer.

The problems of recovery, authentication, and editing this enormous
Tepertory are overwhelming. But its very size becomes an advantage for
style analysis. Since most of this music had to be composed quickly, for
immediate use, composers relied on familiar and universally accepted
formulas for its organization and handling of detail. Wherever we sam-
ple this music, we find it runs true to type.

This consistency bespeaks a language understood throughout Europe
and parts of the New World. Moreover, to speak of 18th-century music
as a language is not simply to use a figure of speech. Structural parallels
between music and oratory follow a clear path through music theory of
the 17th and 18th centuries. Just as there were rules for organizing an
oratorical discourse, so were there explicit prescriptions for building a
musical progression. Both language and music had their vocabulary,
syntax, and arrangement of formal structures, subsumed under the title
Rhetoric. The skilled composer, the well-trained performer, the percep-
tive listener had command of musical rhetoric, much as a literate person
today deals with the grammar of language. The expertise of the com-
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Preface xv

poser was shown in his ability to manipulate his ideas flexibly and
felicitously within the rhetorical system.

The exposition of 18th-century musical rhetoric is found in theoretical
and critical treatises. These are compendia of the practice of the time,
instructive for the student and amateur of that age; for us, they point to
what was current then, illuminating our present view of the music. Coor-
dinated with analysis of the music itself, the data gleaned from these
writings make it possible to determine the basic criteria of expression,
rhetoric, structure, performance, and style that govern classic music.

The term classic is used in this book principally for purposes of chro-
nology, although it has a number of meanings. Any perfected style in art
can be called classic in the harmonious relationship of its elements and
the refinement of its techniques. Clarity, balance, focus, universality in
its own time and thereafter, great works that stand as “classics”: these
meanings can be applied to the music of the last quarter of the 18th cen-
tury. But, as we shall see, other meanings of classic —objectivity, austeri-
ty, noble simplicity, purity of style, lack of disturbing irregularities or
mixtures—do not apply. If we were to rename this period according to
late 18th-century views, it would be called the galant style, possibly qual-
ified as late Franco-Italian galant. For 18th-century musicians, the term
galant was applied to all music not directly associated with the strict
church style or imitating it. For them, galant had a much broader mean-
ing than our image of mid-18th-century music characterized by extensive
local and superficial elaboration. Of all terms used to designate this peri-
od, Viennese classic is most limiting because it shortens our perspective.
While Vienna became very important quite late in the century and re-
mained so in the early 19th century, there is hardly a mention of Vienna
throughout 18th-century comments on style. The music there drew upon
elements of Italian, French, and German styles, and Vienna's most im-
portant role was to provide a locale for a magnificent synthesis of styles in
the mature works of Haydn, Mozart, and Beethoven. We can best savor
the subtleties and the brilliance of this synthesis by seeing how it came
about through the fusion of elements drawn from common 18th-century
musical practice. This calls for a perspective that includes the entire
range of expression, form, and style in 18th-century music.

Many features of the classic style originated in the early 18th century
and formed a stream of continuity that maintained its flow long after the
classic era had become history. Just as these features were already present
in the early part of the century, so were elements of the older style, the
baroque, very much alive in classic music. The division between the two
styles has been considered marked and decisive, but it tends to be over-
stressed. The change in stylistic emphasis was due to an overlap of two
streams of stylistic continuity rather than a sharp change of direction.
Baroque and classic music were based upon the same criteria, a common
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set of premises, despite their obvious differences; they used one language,
and their differences represented sublanguages of a universal 18th-cen-
tury musical speech.

This book allows the student to approach the music and musical pre-
cepts of the 18th century in much the same way a listener of that time
would have done. The first attraction to the music would be to its melod-
ic materials, the topics of the musical discourse, its vocabulary. They are
examined in detail in Part I, “Expression.” Each of the following sections
probes deeper into the core of the music: its syntax is examined in Part
I1, “Rhetoric”; its formal structure in Part III, “Form”; and its overall
style in Part 1V, “Stylistic Perspectives.” The rhetorical principles dis-
cussed here have been used by the author in his teaching of music liter-
ature and theory at Stanford University. The volume is addressed to
students, performers, and listeners, whose appreciation of the scope of
classic music can be increased by insights into how it was put together.
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I Expression

xpression was an ever-present concern in 18th-century musical thought

and practice. In its most general sense, expression referred to ways in

which the listener’s feelings could be stirred. The term covered a wide
range of concepts and procedures, from frank pictorialism to subtle evocation of
mood. Critical and theoretical writings of the 18th century contain much mate-
rial on musical expression. Some comments are subjective, as those of Rousseau,
1768;* others, as Kirnberger’s, 1771-1779,2 aim for objective pinpointing of ex-
pressive content. This latter approach bespeaks the rationalism of the time; it
reflects the encyclopedic view that endeavored to bring all observable phenom-
ena into a hierarchical order, thus making them understandable and manage-
able. Apart from individual interpretations, 18th-century preoccupation with
expression indicates the strong presence projected by this aspect of the musical
art. Expression, however defined or regarded, was an essential quality; without
it no piece was fit to be heard.

Composers’ own comments tell of their concern with expression; even more
important is the weight of evidence in their music as it ranges from pictorial im-
agery to metaphor and affective states. Therefore, the first two chapters deal
specifically with ideas of expression and how they were embodied by various mu-
sical procedures in the 18th century. Chapter 1 examines general ideas of expres-
sion in 18th-century music and their significance for musical communication.
Chapter 2 surveys materials which composers, performers, and listeners at that
time associated with various moods, attitudes, and images; these constituted the
topics upon which a persuasive musical discourse could be built.

NOTES

1. Rousseau, Dictionnaire, article on “Expression”, pp. 207-213.
2. Kirnberger, Kunst, on intervals, Part 1I, pp. 103-104; on meters, Part II, pp.
118-136.






1 Ideas of Expression

These concertos are a happy medium between what is too easy and too diffi-
cult; they are very brilliant, pleasing to the ear, and natural, without being
too vapid. There are passages here and there from which connoisseurs alone
can derive satisfaction; but these passages are written in such a way that the
less learned cannot fail to be pleased, though not knowing why.!

With these words, from a letter to his father, Mozart characterized the piano
concertos in F major, K. 413, A major, K. 414, and C major, K. 415, that he
wrote in 1782 and 1783 for performance in Vienna. Thanks to the musical lan-
guage of the tiiaes —clear, simple, flexible, spoken everywhere in Europe —Mo-
zart could reach everyone in his audience, connoisseur and amateur.

But the message involved more than the music itself. All artistic expression,
including music, was dedicated to sterring the feelings; this was a constant theme
in critical writings. Dies, 1810, an early biographer of Haydn, says that the mas-
ter’s ultimate aim was to “touch the heart in various ways.”? Heinrich Christoph
Koch, whose Lextkon, 1802, is the most complete and authoritative source of
musical information of its time, says “the principal object of music is to stir the
feelings.”® Daniel Gottlob Tiirk, in his Klavierschule, 1789, the most important
treatise on late 18th-century performance practice, says that “the expression of
the ruling sentiment” is “the highest goal of music.”*

The address to the feelings could take many forms. Feelings could be stirred in
a general way by a sensitive or fiery performance. Jean-Jacques Rousseau, a
champion of Italian music, was strongly drawn to frank and open sentiment and
to its bold expression. He says in his Dictionnaire, 1768:

It amounts to little simply to read the notes exactly; it is necessary to enter
into all the ideas of the composer, to feel and render the fire of his expres-
sion. . . .

Koch, 1802, refers to nuances of performance that bring the expressive qualities
of the music to life:

Every sentiment is distinguished by its characteristic modifications of tones,
and this distinction is what gives meaning and life to a series of tones in per-
formance, and without which it is nothing but an insignificant bustle of
tones.®

More specifically, feelings were suggested or symbolized by musical figures
linked to poetry or pantomime. Music took its cues from the vocal music of
church and theater, which had distinct advantages over instrumental chamber
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