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8 EXPRESSION 

must please the listener rather than excite him or lead him to reflection. The 
melody must be clear, lively, flowing, and well turned; harmony must serve only 
to make the melody clearer and must never dominate (this refers to texture, 
rather than chord progression). Joy, delight, love, devotion, modesty, and pa­
tience are best imitated in this style. 

The low style avoids all clever ela�orations; it permits no extensions and 

should be used in short pieces. It repre�ents nature in its simplest form, and is 

used for low-born persons and for objd:ts and situations associated with them. 

Its characteristic embodiment is the shepherd; some others are beggars, slaves, 

poor prisoners, and farmers.17 
The evidence that a piece of music was expected to move the passions of the 

soul by expressing a ruling sentiment is impressive. It is found in treatises, jour­
nals, and letters, and in the close correspondence between a given text and its 
musical setting. In vocal music, the connection between feeling and figure was 
explicit. In instrumental music-which imitated opera, church music, and bal­
let-this connection could only be im,rlied, but it was unquestionably,present. 
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2 Topics 

From its contacts with worship, poetry,. dram.a·, entertainment, dance, ceremo­
ny, the military, the hunt, and the life of'tfre Tower classes, music in the early 
18th century developed a thesaurus of characteristic figures, which formed a 
rich legacy for classic composers.,Some of these figures were associated with vari­
ous feelings and affections; others had a picturesque flavor. They are designated 
here· as top£cs-subjects fo:r musical discourse. Topics appear as fully worked-out 
pieces,'i.e., types, or�as figures and progressions within a piece, i.e., styles. The 
distinction between types and styles is flexible; minuets and marches represent 
complete types of composition, but they also furnish styles for other pieces. 

TYPES 

Dances 
The protocol and formality of 18th-cenmry life were reflected in dances: the. 
minuet, sarabande, and gavotte were of the high style, elegant and courtly; th� 
bourree and gigue, pleasant and often lively, represented the middle style, while 
contredanses and Landler were of the low style, rustic and buoyant. Minuets and 
polonaises grew livelier toward the end of the century, reflecting both a more 
frivolous life style and the restlessness of the times. 

Dances, by virtue of their rhythm and pace, represented feeling. Their trim 
and' compact forms served as models for composition, They were written by the 
thousands by classic composers; Mozart composed more than 300 minuets and 
contredanses; Beethoven and Haydn produced a comparable number. Books of 
<lane.es were issued periodically for the fashionable world much as popular music 
is published, today. Dances were used to teach composition1 and to instruct in 
performance; 2 they furnished material for opera and chamber music, for arias, 
sonatas, concertos, symphonies, serenades, and even invaded church music (see 
Ch. 10). Kirnberger, in Recueil, 1783, emphasizes the importance of dance mu­
sic as a basis for elaborate compositions and especially for the understanding of 
the rhythmic nature of various types of fugues.3 Joseph Riepel, in his Anfangs: 
grunde, 1752, says that the working out of a minuet is no different than that of a 
concerto, aria, or symphony. 4 Koch, 1793, makes the same point.5 Mozart used 
dances to teach composition. 6 Dance rhythms virtually saturate classic music; 
therefore, one of the principal points of attention for the student, listener, and 
performer is the recognition of specific dance patterns that can provide impor­
tant clues to the expressive quality of a composition. The following survey covers 
the principal dances current during the classic era. 

Minuet and Related Types. The most popular dance in the classic era was the 
minuet. 7 Originally it was associated with the elegant world of court and salon. 
It was described as noble, charming, lively, expressing moderate cheerfu:lness by 
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virtue of its rather quick triple time.8 In classic music, compositions entitled 
minuet or menuetto covered a wide range of expression, from the frankly hu­
morous to the deeply pathetic. Ex. 2-1 represents the elegant vein of this dance; 
Ex. 2-2a has a popular rustic flavor; Ex. 2-2b expresses a deeply pathetic ·mood; 
Ex. 2-2c, while entitled menuetto; exemplifies the breathless and headlong man­
ner of Beethoven's later scherzos. 

Ex. 2-1. Minuet. 

a. Koch, Versuch, III, 1793, p. 64. 
Mnlutt •. 
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b. J.C. Bach, Symphony in D, Op. 9, No. 2, 1775. 

Ex. 2-2. Expressive range in minuets. 

a. Haydn, Symphony No. 102 in B1' major, 1794, menuetto. 

Allegro 
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b. Mozart, Quintet in G minor, K. 516, 1787. 
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c. Beethoven, Symphony No. 1 in C major, Op. 21, 1800, menuetto. 

-1. 

Edwards 

Charles Burney, in his History of Music, 1789, has many references to "minuet 
time" in his comments on Handel's music.s. The minuet, as a style, was used in 
first movements, slow movements, and finales, as in the first movement of Mo­
zart's Symphony No. 39 in Eb major, K. 543, 1788, and the first movement of 
Beethoven's Symphony No. 8, Op. 93, 1812. 

Dances related to the minuet included the passepied, described in Jean le 
Rond d'Alembert's Elemens de musique, 1766, as a rather lively minuet, and 
the sarabande, which he characterizes as a slow minuet.10 Ex� 2-3 illustrates the 
passepied set typically in 3/8 meter; this topic was also used by Haydn in the fi­
nale of his Sonata in G major, H. V. XVI, No. 6, before 1766. 

Ex. 2-3. Passepied. Uihlein, Clavier-Schule, 5th ed., 1791, p. 174. 

l\f odcrato, 
_ _j'!___ -- - -- T - --t -. --· IDf:-�--�-w,- -� � . - - ::-- �= : = : = .: -�·= -·:. -+. = 

As a dance the sarabande disappeared toward the end of the 18th century, yet 
its characteristic style was retained. The essential feature was the emphasis on 
the second beat of its triple measure. With its slow tempo, this halt gave the sara-

l 
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bande a deliberate, serious character which represented the high style (Ex. 2-4; 
see also Haydn's D major Sonata, H.V. XVI, No. 37, circa 1779-1780, second 
movement). 

Ex. 2-4. Sarabande style. Mozart, Symphony No. 4 1  in C major, K. 55 1, 
l 1788, 2nd movt. 

Andante can ta bile 

p c'onsordino � f 

Popular dances in triple time often masqueraded as minuets. Waltzes, 
Landler, allemandes, Schleifer (sliding dances), and Swabz"an allemandes had a 
quicker tempo, more buoyant manner, and simpler quality reflecting the.middle 
and low styles (see Ex. 2-5). Haydn used the Swabian allemande style, with a 
constant play of cross rhythms, in the menuetto of his Quartet in F major, Op. 
77, No. 2, 1799, to create a broadly humorous effect. 

Ex. 2-5. Swabian allemande. Christmann, Elementarbuch, 1782, examples, 
p. 15. 

Polonaise. The polonq,zse, a dance in triple meter, was rather serious and de­
liberate in style in the early 18th century. Its characteristic feature was a mo­
mentary pause within the measure, upon a syncopation or upon tlie last beat of 
the measure .11 It fell out of favor in mid-century but returned in classic times as 
a quick dance with many 16th-notes (see Ex. 2-6). Koch, in the Lex£kon, 1802, 
says: 

Recently it appears that the dance (polonaise) and the taste for its melodies 
have overcome their previous neglect.1 2 

Haydn juggled polonaise figures with amazing dexterity in the finale of his F ma­
jor Quartet, Op. 77, No. 2, 1799, shifting the already misplaced accents and 
trimming the figures to irregular lengths, again with delightfully humorous ef­
fects (see Ex. 5-6). 

Topics 13 

Ex. 2-6. Polonaise. Beethoven, Serenade in D major, Op. 8, 1796-1797. 

Allegretto a/la Polacca 

Bourree. The bourree was ra.�her lively in manner and in duple meter, call­
ing for lightness in performance:13 While the term bourree does not appear in 
classic music as a title for a movement, the style was frequently used. The 
bourree has a short upbeat and an articulation after the third beat of the mea­
sure. Exs. 2-7 and 2-8 illustrate its use in early and late 18th-century music. 

Ex. 2-7. Bourree type. J. S. Bach, Partita in B minor, ca. 1720. 

Ex. 2-8. Bourree style. Mozart, Concerto for Clavier and Orchestra m 

G major, K. 453, 1784, finale. 

Allegretto 

1$�e Cf I 
p 

Contredanse. Rousseau describes this popular dance, 1768: 

The melodies of contredanses are most often in duple time; . they should be 
well-articulated, brilliant, and gay, and still should be quite simple; since 
they must be heard many times, they will become intolerable if they are 
ove�-ornate. In every genre, the simplest things are those that tire least.1 4  

If we quicken the pace of the bourree, the music will be in the style of the contre­
danse, also called the angloz"se.15 Ex. 2-9 is a contredanse used as a teaching 
piece. 

Ex. 2-9. Contredanse. Christmann, Elementarbuch, 1782, examples, p. 13. 
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Contredanses were standard items in ballet suites, e.g., Mozart, Les petits 
riens, K. 299b, 1778; they were composed in sets for dances and balls. The effer­
vescent contredanse style was a favorite topic for finales (see Ex. 2-10). 

Ex. 2-10. Contredanse. Mozart, Ql\intet in EP major, K. 614, 1791, finale. 

Allegro 
l 

� ... .-.. 
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Gavotte. The gavotte was a rather lively dance in duple time, 16 distinguished 

by a cesura after the second quarter-note of the measure. The principal charm 
of this dance lay in the retention of this rhythmic pattern, which accommodated 
a melody of elegance, poise, and self-containment. Koch, 1793, quotes a gavotte 
by his teacher Scheinpflug (Ex. 2-11). 

Ex. 2-11. Gavotte. Koch, Versuch, III, 1793, p. 41. 

l"?ftf�teA 
§ 

Gavotte style was used at times in slow movements (Ex. 2-12). Romanzas, with 
their amoroso character and ingratiating melody, were often set in gavotte 
time,1 7  as in the slow movement of Mozart's Eine kleine Nachtmusik, K. 525, 
1787. The distinctive rhythm of the gavotte was also adapted to neatly turned 
melodies in quicker tempo (Ex. 2-13). 

Ex. 2-12. Gavotte style. Mozart, Quintet in EP major, K. 614, 1791, 2nd movt. 

I .1 
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Ex. 2-13. Quicker gavotte tempo. Mozart, Sonata for Clavier and Violin in 
A major, K. 526, 1787, finale. 

Presto �� a 
. 
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Gigue. The ,gigue was a qukk dance, gay and lively, generally in 6/8 
meter.18 The distinctions made in the early 18th century among the gigue, giga, 

canarie, forlane, lourr-all related dances-disappeared in classic times. Few 
pieces were entitled gigue in classic music, but the style remained in finales, and 
occasionally in first movements (see Ex. 2-14). 

Ex. 2-14. Gigue style. Haydn, Symphony No. 101 in D major, 1794, lst movt. 

Prest() 

If� S JI ffl HQ I (iJ1F 
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Mozart's "Little Gigue" in G major, K. 574, 1789, is deliberately modeled up­
on the earlier 18th,century imitative gigues that often closed dance suites and 
partitas. This little work, a tribute to J. S. Bach, has none of the high exuber­
ance of classic gigue finales. Its chromatic, twisting subject and its tightly woven 
counterpoint retain only the vestiges of the gigue manner (see Ex. 2-15). 

Ex. 2-15. Mozart, "Little Gigue" in G major, K. 574, 1789. 

Siciliano. Like the gigue, the siciliano was set in 6/8 time, but it was per­
formed in slow tempo, in a rather languishing manner. Its principal feature is 
the dotted pattern fjl. Turk, 1789, said that it should not be played staccato, 
to express its gentleness. 1 9  
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Ex. 2-16. Siciliano style. Mozart, Quartet in D minor, K. 421, 1783, finale. 

Allegretto ma non troppo 
tr tr 
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Rousseau, 1768, classifies the sicili)mo as a dance melody, 2 0  although it was 
generally considered a style for songs and pastorai instrumental pieces (see Ex. 
2-16). It was traditional in music for the Nativity; J. S. Bach used the style in the 
Christmas Oratorio, BWV 248, 1734, and Handel in the M�ssiah, 1741. Mozart 
evokes a pathetic mood in the music presented in Ex. 2-16, as he does in another 
movement using siciliano rhythm, Concerto in A major, K. 488, 1786, second 
movement. 

The March 
The march had both dance and ceremonial meaning in the 18th century. As an 

entree,21 it served to open ballet performances, ceremonies, and stage presenta­

tions. It was sometimes included among sets of dances in suites, as for example in 

Suites VII, IX, XII, and XXIV from the Little Music Book of Leopold Mozart, 

1762. Its natural habitats were the parade ground and battlefield, where its 

moderately quick duple meter, dotted rhythms, and bold manner quickened the 

spirit. If the minuet, the queen of 18th-century dances, symbolized the social life 

of the elegant world, the march reminded the listener of authority, of the cava­

lier and the manly virtues ascribed to him. 

Ex. 2-17 illustrates the march type, used as a teaching piece. Many first move­

ments, especially in symphonies and concertos, have march rhythms. One of the 

most familiar examples is the first movement of Mozart's Jupiter Symphony, 

K. 551, 1788. French violin music after the Revolution-concertos, quartets, 

trios, duets-used a broadly scaled march style for first movements. 2 2  

Ex. 2-17. March type. Christmann, Elementarbuch, 1782, examples, p. 24. 

The march and the bourree shared a common tempo and meter-a quick 
4/4. Quantz, 1752, refers to marches in bourree rhythm. 23 Ex. 2-18 illustrates 
this combination; the dotted rhythms come from the march; the sprightly man­
ner and the upbeat rhythm are those of the bourree. 

Ex. 2-18. Mixture of bourree and march. Mozart, Sonata for Clavier and 
Violin in F major, K. 376, 178 1, finale. 

p 
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Incorporation of Dances into Classic Music 
Dances were incorporated into classic music in three general ways: social, theat­
rical, and speculative. 

1. Social dances. In social dances, the music conforms to choreography; the 
melody is simple, and the sections are brief and symmetrical in form. 

2. Theatrical dances. Theatrical dances could conform to the patterns of so­
cial dances or become freer and more extended, as in the "Dance of the Furies" 
from Cluck's Don Juan, 1761 (see Ex. 21-12). Koch comments on the distinction 
between social dance and theatrical dance as embodied in ballet, 1802: 

One distinguishes by this word the theatrical dance from those social dances 
whose one and only object is to provide pleasure for the dancers. Included 
under the name ballet are those theatrical dances whose apparent object is 
to please the spec�a.t�r by a series of steps and leaps that are more highly 
regulated and artificial than those of the social dances; as fine art such 
dar:ces deserve no further mention. The true ballet presents an interesting 
act10n by means of dance and pantomime, and often is called the panto­
mimic ballet, classified into serious and comic. Like drama, it has plan, 
plot, and denouement. The music consists of an unbroken series of various 
styles and genres of pieces, in which the expression of the sentii:nents is de­
fined by the content and progress of the plot. Here the art of gesture should 
be as intimately unified with music as poetry is with music in opera. 2 4  

Theatrical dances had some mimetic content. Mattheson, 1739, gives a detailed 
account of the "Geberden-Kunst," the art of gesture. 25 Krause, 1752, says that 
the poet and musician should provide the singer with opportunities for posture 
and pantomime. 2 6  Kirnberger, 1774-1779, relates the note values in dances to 
various kinds -0f movement, step, and gesture. 2 7  Concerning the pantomimic 
style, Schubart, in his Ideen zu einer Aesthetik der Tonkunst, written circa 
1784-1785, says: 

This is ac_tually the interpreter of the music . . . .  It is partially dramatic, 
partly sooal. The composer of dances must have almost as much skill as the 
great oper_a c�mpose

_
rs. Indeed, the exalted, the awe-inspiring, the Shake­

spearean he wrthm hrs sphere . . . . He must be as well versed in the tragic as 
in the comic. . . . 2 s , 

For Jerome-Joseph de Momigny, Cours complet, 1806, the ideal performer 
should have the qualities that belong to the perfect actor. 2 9  

3. Speculative treatment of dance material. This phrase refers to the use of 
dance rhythms as subjects for discourse in sonatas, symphonies, and concertos, 
as well as in church and theater music. Koch, 1793, says: 

Dane� melodies, when they are not specifically intended for dancing, may 
con tam more than 8 measures even in the first reprise. 30 [See Ch. 12. J 
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In speculative treatment of dance topics, the typical dance rhythms are em­
ployed, but the length of sections does not conform to choreographic patterns of 
symmetry. Dance topics saturate the concert and theater music of the classic 
style; there is hardly a major work in this era that does not borrow heavily from 
the dance. ' 

Typically, dances entered the intel:rnational repertory from regional sources. 
Thus the minuet came from Poitou, ithe bourree from Auvergne, the polonaise 

from Poland. Occasionally, exotic dances found their way into theater and 

chamber music, as the Spanish fandango in Mozart's };1.arr£age of Fzgaro, 
1785-1786, Act III, the chaconne in Gluck's Donjuan, 1761, the tarantella in 

the finale of Beethoven's D major Quartet, Op. 18, No. 3, circa 1798-1800. 

Most of the dances of the baroque eventually disappeared except for a few such 

as the minuet, gavotte, angloise, bourree, and polonaise, 31 and these acquired a 
more popular and simple style. 

STYLES 

Military and Hunt Music 
Military and hunt music was familiar throughout the 18th century. Noble houses 
had their own court guards, parading to the fanfare of trumpets accompanied 
by the tattoo of drums; German towns had their Stadtpfeiffer (town bands) that 
performed for festivals, birthdays, weddings, and trade fairs; the hunt was a fa­
vorite diversion of the nobility; horn signals echoed and re-echoed throughout 
the countryside. 3 2  

Fanfares and hunting signals were imitated by stririgs, woodwinds, and key­
board instruments. Mozart used a hunting fanfare as the opening theme of the 
first movement of his E� major Quintet, K. 614, 1791 (Ex. 2-19). This passage is 
an imitation of the type of fanfare described by Koch, 1802, as "horn duet in 
lively tempo, set in 6/8 time. "33 

Ex. 2-19. Hunting fanfare. Mozart, Quintet in El7 major, K. 614, 1791, 1st· 

movt. 

Allegro di molto . 

4 �"HI 11 a ¥ a ta a , ta , 0 a 1 u o r au1 � j J J\ � 
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From Ratner, Music: The Listener's Art. Copyright 1957, 1966, 1977 by McGraw-Hill Book 
Company. Used by kind permission of the publisher. 

The horn figure could be turned to a poignant or lyric vein; Beethoven used it 
to represent the Lebewohl, the final call or parting signal, in his E� major Sona­
ta, Op. 8la, 1808. The same mood pervades the second movement of Mozart's 
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E� major Sonata, K. 570, 1789. The key of E� was a favorite of brass instru­
ments; thus the imitation of horn signals in both these works includes pitch and 
key as well as figure; both composers return repeatedly to the opening signal to 
recall the nostalgic affection. 

Military and hunt figures also furnished material for humor, as in the delight­
ful parade march of "Non piu andrai" from Mozart's Marrz"age of F£garo, 
K. 492, 1785-1786, Act I, where Figaro tells Cherubino what is in store for him 
as a soldier. Haydn parodied horn fifths in the first movement of his E� major 
Sonata, H. V. XVI, No. 52, 1794, where he has-the piano imitating a musical 
clock imitating a fanfare. The doµble meaning of the word horns-a military in­
strument and the horns placed on the head of a deceived husband or lover-was 
familiar in comic opera. In "Se a caso" and "Se vuol ballare" from Mozart's Mar­
riage of Fzgaro, Act I�, 1785-1786, the intent of the Count to seduce Susanna is 
suggested by horn figures. 

The Singing Style 
References to the s£ng£ng style are found in Koch, 1802, 34 and Dau be, 1797. 35 
The term indicates music in a lyric vein, with a moderate tempo and a melodic 
line featuring relatively slow note values and a rather narrow range. Presumably 
any of the familiar dance rhythms could be used. Ex. 2-20 is set as a bourree. 

Ex. 2-20. Singing style. Gluck, Orfeo, 1762, Act III, "Ach wohin ohne 
Euridyke" ("I have lost my Euridice"). 

Andante con moto 

The term s£ng£ng allegro is presently used to designate a song-like melody set 
in quick tempo; it is accompanied by steadily repeated

.
rapid notes or by broken 

chord figures, as in the; first four measures of the finale of Mozart 'sjup£ter Sym­
phony, K. 551, 1788. 

The Brilliant Style 
The term brz"llzant, used by Daube, 1797, Turk, 1789, and Koch, 18023 6 refers to 
the use of rapid passages for virtuoso display or.intense feeling. Earlier Italian 
composers-Alessandro Scarlatti, Arcangelo Corelli, and Antonio Vivaldi 
among them-codified the brilliant style by systematic repetitions and se­
quences. Ex. 1-la illustrates the brilliant style in an aria. Burney, 1789, quotes 
a number of examples of brilliant passages sung by the great virtuosos of the 
18th century. 37 

In Ex. 2-21 the· brilliant style is shared by the five performers in a precise, ex­
hilarating give-and-take. The mechanical arrangement is clear; each brilliant 

.... t t'!'j +1 
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turn is one measure in length; the figures are taken by successively lower-pitched 
instruments. The ensemble becomes a "clockwork," imitating the toy mech­
anisms which fascinated the 18th-century mind. 

Ex. 2-21. Brilliant style. Mozart, Quintet for Clarinet and Strings in A 
major, K. 581, 1789, 1st movt. 

L- � .  ��I _,,_#•_a� 
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Edwards 

The French Overture 
The French overture, a distinctive style of ceremonial music, uses a slow and 
heavy march tempo with dotted rhythmic figures. 38 In the courts and theaters of 
France under Louis XIV it accompanied the entrance of the royal spectators and 
the performers. Later it was adopted throughout Europe as the opening piece 
for many theatrical performances, for instrumental suites, and for some sym­
phonies, when the occasion called for a serious, elevated tone. To emphasize its 
air of punctilious ceremony, dotted notes were performed longer than the nota­
tion indicated, short notes as briefly as possible. 39 In classic music, the French 
overture style appears in slow introductions to symphonies (see Ex. 2-22). Mozart 
also set it as the principal affect in the unfinished fantasia K. 396, 1782. 40 

Ex. 2-22. French overture style. Mozart, Symphony in E� major, K. 543, 
1788, introduction. 

From Ratner, Music: The Listener's Art. Copyright 1957, 1966, 1977 by McGraw-Hill Book 
Company. Used by kind permission of the publisher. 
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Musette, Pastorale 
Musette and pastorate refer to rustic music played on the bagpipe, cornemuse, 
or musette. The principal feature is the sustained bass-the bourdon or drone­
on a single tone or a fifth. 41 The melody proceeds either as a naive, pastoral tune 
or as a melodic flourish. Musette effects abound in classic music; Clementi and 
Haydn were criticized for taking up this "burlesquerie."4 2  Measures 90-103 of 
the first movement of Mozart's C major Quintet, K. 515, 1787, illustrate the two 
elements of this style-the drone bass using a fifth and the melodic flourish. A 
few measures later Mozart will turn this effect upside down, putting the flourish 
into the lower instruments, whj_le he extracts a bourree-like figure from the 
drone fifth as a counter-melody ·in the upper voices, a striking example of the 
speculative treatment of a simple topic. This movement, the broadest in scale in 
all of Mozart's chamber music, is remarkable for its constant references to the 
musette style and elaborations upon it; they occupy 120 of its 360 measures. 

Haydn placed a very simple melody over a drone bass in the finale of his 
Symphony No. 104 in D major, 1795, although the melody itself shows some 
rhythmic oddness (see Ex. 5-7). Much of the breadth of the first movement of 
Beethoven's F major Quartet, Op. 59, No. 1, 1806, is due to the extensive use of 
musette style (see Ch. 24). 

Turkish Music 
Turkish effects in western European music were by-products of the long military 
and diplomatic confrontation of western nations with the Turks. The Turks had 
a colorful military style called janissary music, using drums, triangle, winds, and 
cymbals. Classic composers imitated this style yet modified it to accommodate to 
western taste. 43 Mozart's alla Turca from his A major Sonata, K. 331, 1778, the 
overture to his Abduction from the Seraglio, 1781-1782, and the "Turkish 
March" from Beethoven's The Ruzns of Athens, Op. 114, 1822, are specific 
references to the Turkish military style. The march in B� in the finale of Beetho­
ven's Symphony No. 9 in D minor, 1822-1824 (see Ex. 9-7), and the first move­
ment of Mozart's A minor Sonata, K. 310, 1778, suggest this style without specif­
ic references in their titles. We hear momentary hints of the Turkish style in the 
first movement of the E� major Sonata, H.V. XVI, No. 52, 1794, by Haydn, 
mm. 29-30. 

·Storm and Stress 
The term Storm and Stress, taken from the title of a drama, Sturm und Drang, 
1776, by Klinger, has been adopted by music historians to refer to some ea�ly 
manifestations of romanticism-the expression of subjective and intense per­
sonal feelings. 4 4  Koch, 1802, refers to "stiirmende Leidenschaften," (stormy pas­
sions). 45 Storm and Stress uses driving rhythms, full texture, minor mode 
harmonies, chromaticism, sharp dissonanc�s, and an impassioned style of decla­
mation. Haydn's music in the 1770s has some of these qualities, as in his F minor 
Quartet, Op. 20, No. 5, 1772; Storm and Stress is also present in his later sym­
phonies (see Ex. 9-10). The music of Beethoven, Cherubini, and many of their 
contemporaries takes the stormy manner as one of its principal focal points of 
expression, a counterpart to the intensity in the writings of Goethe and Schiller. 

l 
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Sensibility, Empfindsamkeit 
Sensibility and Empfzndsamkeit apply to an intimate, personal style, often senti­
mental in quality. Classic musical criticism constantly refers to Empfzndun­
gen, feelings and sentiments.46 C. P. E. Bach was the principal representative of 
this style. His keyboard music has ,rapid changes in mood, broken figures, 
interrupted continuity, elaborate ornftmentation, pregnant pauses, shifting, un­
certain, often dissonant harmony-a�! qualities suggesting intense personal in­
volvement, forerunners of romantic e;_pression, arid directly opposed to the stat­
uesque unity of baroque music. 

The keyboard works of Mozart, Haydn, and their contemporaries contain 
many hints of this style. Ex. 2-23 begins with a plaintive melody, broken by sigh­
ing figures. From m. 5 onward, each measure has a different figure; chromati­
cism saturates the stop-and-start continuity. This style, with the sudden changes 
of mood and the subtle variations in tempo that it invites, is typically a keyboard 
genre. Yet Mozart was able to induce a sensibility effect in the first part of the in­
troduction to his Prague Symphony, 1786, by using short, contrasted figures, 
with sudden shifts of instrumental color, range, dynamics, and harmony (see Ex. 
6-18). Beethoven captured the pathetic sentimental value of this style in the 
Malz"conza of his B� major Quartet, Op. 18, No. 6, circa 1798-1800, principally 
by means of harmonic color. 

Ex. 2-23. Sensibility style. Mozart, Fantasia in D minor, K. 397, 1782. 
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From Ratner, Music: The Listener's Art. Copyright 1957, 1966, 1977 by McGraw-Hill Book 
Company. Used by kind permission of the publisher. 
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The Strict Style; the Learned Style 
The types and styles already discussed were subsumed under the general rubric 
galant, or free, style, associated with theater and chamber music. In contrast, 
the strict and learned styles were associated with the church. Koch, 1802, sum­
marizes the strict style: 

The strict style, which is also called the bound style or the fugal style, . . .  is 
distinguished from the free style principally 

1. by a serious conduct of the melody, using few elaborations. The melody 
retains its serious character partly through frequent closely-bound pro­
gressions which do not allow ornamentation and breaking-up of the 
melody into small fragments, . . .  partly through the strict adherence to 
the main subjett and figures derived from it. 

2. through the frequent use of bound dissonances (suspensions) . . . .  

3. through the fact that the main subject is never lost sight of, as it is 
heard in one voice or another; this ·ensures that each voice partakes of 
the character of a principal part and shares directly in the expression of 
the sentiment of the piece. 
Because of these characteristics, the strict style is· best suited for church 
music . . .. the fugue is the principal product of this style . .. .  47 

For comparison, here is Koch's description of the galant, or free, style: 

The free, or unbound style, which is also called the galant style, is distin­
guished from the preceding [strict J 
1. through many elaborations of the melody, and divisions of the 

principal melodic tones, through more obvious breaks and pauses in 
the melody, and through more changes in the rhythmic elements, and 
especially in the lining up of melodic figures that do not have a close re­
lationship with each other, etc. 

2. through a less interwoven harmony 

3. through the fact that the remaining voices simply serve to accompany 
the main voice and do not take part in the expression of the sentiment 
of the piece, etc. 

All kinds of individual sections of large vocal works, such as arias, choruses, 
and such; all ballet and dance music, as well as introductions, concertos, 
and sonatas that are not in the style of the fugue, are included among the 
compositions in the free style. 48 

In Versuch, I, 1782, Koch specifies the principal technical distinction between 
the two styles; in the free style, dissonance need not be prepared. 49 -

The strict style sets firm rules for harmonic and melodic progression, creating 
a smooth connection of slowly moving melodies and harmonies; its simplest and 
most traditional form was the alla breve progression in whole- and half-notes. 5 0  
Stile legato means bound style, which refers to this kind of connection. Learned 
style signifies imitation, fugal or canonic, and contrapuntal composition, gener­
ally. The finale of Beethoven's Quartet in A major, Op. 18, No. 5, 1800, begins 
as a quick contredanse, but the voices enter in imitation, suggesting the learned 
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style; later there is an extended section in which the alla breve style is worked 
over in various ways (see Ex. 2-24). The juxtaposition of these contrasted topics 

Ex. 2-24. Learned style and alla breve. Beethoven, Quartet in A maJQ� 
Op. 18, No. 5, 1800, finale. 
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Eulenburg No. 20 . 

gives this movement a pictorial flavor clearly understood by 18th-century listen­
ers-perhaps the merrymaking of an improvised rustic comedy, interrupted by a 
procession of priests. In a letter to Hoffmeister, April 8, 1802, Beethoven writes 
about composing a Mass in which the "Credo" would be given "great notes 
weighing a pound each, "51 an obvious reference to alla breve. 

Fantasia 
The fantasia style is recognized by one or more of the following features-elabo­
rate figuration, shifting harmonies, chromatic conjunct bass lines, sudden con­
trasts, full textures or disembodied melodic figures-in short, a sense of improvi­
sation and loose structural links between figures and phrases. Thus toward the 
end of the second movement of Haydn's D minor Quartet, Op. 76, No. 2, 1798, 
the leisurely minuet rhythm is interrupted for an extended fantasia-like section. 

In 18th-century opera, the fantasia style is used to evoke the supernatural­
the ombra, representing ghosts, gods, moral values, punishments-and to bring 
forth feelings of awe and terror. Mozart incorporates elements of the church 
style - alla breve, stile legato-in the introduction to his overture to Don 
Giovanni, K. 527, 1787, and later recalls this music in the duel, Act I, and the 
"supper" scene, Act II. Beethoven may well have had the ombra in mind in the 
introduction to his Symphony No. 4 in Bb major, Op. 60, 1806. · · 
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PICTORIALISM; WORD-PAINTING 

Given the wealth of available topics, 18th-century composers at times could eas­
ily take a further step and become frankly pictorial in their music. Pictorialism 
and word-painting in music represent efforts to imitate or symbolize specific 
ideas from poetry or other types of literature. Pictorialism, generally associated 
with instrumental music, conveys some idea of an action or scene. Word-paint­

ing is the matching of a word of phrase in a text to a musical figure. Both proce­
dures had been honored for centuries in madrigals, descriptive French clavecin 
music, battle pieces, etc. 

Koch includes an entry for "Sim phonies a programme" in the Lexikon, 52 he 
mentions Dittersdorf (The Four Ages, The Fall of Phaeton), Rosetti (Tele­
machus), and Haydn1(The Seven Last Words, circa 1786). He questions the va­
lidity of such relationships between literature and music. Concerning these, he 
comments in the article "Malerey" (pictorialism): 

When certain sounds and motions out of inanimate Nature, such as the 
rolling of thunder, the tumult of the sea, the rustle of the wind and such, 
are imitated in music, this is called tone painting. Some such similarities ex­
ist between natural phenomena and musical tones and one can transfer 
them to music; but music betrays its nature when it takes over such descrip­
tions, since its one and only object is to depict the feelings of the heart, and 
not the picture of inanimate things. Most devices fo.r tone painting are ob­
jectionable, even though they allow the imagination free play, since they di­
vert the attention from the principal content to accessory things, and there­
fore deprive the feelings of that which will maintain them musically . . . .  
However, occasionally there are instances in which such tone paintings are 
immediately related to the state of the soul or where it can express the stir­
ring of feelings. 53 

Haydn's The Creation, 1798, is celebrated for its many touches of pictorialism, 
especially when natural phenomena and fauna are the subject of the text. Haydn 
also introduced descriptive material into his works from time to time-the finale 
of his Symphony No. 82, the Bear, 1786; the second movement of his Symphony 
No. 100, the Military, 1794. In his Symphony No. 103 in Eb major, 1795, he may 
have been thinking of the Battle of Vienna, 1683, between the Viennese and the 
Turks. Apart from the military drum roll at the beginning, followed by the imi­
tation of plainsong as a prayer, the second movement, with its alternation of ex­
otic and military versions of the same theme, suggests a confrontation of the two 
forces; included is an episode which is unmistakably a battle, with furious 
rushes, drum tattoos, and cries of the wounded. John Stoye in The Siege of 
Vienna relates an incident during the siege: 

On July 31st, The Christian forces listened to their own bands making excel­
lent music, so they said, with drum and pipe. In the Turkish camp, the Sul­
tan's special envoy, Ali Aga, took his leave of the Grand Vizier before re­
turning to Belgrade and the Turkish musicians were also commanded to 
strike up. The accounts of the besiegers and the besieged serve to show that 
the enemy's music roused scorn on both sides. 54 
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Perhaps Haydn had heard of this incident as a boy and remembered it in later 
life to use it as a framework for this movement. Momigny, 1806, in his analysis of 
the first movement of this symphony, suggests a pictorial interpretation, a pasto­
ral scene with thunder, prayers, dances, conversations. 55 

USE OF TOPICS 
I i 

Many if not most of the topics described above were current throughout the 18th 
century. Their use, however, differed considerably in baroque and classic music. 
Baroque music tended to develop one idea, affection, or' topic throughout a 
piece, to maintain unity through consistency. But mixtures and contrasts be­
came increasingly frequent until, in classic music, they were the rule. Burney's 
comment, 1789, onJ. C. Bach could apply to classic music generally: 

Bach seems to have been the first composer who observed the law of con­
trast as a principle . . .  [he] seldom failed, after a rapid and noisy passage to 
introduce one that was slow and soothing. 56 

Lack of contrast was noted by Burney in the music of Tartini: 

He certainly repeats his passages, and adheres to his original motivo or theme 
too much, for the favorite desultory style of the present times . . . .  5 7  

Koch, in hisjournal der Tonkunst, 1795, complains of the recent tendency i:o 
mix the styles of the serious and comic operas;58 in the same article, he censures 
the mixture of the learned and the galant styles. 5 9  John Marsh, an English com­
poser and conductor of the late 18th century, in Hints to Young Composers, 
1800, criticizes partisans of the "new": "admiring the brilliancy of the modern 
symphony [they] think that the ancient music is dull; . . .  deficient in light and 
shade . . . .  60 &_c:i::._e_ci!_g; _ _.Ha,ycl.µ with rescuing the new style from the trivialities 
thatth_r�<!t�n�d to er<1,se tl:J.e dignities of the older style: 

. . .  the modern style would have also failed in its turn (as it was about this 
time [1784] degenerating into a light, trivial and uniform character) had 
not the great Haydn by his wonderful contrivance, by the variety and eccen­
tricity of his modulation, by his judicious dispersion of light and shade, and 
happy manner of blending simple and intelligible air with abstruse and 
complicated harmony, greatly improved the latter species of composition; 
insomuch that, instead of being able, as was before the case, to anticipate in 
great measure the second part of any movement, from its uniform relation 
to the foregoing, it is on the contrary, in his works, impossible to conceive 
what will follow, and a perpetual interest is kept up, in much longer pieces 
than any of the same kind ever before composed. 61 

The Rev. William Jones took a strong stand in his Treatise on the Art of 
Music, 1784, for the older style: 

Had it not been for the CONCERTS of ANCIENT MUSI C, some of the fin­
est Compositions, and the rational and manly Entertainment arising from 
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the superior manner in which they have been performed, would probably 
have been lost to this country. The Stream of Fashion would have carried on 
its surface what is light and frothy; while that which is more solid and valu­
able would have sunk to the bottom. 62 

We are now divided into parties for the old and the new Music, in which 
there is undoubtedly a great diversity of Style and a attention to differ­
ent effects . . . .  I confess that my feelings give their testimony to the Style 
which is now called ancient. . . .  I quote Corelli, Purcell, Geminiani, and 
Handel. . . .  63 

Handel and Corelli are distinct in their ideas, and clear in the design of 
their accents and rieasures . . .  ;;. As for Haydn and Boccherini, who merit a 
first place ai:nong the moderns for invention, they are sometimes so desul­
tory and unaccountable in their way of treating a subject, that they must be 
reckoned among the wild warblers of the wood: and they seem to differ 
from some pieces of Handel as the talk and laughter of the Tea-table 
(where, perhaps, neither Wit nor Invention are wanting) differs from the 
Oratory of the Bar d.nd the Pulpit. 64 

For the English the polarization of old and new was especially sharp, since they 
entertained and ceh;brated the two most famous composers of their times, Han­
del and Haydn. 

Mozart was the greatest master at mixing and coordinating topics, often in the 
shortest space and with startling contrast. The allegro of the first movement of 
his Prague Symphony, K. 504, 1786, is a panorama of topics, old and new, in 
which a change of subject occurs every few measures. The introduction is linked 
to the allegro by the subtlest of means. We hardly sense at first the change of 
tempo from adagio to allegro; the syncopation on two levels-the quarter- and 
eighth-notes in the first violins against the alla zoppa ("limping") quarter- and 
half-i::iotes in the lower strings-clouds the rhythm; the singing melody is buried 
in the lower instruments while the harmony falters toward G, thanks to the C�. 
All this lends added brilliance to the fanfares that conclude the first period of 
the allegro, finally giving sharp profile to the key, melody, and rhythm. Once 
again the tentative first phrase is heard, and again the music coalesces into a 
brilliant style, with lively contrapuntal give-and-take. Such quicksilver changes 
take place throughout the movement, creating a large-scale rhythm of varied 
moods, exhilarating and effervescent. Ex. 2-25 lists the topics in this movement. 

Ex. 2-25. Topics. Mozart, Prague Symphony, K. 504, 1786, 1st movt. 

Measures 

1. Singing style, alla breve 37-40 
2. Brilliant style, learned 41-42 
3. Fanfare I 43-44 
4. Singing style, learned 45-48 
5. Alla breve, brilliant style 49-50 
6. Brilliant style, learned 51-54 
7. Brilliant style, modified stile legato 55-62 
8. Fanfare II 53-65 
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Ex. 2-25, cont'd. 

9. Brilliant style 
10. Cadential flourish (new material) 
11. Singing style 
12. Alla breve, brilliant style ; 
13. Learned, brilliant, alla breve: 
14. Storm and Stress 
15. Singing style, later set in learned style 

NOTES 

66-68 
69-70 
71-74 
75-76 
77-87 
88-94 
95-120 
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Conclusion to Part I 

The foregoing survey of affect and tppic has focused attention upon important 
objectives in 18th-century musical expression-to ·touch the feelings through ap­
propriate choice of figure and to stir the imagination through topical references. 
The theater was the principal source for these expressive aspects, with its projec­
tion of feeling specifically through word and gesture, and its imagery of storytell­
ing. Classic music inherited its expressive attitudes from the baroque era, but 
modified the formalized sustained unity of baroque expression by means of fre­
quent contrasts to create a kaleidoscopic, sharply etched, subtly nuanced, and 
sensitive expressive palette, with a considerable admixture of humor. 

Apart from the clearly defined affects and topics described above, there are 
many passages in classic music that show less sharply defined expressive or topi­
cal profile-running passages, connective figures, spun-out melodic lines. Still, 
the vivid climate of feeling, with its theatrical overtones, that permeates all clas­
sic music lends expressive color to such passages, giving each the quality of a 
meaningful gesture. Moreover, the frequent well-marked contrasts of topic and 
mood in classic music bring about striking changes in posture and gesture that 
add expressive substance to even the most casual or routine figures, creating an 
ever-moving series of highlights and shadows. For analysis, the recognition of 
these expressive qualities, explicit or implicit, is illuminating, often providing a 
clue to a striking aspect of structure; for performance, such recognition is essen­
tial, since it points to the poetic implications of the music. 
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II Rhetoric 

T
he language arts-poetry ,  drama, and oratory-in addition to providing 
music with expressive and topical notions, gave music important clues 
for framing these expressive values. These are found in the parallels be­

tween linguistic and musical rhetoric that were extensively studied in the 18th 
century. Musicians acknowledged their debt to language as they borrowed con­
cepts from rhetoric to designate various aspects of musical composition. Haw­
kins, 1776, expresses a widespread view as he compares music and rhetoric: 

The art of invention is made one of the heads among the precepts of rhetor­
ic, to which music in this and sundry instances bears a near resemblance; 
the end of persuasion, or _affecting the passions, being common t? both. 
This faculty consists in the enumeration of common places, which are 
revolved over in the mind, and requires both an ample store of knowledge 
in the subject upon which it is exercised, and a power of applying that 
knowledge as occasion may require .1 

To be persuasive, both linguistic and musical rhetoric had first to establish co­
herence and then promote eloquence. This was done by defining the various 
components of discourse, indicating their functions, and demonstrating ways in 
which they might be persuasively arranged. Many 18th-century theorists looked 
upon phrase structure, chord progression, rhythmic scansion, melodic construc­
tion, texture, and performance as the rhetoric of music.2  Part II of this book will 
proceed along these lines, linking rhetoric and music at the many points where 
the relationships between the two are relevant. 

NOTES 

1 .  Hawkins, History, pp. XXX-XXXI. 
2. Forkel, Allgemeine Geschichte, I, pp. 66-68. See Lenneberg, "Joha,nn Mattheson 

on Affect and Rhetoric in Music," ]MT, II, Nos. 1 and 2, 1958, pp. 47-84 and 
193-236. 
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