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Music in the Classical Era
Robert D. Pearsgtuniversity of Texast Arlington

Introduction: What Is Classical about Classical Music?

Listeners praisthe music of the Classical Efer its ease of listening, elegance, and

versatility. Whether listening attentively or in the background, whether an experienced

musician or a novice, whether listening for the first time or the hundraaitiiences have

loved ClassicalEramusicsince tle eighteenth centutyecause athe fresh impression it

leaves upon thear. Music historians typically view this period as lasting from the death

of Johann Sebastian Bach (1750) through the
(roughly 1803). To insisipon these precise delineations is unproductive, however,

because they are largely symbolic dates, not practical'dnissprobably more

productive to consider the Classical Era as
gradual but increasing influenoponwestern European musical cultures during the

eighteenth century.

The Enlightenment had a profound effect upon musical style, concert culture,
compositional practices, and political values in the Clas&icaimusical world. Calls for
broader accegs knowledge and political agency during the Enlightenment that
eventually led to the political revolutions of the second half of the eighteenth century also
brought along broader access to goods, including music, that had previously been
inaccessible tolbbut the cultural elite. Enlightenment values required a musical

language that was meaningful to a broader audience than the elite classes of society.
Court, church, and theater, once the primary venues in which a listener of the Baroque era
would encouter music, thus gave way to institutions such as the public concert.

Although elite patronage of music remained an important force well into the nineteenth
century the middle clasgradually becamaot only a viable audience, bilie dominant
consumer ofmusic by the end of the eighteenth century.

Wol fgang Amadeus Mo aabarated igonfthés hdtian of catekirggtop o | d
public taste in a famous letter to his son:

Let it be something short, easy and popular. Do you imagine that you would be
doing work unworthy of you? If so, you are very much mistaken. Did [J. C.]
Bach, when he was in London, ever publish anything but similar trifles? What is
slight can still be grat, if it is written in a natural, flowing and easy séyland at

the same time bears the marks of sound composition. Such works are more
difficult to compose than all those harmonic progressions, which the majority of

lJames Webster provides a thoughtful discussion on th
Eighteenth CenturyasaMuditi st or i c Eighteéhth Centurgl IUSIt, no. 1 (2004): 4760.

2 For a concise entrievel overview of late eighteenth century concert institutions, see Thomas B. Milligan,

in AMusi cal Life in LondoThheée nCarhcee rLtad ea rEd glhd receonrt hs ChMu
in the Late 18 Century Studies in Musicolgy no. 69 (Ann Arbor, MIl: UMI Research Press, 1983).
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people cannot fathom, or pieces whitdve pleasing melodies, but which are
difficult to perform. Did Bach lower himself by such work? Not at all. Good
composition, sound constructiahfilod these distinguish the master from the
bungle® even in trifles’

Amadeus must h a vpeintto hdarg pecahse Bis niusical werks dvere

some of the most popular of the time, and yet the most serious musicians and scholars
admire what Leopold calls their fisound const
however, what is most revealing this letter is that catering to popular taste is a virtue,

and not a fault. Such a letter could not have been written in the Baroque Era for the

simple fact that popularity in the sense of
existonthescalef Mozartdés ti me.

Thelarge and diverse audienttet attended public concedemandednusical works

that could meet varied tastes and experience ledalshe wholehis reversed the

situation of the Baroque Era, in which composers and performersaabethe

idiosyncratic tastes afpecificpatrons, particularly in the realm of secular music. Instead,
a new musicastyle met this need. Stylistic features of this new style draw upon
techniques of rhetoric such as symmetry, repetition, periodic pprdsegquent and

regular cadences, and predictable lesgale formal structure$his collection ofstylistic
featuresonce known as thgalantstyle,have come to be known as the Classical Style
and are most commonly exemplified by the work of only tlseraposers: Haydn,

Mozart and Beethoven.

Writers and musicians have talked about Haydn, Mozart, and Beethoven as a unit since

the nineteenth centugnd frequently continue to do so tod&g the stylistic diversity of

the second half of thmid-eighteent centuryquickly faded from memay, the famous

fabulist E. T. A. Hoffmannwriting in 1813, praised Haydn, Mozart, and Beethoven as

the first truly romantic composerSThe instrumental compositions of these three masters

breathe a similar romantic spiditthis is due to their similar intimate understanding of the

specific nature of the art; in the character of their compositions theoaéthelesa

marked difference®dlhis notion that Haydn, Mozart, and especially Beethoven had

paved the way foraneWRomant i co0 era means that the Roma
histories of music with these composers as the main protagonists. Trends in nineteenth

century concert programming reinforce this narrative; beginning in the 1810s and through

the late twentieth centy, Haydrdo ,sMozarb,s and Beet hovskerniile composit
very center of the London concert repertéire.

3 Leopold Mozart to Wolfgang Amadeus Mozart, 13 August 1778him Letters of Mozart and his Family

3ded, eds. Stanley Sadie and Fiona Snilashdon: Palgrave Macmillan, 1985), 5%00. The first

edtion was edited by Emily Anderson and publishedin1938.1 f i |l o, 6 t hat 1is, seamles:
“E. T.A. Hoffmann, fBeeth&vtendaskobnSbuuvmenRahdMaogiscj a iV
reviseded, edited by Leo TreitlefNew York: W. W. Noton & Co., 1998) 1194.

5 William Weber discusses the emergence and evolution of the notion of classical misicRise of

Musical Classics in Eighteeniientury EnglandOxford and New York: Clarendon Press, 1992). See also

his fAiThe History oRethibkimgMubloeds.iNichelas CGok and MarkdEvsti n

(Oxford and New York: Oxford University Press, 2001).
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The prevailing understanding of Classi&ah music is the result of inherited history,

more than the meticulous study of facts on the ground. This perspective comes with both
benefits and cost©n one handanarrow viewof late-eighteentkhcentury musidistory
enablesis to conceive of aotion of the Classical Era as a style period, which has proven
to be an enormously useful tool for analyzing the musical language and influence of these
three composersindeed, Haydn, Mozart, and Beethoven share enough personal,

musical, angbhilosophicalconnections to justify generalizing their vast musmavres

into a singleperiod. On the other hanfixating on musical works of Haydn, Mozart, and
Beethoven at thexpense of other composers and musical styles obscures the full
spectrum of possibilities available to eighteecgéimtury music lovers.

Furthermore, the Romantic views that nurtuaezllt of Haydn, Mozart, and Beethoven

were not necessarily benign intaige, and therefore it is important to take every

opportunity to acknowledge the problematic values that brought about this particular way

of telling the history of music. Although times have changed a great deal since the

eighteenth century, much discoeiren music of all eras is still rooted in nineteenth

century ways of thinking about music. As Jan
of the covert value judgments in musicological writings are legacies of nineteenth

century thought, passed alongaitkind of underground whose pathways have been

utilized freely in what seemstobeaquasit omat i ¢ and fUhequesti oned
conventional narrative of music history in the Classical Era is rooted in these nineteenth

century values. To provide justen brief examples, it is a narrative that has focused

upon musical works as abstractions instead of musical sounds as lived experiences; upon
composing instead of performing or listening; upon German composers at the expense of
composers from other landad upon male historical protagonists instead of female

ones. Joseph E. Jones discusses some of these values (for ematiguialism,

exoticism, and canon formation) iCentulyi s artic
Mu s i c 0 -R @nline klsic Athology Longunchallenged biases brought about by

ideological systems are indeed difficult to shake, even once the biases themselves are

exposed and challeng@d@he whole Classical Era still needs the most basic work of

editions and performances of werky composers whose pieces have fallen into the

shadow of Haydn, Mozart, and Beethov®mly recently have scholars begun to expand

knowledge of the Classical Era by bringing to light composers and musicalteaties

5 See especially Charles Ros&hg Classical Stg: Haydn, Mozart, and Beethovespandeded. (New

York and London: W. W. Norton & Co., 1998) and Roseonata Formgreviseded. (New York and

London: W. W. Norton & Co., 1988).

"Janet E. Levy, #fCovert and Cas udobrnaMaMusismlegpino. Recent W
1 (Winter1987): 327.

8 There is an extensive musicological literature that deals with covert values in music historiography. To
become acquainted, | recommend browsing the foligiNicholas Cook and Mark Everist, eds.,

Rethinking Music(Oxford and New York: Oxford University Press,98); Katherine Bergeron and Rpi

V. Bohlman, edsDisciplining Music: Musicology and its CanofShicago: Universityof ChicagoPress,
1992); Andr ew Beydnd Sirdctural distengt Postmatiern Modes of HeariBerkeley

and Los Angeles: University of California Press, 2004).
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went by the wayside dsstorians ananusiciansgncreasingly obsessed oudaydn,
Mozart, and Beethoven

Main Features of the Classical Era

At the beginning of the eighteenth century, a diversity of musical diglssd on nation,
setting, class, and purpose proliferated throughasternEurope. This diversity largely
reflected the idiosyncratic taste of the small number of wealthy patrons who had the
financial resources to cultivate their own private musical institutions. By the end of the
century, however, stylistic homogeneity suppldrtta@s rich diversity as thgalantstyle
was best able to meet the needs of the | ate
diverse audiences who exerted influence over musical style through their ability to
purchase and perform it. As the change irsical style was highly intertwined with

political and economic societal changes, the gradual emergence and dominance of the
galantstyle by the 1760s was highly politicized, and therefore any discussion of the
emergence of thgalantstyle requires both discussion of the music as well as its

political context. The remainder of this essay will address the full spectrum of these
issues through a discussion of the following main features of the Classical Era:

(1) Musical Style as Political Stance

(2) New Attitudestoward Opera

(3) The Galant Style

(4) Bold Changes in Character

(5) Expression as the Chief Purpose of Music
(6) Form in the Classical Period

Musical Style as Political Stance

At the broadest levehational origin distinguished musical stgethe outset of the

Classi@al Erg andFrench and Italian stylegserethe most widely recognized and

emulated. The differences between the French and Italian styles were increasingly

politicized throughout the first half of the eighteenth century, and this politicization
eventuallyculminated in a press war that the philosopleanJacque Rousseau set in

mot i on laektdrdn FlericsMusic f ol | owi ng a performance o
Pergol esi 6s wil dl y Lpsempapadrana Rdugseal championedht er me z z
the Italian style of operanddisparagedhis native French one. His controversial view

was as much a critique of musical styletagasa cr i ti que of Franceds a
system, of which the official gk opera was the mouthpiece. Rousseau ends hisngrat

|l etter with the claim that fAthere i s neither
language is not susceptible to them; that French song is but a continual barking,

unbearable to any ear not prepared for it; that its harmony is crude, explessiand

uniquely feels its Schoolboy padding; that French arias are not at all arias; that the French
recitative is not at all recitative. From which | conclude that the French do not at all have

a Music and cannot have any; or that if ever they hayeiawill be so much the worse
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f or £ Theletter provoked a deluge of responses in the public press known as the

Querelle destwffons( War of the Buffoons). The public n
and its resulting conversation in the prpasedthe way for future polic discussiongn

which music served as a pretext éhertopics.

As the newgalantstyle came into existence beginning in the 1730s and developed

through the 1740s, it too served as a pretext for cultural debates that wersubmthl

and political in nature. Already the politicization of tj@antstyle is evident in 1737

when Johann Adolph Scheibe (1808776), after being turned down for a position as

organi st at Bachoés St. Thomas cbwhmaoslt, attack
journalDer Critische Musicusnthe basis of his musical styl@fhis great man would

be the admiration of whole nations if he had a more pleasing quality, and if he did not

remove naturalness from his pieces by an unclear and incomprehemaitler, and

obscure their beauty by dtho-great art ‘8Howeveronedecidst o vi ew Schei beds
motives, his languaggeuggests that those whdvocatd the newgalantstyle viewed its

virtues in opposition to what was already becoming known astit@ntico(old style)

Schei bebs complaint that ®dBianclkadbad musi ¢ i s unn
incomprehensible s t y | e hissvipvethaknsusidaughtto be able ta&aommunicate

with its audience clearly and simply, a view associated witlgatentstyle that | will

discuss in more detail later in this article.

In England, debates between gaantstyleand thestile anticooften embodiedensions

regarding largeeconomic changesuch ashe increasing upward mobilif themiddle

class and thecorresponding decline of influence and power of the aristocratic class.

Although thestile anticogradually fell out of favor in the rest of Europe by the 176s,

popularity of the oratorios dbeorge Fderic Handelkeptthe style very much in public

view well into the nineteenth century. Aristocratic patrons publicly lamented what they

considered the decline of musimeanwhile they sponsored and funded festivals of

Aancient o musi c. For example, the Second Ear

| h a v epadsienatelyéfond of music while music was really good, and having
lived in what | consider as o its most flourishing period§o great a change

has taken place within a few years, that | can no longer receive from it any
pleasure approaching that whil used to experiencéhe remembrance of the

past is therefore infinitely more agreeable than the enjoyment of the present, and |
derive the highest gratification music can yet afford me from hearing again, or
barely recalling to mind what formerly gawee such unqualified delight.

9JeanJacqueRousseau, ALett e reamlacques Roussedu: Mithe Originaf i n

Languages and Writings Related to Mydibe CollectedNritings of Rousseau, vol. 7, trans. and ed. by

John T. Scott (Hanover and London: University Press of New England, 1998), 174.

YScheibebds | etter is qgueStcendeiibne Bleovnetrrioy eJresryo | d\,e wi TDhoec UE
Bach42, no. 1 (2011): 9.

11 Richard EdgcumbeMusical Reminiscences afi Old Amateur, Chiefly Respecting the Italian Opera in

England for Fifty Years from 1773823 (London: W. Clarke, 1827), viii.
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Figure 1. Title page of J. C. Bach, Op. 5, published by Welcker in 1766.
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Others barely carealed their disdain for middidass audiences who flocked to public

concerts that featured music in ty@antstyle and its new sound world, symbolized

above all by the sudden popularity of the fortepiano in mosttaxelb English homes by

the end of the 1770s. The first musical publication in London that specifically mentioned

the possibility of performingormte f or t epi ano was J. C. Bachos
discussed in more detail below. The title page of this publication can be seen in Figure 1.

One anonymous letter to thiniversal Magazinén March 1793ails against the
fortepianob6ss onencdsani(stmtheanwr i terds compl aints

Ano mu s isioadan e producedsby hammenrs. The magazinedbds edif
publish the | etter on the basis that #fAthe ge
to the musicalworld and i s, Il think, in some respect,

fortepianobs mechani sm andersouialcothglaint i t become
underles his musical ones. The writer continues,

.. The more affected the modern singer is, the moraapp he meets with from
the unfeeling multitude; and for these reasons you never meet with a man of fine
taste and genius, at what is called in London the Professional Concert. But all the
fortepianemongers are there, together with the great tribe aelngavho receive
instrumental music, rather as an amusing noise, than as what makes any true
musical impression on the heart. Besides, there are a great many caps and feathers
at such meetings, that are far superior to music of any kind, | fancy heith t
greater part of the company. 12

ZAnonymous, @AA Lett e Bome strictaresfontheeGereral UsshsnFora Piand,n g
and the Moder n MuThe Unadrsal Glagarm@? ¢Martch 1398)s 1989.
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It is interesting to note that the fortepiano and the Professional Concerts came to

symbolize the cultural and economic changes in London during the 1770s. The public

concert itself was one of the few spaces where mesydiehe established aristocratic

classes first encountered Londono-s middl e cl
eighteenthcentury London, where the latest fashion functioned as one of the primary

indicators of middleclass status, music in tigalant style was a luxury commodity. As a

new kind of musical technology that could bring the latest music into the domestic space,

the fortepiano was one of its most powerful symbols.

't will surely be of great c onifiedamiliart o t oday 6
debates about the preferred music of the young and old are hardly new. In fact, the

discussions surrounding the emergence oftiantstyle in the eighteenth century are

merely a symptom of those that take place during any-rgke changa taste. Though

arguments about musical taste may seem on the surface to be as innocent as the claim that

one prefers the taste of a peach to, say, that of an apple, such a dismissive attitude would

be a mistake. For if it is possible to learn anythibgu the highly fraught change in

musical taste between the Baroque and Classical periods, it is that taste might be just a
placeholder or a pretext for more difficult conversations about politics, class, and

identity.

New Attitudes toward Opera

As an arform that tells concrete stories about people and events, opera is possibly the
easiest genre in which to observe the influence of Enlightenment values upon the music.
At the beginning of the eighteenth century, opera was a type of entertainment ligthe el
for the elite, but by the end of the century the audience (and hence the subject matter and
musical language) had changed considerably. As an expensive type of musical
entertainment that the aristocracy sponsored, opera at the beginning of thewastury
subject to rigorous censorship by court officials who ensured that operas portrayed their
sponsors in a positive light. Such was particultrl/case with theragédies lyriques
produced at the court of Louis XIV, where the composer-Bagutiste Lully exercised a
monopoly over the composition of opera in France until his death in 1687. Lengthy
prologues in praise of the Sun King gave way to plotlines that glorified benevdesst ru

In England, Italy, and Germaspeaking lands, opera had a similar political function.
Composers obpera seriadrequently tailored their works to the political circumstances of
their patrons. Such allegories were hardly ambiguous in enforcing stengstructures

that kept the ruling class in power.

The disputes about French and Italian opera that resulted @utrelle des boufforere

worth examining in closer detail. Rousseauos
light of new Enlightenrant attitudes toward existing power structures. In the early 1750s,

direct challenges to the French monarchy would not be toletatecver opera

provided a suitable target for a coded political critique because it could be dismissed as

politically irrelevant if necessary. The opera that kicked offqerelle Giovanni

Batti st alaservagpdrdngis pardicsilarly significant in this regard, for its plot

centers on the servant Serpina who successfully devises a cunning plan to marry her
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masterand becoméhe head of her household. In light of the politically correct operas of

the time,La serva padron@an very easily be read as politically subversive, and its wild

popularity throughoutvestern Europe in the eighteenth century suggestsiplardly
mobilemiddle-class audiencesaw something of themselves in a story abauta who

climbs the social laddeta serva padronrds s ucces smarkeroft her ef or e a
Enlightenment rebelliousness, R us seauds critique oafs French
no less than an allegorical challenge to the French monarchy itself.

The success dfa serva padrong@aved the way for new types of opera to gain influence
and popularityincluding genresow known asopera buffaand reform opera. Italian

opera serigplural, opere serig which had dominated the operatic scene throughout the
eighteenth century in England, Italy, and Gerrmspaaking lands, wase a great extent
understood agepresentative of the aristocratic classes who sponsored@hpara seria
therefore became a target for composers who thought its highbrow allegories and
rigorous musical carentions were in need of reform.

By the end of the eighteenth century, the musical and nartiwesntionf opere

seriahad hardly changed in two gea#ons, thanks to the popularity and influence of its

chief librettistPi et r o Met ast as i-geven llretti fallowedrspeatabls t went y
patterns that listeners could easily anticipate and composers could easily adapt to new

music. Many differentomposers set these same libretti to music hundreds of times over

the course of the century, and bperasedat asi 00s
Metastasio always took the plots of bigera serifrom mythological sources but

frequently alteredhem if they ran the risk of being interpreted as subversive. Like earlier

Baroque models, they frequently began with allegorical prologues that addressed the

audience directly.

The conventions afpere serigertain not only to their plots, but to themusical

structure and performance as well. Arias followed a siaatapo(ABA") format, in

which the B section was in a contrasting character or key, and the second A section was
not written out, but repeated with added embellishments by the singennieatal

sections of music calledtornellos separated each portion of text and these were repeated
during the second A section as well. Entire actspare serieconsisted of a rigid

alternation betweerecitativesections, in which action and dialogwek place on stage,
andarias, in which characters reflected upon the most recent actiordd bapo aria

was perhapeperaseri® s most | asting | egacy. 't not onl
oratorios, and cantatas throughout the eighteenth getuirit also influenced

quintessential Baroque and Classical instrumental genres such as the concerto and sonata.
The continued popularity afpera serilamong the aristocracy throughout the century

ensured its longerm survival; fans and critics alikeewed its arcane conventions as

symbols of the power structures that they sought to uphold or challenge.

The new types of opera that emerged in the second half of the eighteenth century play out
against the backdrop of the existing operatic genres, ieipexpera seria Some
changes on the scene, such as the increased populangrafbuffa occurred
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organically. Others, such as the reform projects of Christoph Willibald Glucki(1714
1787), took place setfonsciously and deliberately. In the prefézéis first secalled
Ar ef or mAlcest &luci described what he considered the problemsaopitha
seria

When | undertook to write the music fAlceste | resolved to divest it entirely of

all those abuses, introduced into it either by the mistaken vanity of singers or by

the too great complaisance of composers, which have so long disfigured Italian

opera and made of the most splendid and most beanftigplectacles the most

ridiculous and wearisome. | have striven to restrict music to its true office of

serving poetry by means of expression and by following the situations of the

story, without interrupting the action or stifling it with a useless sipgriof
ornamentsél did not wish to arrest an act
order to wait for a tiresomdornello, nor to hold him up in the middle of a word

on a vowel favorable to his voice, nor to make display of the agility of his fine

voice in some longlrawn passage, nor to wait while the orchestra gives him time

to recover his breath for a cadenzaé.in s
abuses against which good sense and reason have long cried out'i vain.

There are several reéat complaints to unpack here, but they are all connected by

Gluckbés belief that the operads plot should
musical conventions, whether composed (as imitbmello) or performed (as in the

singer 6s embeGll uckine ntisew t hat poetry ought
tilts the evershaky balance of power between music and poetry toward poetry; the

Romantics, beginning with Beethoven, will return it toward music.

Though Gluck rejected many opera seri@ sonventions, in practice he synthesized

textures and styles from batfagédie en musiquendopera seriao create his reform

operas. Gluckds operas ar eredtdtivesrialardss predi ct
ritornello (from opera serid follow in close succession with French elements of ballet

and chorus according to the requirements of the plot.

The first scene of Act 2 ofifioperaOrfeo ed Euridiceffers an egellent opportunity to

examine this synthesis in action. In this scene, Orpheus has encountered the Furies, the
guardians of the underworld, on his way to retrieve his love Euridice. In a beautiful

lyrical passage orchestrated for harp and two orche€rpbgus uses the power of his

musi c to persuade the Furies to | et him pass
selfevi dent |l y a p Hinthis sceng, different imeGignaterés, tanpi,

textures, and styles follow and return in verycusuccession, mostly in a continuous

fl ow of musi c. Orpheusbés persuasion aria den
element of

13 Leo Treitler, ed.Strunk's Source Readings in Music Histagvised ed. (New York: W. W. Norton &

Co. 1998), 933.

Ypatricia Howard, #fAThe MoG. W.vbhoQluckOrieo éditet byiPatricid| | Oper a, ¢
Howard (Cambridge: Cambridge University Press, 1981), 42.


http://www.armusicanthology.com/anthology/Default.aspx?music_id=455
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Example 1Christoph WillibaldGluck, Orfeo ed EuridiceAct 2, scenel. No. 18,
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Example 1Christoph Willibald GluckOrfeo ed EuridiceAct 2, scenel. No. 18,
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Frenchtragédie en musiqyend aria to spectacular effect. This passage can be seen in

Example 1As Orpheus uses amiosostyle to plead for safe passage, the Furies respond
infoteuni son outbursts (ANo! 0) thatyaswelhvey bot'
as t he F uninded pufposs.iTheigfirseoutburst on a uniseftaErecalk the

Act s opening chords, -flabinandofthddvidedconsi st of
orchestras supplemented with horns. As Orpheus proceeds with his song, the Furies

continue to respond with unison outbursts that on the surface appear resolute. Despite

their continual interjections of fANo, 0 howeve
gradual acquiescence as they are drawn into the-cifdl#ths progression. In m. 32,

after Orpheus calls out to them again, this time instead of responding-iliéth they

anticipate the F major of the following measure by suddenly moving to F. Again,

Orpheus calls out in m. 33 AlLarvaeo (Specter
the foll owing measurebés G minor, &nd then ag
music draws the Furies6é chorus of #@ANo!d into

progression, and Orpheus passes them unscathed.

The Galant Style

Gluckbés belief that opera ought opemseriama mmuni c a
echoes the langga that other writers used to explain the atantstyle. Writing at the

end of the centurythe clavichord teacher and music theorist Daniel Gottlob Turk (1750

1813) summarized the difference betweenstile anticoand thegalantstyle in language

tha resembles Scheibeds sever al decades earli
describe thatile anticoand thestyle galantespectively, and this belies the prevailing

view by 1800 that existing conventions of counterpoint and affect limitedima 6 s abi | i t vy
to communicate effectively \galantktylelrdisest ener s. T
some gener al points that are useful for unde
(2) expression as the chief purpose of music; and (3) foearamunicatiort® Each of

them will be discussed in detail below.

Bold Changes in Character

Thegalantstyle permits unexpected changes sometimes within very short spans. It is
therefore a departure from the bdupomgue fAdoct
single affect holding sway for the duration of each movement in order to convey

emotional coherence. By the 1770s, bold changes in character become such a hallmark of

the Classical style that composers exploit the tension between two dramatically

contrasting ideas to build entire movements in the sonata style (see below). Composers of

the late 1750s and 1760s who were first to take an interest in new possibilities of bold

contrasts, however, appear so taken by the possibilities of contrast tHistcueatly

discovers in their works dramatic changes in character every few measures. Styles such

as theempfindsarer Stil, for example, utilized unexpected changes in character to reflect

what they felt was the capricious nature of
experiments with th&turm und Drangtyle, moreover, can also be interpreted as an

15 Daniel Gottlob TurkSchool of Clavier Playingrans. Raymond H. Haggh (Lincoln: University of
Nebraska Press, 1982), 399.
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indication of hisinteret i n expl oring humanki
states.
A good example of dramatic contrast in an egdlantp i ece i s

14

ndods

Johann

Sonata in D major, Op. 50. 2(1766). The opening two measures consist of three
repeated fully spaced-Bhajor chords in m. 1 followed by three more chords on the
dominant in m. 2. These two measures together consist of an octave descent from D6 that
hesitates briefly on A beferlanding on D5 in m. 3. Already in the third measure, the
music changes radicallg terms of its character and direction. Whereas the first two
measures are equally percussive in all the voices with a repetitive rhythm that the upper
voice highlighs with flamboyant embellishments, beginning in measure three, the upper
voice suddenly departs from the others and begins -ar@asure ascent back to D6.

The dynamics of this sectidnttress h e

sudden

contrast i n

dar ker

Chri s

char ac

openingforte dynamc reinforces its strong, percussive character, and the independence
of the top voice in m. 3 appears lyrically tender because of the sudden drop in volume to
piano. This piece is notable because it is the first to exploit the popularity of the
fortepianoexplicitly by indicating this instrument on its title pageé Figure 1, above).
Thef or t e philiy t pldy gither loud or soft depending upon the force with which

the playe
styl ebs

r

bol

presses
d changes

t he

n

keys

character.

Example 2. Johann Christian Bach, Sonata Opo52, movement 1, mmi Z. See

especially mm. 4.

Sonate in D major, op.5,n0.2

Johann Christian Bach (1735-1782)
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Mozart likely first encountered the profound aesthetic possibilities of contrast as a young

boy in works such as those by Johann Christian Bach ar&tiuha und Drang

compositions of Haydn. In fac, Mozart scor.@dsaBegbmdrds Op. 5, r
concertan 1770. As the Classical Style coalesced in the 1770s, composers began to use

changes in character more systematically to convey-Ergke narratives in their works.

The ability to juxtapose, say, a loud symphdikg character with a soft arioso pagea

enabl ed movements to sustain |istenerso atte
movements gradually became longer and formally more complex.

The various contrasting characters that could now appear in a single musical work often

called to nind well-known existing styles that carried associations with concepts such as

dances, settings, or actions. Composers utilized these referential characterdptbit is,

or topics,to construct elaborate networks of meaning in their pitdgstenersof today

hear such music and do not always perceive these meanings in the same way as a

ClassicalEra listener would have, and hence the study of late eighteenthrytopoi

can be an i mmensely rewardingp3wt2ifovi ty. The
example, would have likely called to mind the opening chords of a symphony, whose
purpose would be to capture the alilsi enceds a
appearance at the beginning of a solo work for keyboard, however, might hansesl

listeners; the full orchestra and large concert hall called to mind by the opening chords

creates a jarring (or even ironic!) impression upon a listener who hears the piece in a

small intimate room meant for sonatas.

These techniques were nottlost composers of Classiela opera. In heRhythmic

Gesture in MozartWye J. Allanbrook performs a close historical and analytical study of

the music that reveals an immense network of meanings that a Cl&ssidastener

easily would have understood striking example is the opening numbeiDafn

Giovannj Ndite e giorno faticaro t hat Don Gi ovanni s servant
Measures 122 of this number can be searExample 3, below.

16 For a relevant summary of the most importapioi one finds in the Classical Era, see Leonard Ratner,

Classic Music: Expression, Form, and Stiiieew York: Schirmer, 1980).

Mi chael Broyles, fAThe | Bwa ilodrsstofthenmearitan Musi®logichles of C
Society36, no. 2 (Summer 1983): 2i14P.


http://www.armusicanthology.com/anthology/Default.aspx?music_id=452

16

33

s

Lepo

font

=22

1

Music in the Classical Era

['fl

3

&3

a2
P Sl

1

-

a2

f 124 (begirming). &ee wapecially mmi 2Q.

»

orno

T

LEPORELLO

T
&
o)

gi
Bn.
Hn.
Va.
Ob.
Bn.

Example 3. Wolfgang Amadeus Mozddpn Giovannj Act 1,no

e

sa  gra-
—
o
2

la

nul-

per chi

car

ti-
i i o

fa-

——

gior- no

N

Not- tee

—

Vn. 1
Va.



Music in the Classical Era
17

Example 3. Wolfgang Amadeus Mozddipn Giovannj Act 1,no. 1. Leporelloi No t
e gi orno fi24@ndng.rSeetespacially me. 102.




































