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rgt' shaped and conditioned by the expressive exuberance of opera'

which itself recognized the expressive primacy of human emotions

as no other musical genre had since the ancient world' It was also

an age shaped by science, rational thinking' and common sense' a

shared sensibility that would, in the second half of the eighteenth

century, be focused on religious institutions and institutions of the

state. This tilt toward humanism in Western society-which can be

traced back to the 'hatt"ring 
events of the fourteenth century and

which gathered ,"th tt"-"t'dous steam during the Renaissance and

Baroque era-will continue unabated into the art [and music) of

the Enlightenment, the great social evolution that marks the second

t uf "t Jhe eighteenth tentury' The music of the Enlightenment rs

."i....a to uslhut of the Classical era' which is the next stop in our

storY.

cnlpir* ti

Enlightened Is as Enlightened Does
An Introduction to the Classicol Ero

he Classical era is understood as running from 1750 to 1827,
from the death of Bach to the death of Beethoven. Even as

period dates go, these are awful, and here's why.
While Johann Sebastian Bach's death in 1750 affords us a ser-

viceable year to end the Baroque era, it's a fairly useless year with
which to begin what we now call the Classical era. Those musical
stylistic elements that we will soon enough define as being "Classical,'
reached their first real flower in Italy in the early 1730s. For at least
twenty-five years, stylistically Baroque and stylistically Classical era
music coexisted, like the Neanderthal and Cro-Magnon. In reality, it
isn't until the 1760s that those stylistic elements we would identify
as Baroque had become a thing of the past.

Concluding the Classical era in 1827 with Beethoven's death is
absurd. Instead, we should end it in 1803, the year Beethoven com-
posed the bulk of his Symphony no. 3 and, in so doing, rendered
classicalism obsolete in one outrageous actl

But who asked me?

The evolution from the high Baroque to the Classical musical
style was a mirror of an extraordinary social evolution that we, today,
call the Enlightenment.

The Enhghtenment, circa 1730 to 1780, was a period that saw
the institutions of Europe-religious, political, social, educational,
industrial, financial, and artistic-slowly but inexorably lower their
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focus from the aristocracy and the high clergy to a new class ofpeo-

p1e then emerging from the bowels of the new European mercantil-

ism and the beginning of the Industrial Revolution. For lack of a

better name, we call this new and growing class the middle class, and

the Enlightenment marked their initial entry into the mainstream of

European society. A new brand of humanism, philosophical human-

ism, evolved, one that asserted that all people were important, not

just representatives ofthe Church and the state.

Since the beginning of recorded time, European class structure

and wealth had been based upon hereditary land ownership' But by

the early eighteenth century, new patterns and methods oftrade and

manufacturing had contributed to creating a nouueau wealthy class

whose wealth was based not on inherited real estate, but rather on

accumulated cash.

This new middle and non-aristocratic upper class, by the sheer

weight of their numbers, buying power' and growing political influ-

ence, began to assert terrific pressures on their respective societies to

meet their needs and desires.

The nouveau riche wanted to be educated and consequently, it
was during the Enlightenment that the concept of universal edu-

cation first emerged. They wanted at least a modicum of political

power and a greater degree of control over their own lives'

The new middle class also wanted an end to social and religious

injustice. People in the middle and upper classes began to believe

that an institution was "good" to the extent that it did the greatest

good for the greatest number of people. The faith in reason that had

inspired the scientific community during the seventeenth century

was steered, in the mid- and late eighteenth century, toward the

social sphere, with the result that social institutions and mechanisms

were put under the scrutiny of common sense' The middle class

wanted quality of life, comfort, and upward mobility'

From a purely social point of view, Enlightenment humanism

was, perhaps, the most important of all the intellectual currents of

the time. Enlightenment humanism stated that hfe on earth and the
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quality of that life were as important as the afterlife promised by
religion' Making the best out of an earthly rife became a basic desire
for the new middle c1ass.

For the most part, the hereditary monarchies and aristocra_
cies that still ruled Western Europe were grudgingly willing to
oblige. In the 1760s ,,70s, and,g's [up until the advent ofthe French
Revolution), most such bigwigs were, to some degree or another,
"enlightened": that is, concerned for the weil-being Jthe,,little peo_
ple" to a degree unheard ofin previous European history.

Cosmopolitonism

The ideal of international brotherhood as espoused by Enrighte'-
ment humanism was partly realized in a trend that we .ro*..f"". to u,
cosmopolitanism. cosmopolitanism saw nationar differences down-
played in favor of a vision of the common humanity of all people.

The ideal of cosmoporitanism arso appried to the music of the rate
eighteenth century. ln 1752, J. J. euantz, the court composer and
flute teacher to Frederick the Great ofprussia, opined that the ideal
musical style of his enlightened time was a composite of the best
features of all European nations, writing, ,A music that is accepted
and recognized as good not by one country only, but by many p.opl",
must, provided it is based, as well, on reason and sound t".iirrg, U"
beyond all dispute the best.,,

Enlightenment musical cosmopolitanism refbrs to a common
international style, a style that will come to be known as the Classi_
cal style. As it turned out, this pan_European, cosmopolitan music
was one that combined-the melodic fluency of the Italianr, ,fr".lg.r,
craft, and spiritual profundity of the Germans; and the instrumental
techniques and technology of the French. It was a music also pro_
foundly influenced by the ,,Every person,,spirit of the Enlightenment.

The Enlightenment doctrine that asserted that the institution
that does the greatest good for the greatest number is good had as
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its artistic analog that that music that is accessible and pleasing to

the greatest number is good. [As contrasted with the relatively more

complex musical surfaces and politically elite music of the Baroque'J

In the end, a musical style evolved that resonated with the spirit

of Enlightenment humanism and cosmopolitanism: an attractive,

accessible, tuneful music that obscured the national origins of its

composers.

Somethin$ Else to TrY ct Home!

l-\lav the first movement of any symphony by Joseph Haycln

l- f tz:r-tso9l. [one hunclrecl ancl fbur of Haydn's symphonies

have survived, so you have a rather wide range to choose from'J

Then listen to the first movement of a symphony by Jan Starnitz

(17 17-1757;fifty-eight of Stamitz's symphonies have survived) fol-

lowed by the first movement of a symphony by Luigi Bocchcrini

[1743-1805;twenty-oneofBoccherini'ssyrnphonieshavesurvived]'
Note that there is no "national signature" to any of this music' Its

relative "quality" notwithstanding, the sty1e, the sound' the cxpres-

sive content is very much the same, despite the fact that t{aytln wrs

born and raised in Austria, Stamitz in Bohemia [thc prcsent-dav

Czech Republic], and Boccherini in Italy' Their countries of origin

asi<le, these are three cosmopolitan composers rvriting in a single'

pan-European stYle.

MY Kindof Town,Vienno ls " '

The Classical style reached its zcnith in and around the grcat

I H"b.h,.,r* (apjtal of Vienna betr'veen roughly 1770 and 1800' In

honorofthecity,thematureClassicalstyleisoftenreferredtoas
the Vicnnese Classical stYle.

There are {ive reasons why vienna be came the locus of classicism.
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First, Menna stands at the crossroads of fbur very musical
nations: Germany, Bohemia, Hungary, and Ita1y.

Second, Vienna stood smack_dab between the two dominant
musical traditions ofeighteenth-century Europe: the operatic vocal
tradition of the Catholic south and the more lnstrlrmental, poly_
phonic tradition ofthe protestant north.

Third, Emperor Joseph II of Austria, the most enlightened of all
tire Habsburg rulers, cultivated the musical arts big time, and thus
presided over a golden age in Viennese music.

Fourth, as a capital city, Vienna was fillecl with rich and power,
ful people who had money ancl time to burn. Vienna also had a large
and financially well ofT middle class: the bureaucrats who mannecj
the government and municipality, ancl the merchants and contrac_
tors who served the needs ofthe city and its population. For the
Viennese aristocratic ancl micldle. classcs, then as now, music was the
leisure time consun'rabre. (Jne would have to rook rong and hard fandlikcly in vainJ to find a rnore music_friendly cnvlronmerrt.

which explai's the fiftrr and iinal reason why vienna was the
capital of the Classical style: it becamer the acloptive home of a
majority of the most important cromposers of the time, incluciing
Joseph Haydn, Wolfgang Mozart, ancl Luclwig van Beethoven.

Music to All Our Ears: The Doctrine of Accessibility

The new middle class wanted what the fbunding parental units of the
United states called the "pursuit of happiness," what I like to refer to
as "the pursuit of entertainment." The new middle class had some-
thing their grandparents never had: free time, leisure time.

For the new, E'lightenment era middle class, rnusic became the
indispensable leisure time consumable, their primary form of enter-
tainment. The sort of music they chose the sort of
music that resonated with the ,,every person,, spirit of the time_
was music in which melodic beauty and directness were of primarv
importance.

qfuF;*
."
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Both the new middle class and the Enlightened aristocracy came

to reject the music of the high Baroque, which they considered to

be unnecessarily complicated and elitist. The listening pubiic of the

Eniightenment pref'erred to consume music that emphasized vocal

lyricism: accessible, homophonic music, which became a metaphor

for the spirit of individuality abroad in contemporary society'

The New VocallY Conceived MelodY

f-)1ey, brck to bacli, the opening of the first moveflrent of Bach's

f- Brnr-td",-tbur,. Concerto no. 5 and of Mozart's Eine hleirte Nacht'

mzsila. Bach,s thematic melody is a brilliant exarnple of high [3aroc1uc'

art: exuberant, complex, and Iillecl with detlil fnotes, notes' rnd

more notcs). Mozart's thematic m(:1ocly has iust L'n(rugh nutes to

create a virtually unforgettable meiody, no more ancl no less'

Ne,rt, do your best to sizrg e ach melocly Bach's themc is not par-

ticularly "sir"rgable"; its range is too great and it contains too many

notes ftoo much inlbrmationJ to {tall naturally in the voice. It is an

instrum.entdlb corLceiued melody. Mozart's thematic melody, on the

other 1.rand, is eminently singable. L)espite the f'act tl-rat it was rvrit-

ten to be played by musical instruments, it is a utrt'a/ly c"n'eiucrl

melotly.In an cra I'vhen rcccssibility and c-xpressive clircctness r'verc

considcred aesthetic clualities, clirect and cngaging melo.1i. surfates

,,vete cultivrted abovt everything elsc. 'fhe so-t:rlled J,rctrine t'f

accessibility of the Enlightenrnent dcmancled rr mus.it that was vocrrl,

tuneful, and thus accessiblc.

The opening theme of Mozart's Eine kleine Nachtmusik evoked

in the previous Music Box is an example of what Jean-Jacques

Rousseau-the Swiss-born hippie whose ideas so helped to shape the

Enlightenment-wou1d have called "natural" art. Naturalbecame an

Enlightenment buzzword; natural was good. Art that was pcrcc'ived

as being contrived and complex [such as S2lqque rnusic) was consid-

ered "unnaturai": not good.
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All too often, the difference between Baroque era music andFnlightenment (or classical eral music is erroneously described asbeing "more complex,, (Baroque era musicJ versus ,,simpler,, 
[Classicalera music). In reality, Mozart,s Eine kleine Nachtmusib isnot iusically

simpler than Bach's Brandenburg Concerto no 5. ThafM.r;r,,;;,.."
appears simpler than Bach's is an illusion, a product .f the two works,
respective styles and aesthetic, not their musical content.

Comparing two images can help us grasp this stylistic and ae.s_thetic difference. The first is u,, l-ng. Jth" Xymphenburg Castle
and gardens, located outside of Munich. .lypical 

of,Baroclue:clcsign,
the garden sees nature ordered nr-r.r .o'rt.orled by the hanci of tht-landscape architect' There's a tremend.us amount oi str-rff: plants,
hedges, flower gardens, fcruntains, paths, :rnd so torth, yt_t cvc-rythir_ig
is carefullytrimmed, potted, ancl symmetrically arrayecl. Visual cxrr_
berance and symmetrical cor-rtrol, typical of IJaroque era <1csign.

our sc'cond image is of a classicar era gardcrr at Stor_rrhe:rcr listatein Wiltshire, Iingland, constructeci cluring tht, Enlighte.ment,

mp henl:turg Casfle F{emera /.1.h in kstock

--==icr-E*
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that is the essence of Baroque design demanded to be seen in ail its
profuse detail, shaped and controlled by the hand ofthe artist.

The role and function of music in society came to be viewed
cluite differently during the E,nlightenment relative to the Baroque
era. Music came to be perceived as a decorative art, rather than as

a spiritual and intellectual pursuit, an assertion supported by none
other than Charles Burney, the greatest writer on music of the age.

In 7779, Burney described music as being a condiment-mayonnaise,
perhaps-for the ears. "Music is an innocent luxury, unnecessary to
our existence but a great improvement and gratification of the sense

of 'hearing."'

Iclle speculation. What if Mozart's and Bach's birth years were
reversed, and Mozart had been born in 1685 and Bach in 1756?

Would Bach have composed a piece like the Brandenburg Concerto
no. 5 in the l780s? Would Mozart have compos ed Eine lzleine Nach-
tmusik in the 1720s7 No, they woulcl not have. The greater cultural
environment creates the sound, the "style" of a given era's music.
Bach and Mozart would still have been great composerrs, but the
expressive content and syntax of their music would have mirrored
their worid and experience, and thus would have been completeiy
diff'erent had they been born at difFerent times.

Clossicism and Cadence

'Ihe Enhghtcnment's impact on musical style was profbund. The
melodically ornate and intellectually complex music of the high
Baroque was rc.jected as being out <lf touch with the spirit of the
time, and a new more melodically and exprc.ssively flexible musical
style evolved, one that resonated with the new spirit of individual-
ism that lay at the heart of Enlightenment doctrine. It was a musical
style that celebrated melodic beauty and clarity above all else. This
rnusical style eventually became known as the Classical style because,
like "classical art"-ancient Greek art-this music celebrated: one.

St,,trrh, ad |rlrl r\r"' i<ph"r"/ I l'ink'ro' l<

rretrvcen r741 ancl 
,g0. we sce a placicl rake with an arched footbridge

irt one end. Beyoncl the iake is a neoclassic bu-ilding of great elegance

ncstle d amollg ttt" t'"t'''i'""'' 'h"'b'' 
a^c1 plants g(ow in profusion'

through which t""'";o;;;' 
'",-'uo 

w;nd 
llreir 

wav' "Pastoral calm"

is r'r,ritten all orte'r thi'?n'k Co*po'"ti to the Baroque era park' this

Classical era park t""''ti' 'o 
much "simplcr" and more "natural "

In reality, thit Cl"';;; "'n 
putk is as calculated and complex as

the Baroque "'u 
pnttt' 

:th" l"k"' buildings' bridge' and foliage were

designccl ancl br-rilt to lJ'l:ltutal' Just so' the apparent "simplicity"

of Moz.art's Ei" kl'lntt Non'ht*u'ikis a product of its design aesthetic'

ln truth, thcrc's t-'<ltittt* st*nle about it But like the park at Stour-

head Htruse, ttt" to'llfi"xities of Mozart's Eine kleine Nachtmusik'

1ie out of plain tigt-'t' it:to" the musical surface These design "com-

plerxities" have to clo with such thirrgs as phrase structure' accom-

panimental tcxtures' harmonic motion' thematic contrast' motlvlc

clevclopment, u'-'a tU" aiffttrentiation of thcmatic music from transl-

tio'ral music. Bach,s Branclenburg concertc'r no. 5, like the Baroque

sarclen, wears lts t";;;':ttt on ih" surfac':' 'rhe riot of information

!#

.it8i-'.
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clarity and beauty of line [melodyi; two, balance and purity of fbrm

[clear phrase structures and carefully wrought musical fbrms); and'

three, expressive restraint and good taste [purity of conception and

expression).

TheincreasedemphasisonlyricmelodycharacteristicofClassical
era music placed a new degree of emphasis on the beginnings and

endings of those melodies. Such beginnings and endings are recog-

nizecl as such because they are marked by cadences, musicai punctua-

tion marks. A cadence is a harmonic or mel0dic fbrmuia that occurs

at the end of a phrase, section, or movement, a formula that conveys

a momentary or permanent sense of concluslon'

This is not to say that there are no cadences in the music of

the Baroque era; of course there are But rhythmic continuity-

meaningarock-steadybeatandalmostconstantforwardmotion-
ouas u busi. stylistic element of most Baroque era music' particularly

instrumental music, and that rhythmic continuity tends to steamroll

cadences, wliich in such a rhythmic environment pass by in the blink

of an eye.

Conversely, the music of the Classical era tends to be rhythmi-

cally discontinuous, as its tune-dominated music allowed fcrr caden-

tial flourishes and extensions, and thus for a movement to breathe-to

start and stop-in a way that Baroque instrumental music rarcly

does.

T'he Classical era cultivation of cadence and the impact of caden-

tial cultivation on the musical fbrms of the Classical era require that

we identify and discuss tl.re four pri'ncipal types of cadences: open

[or half) .nd"n..r, closed [or authentic/standardJ cadences' false [or

deceptive) ca<lences, and plagal (or amen) cadences'

open or HolJ Ccdence

In any given key, there is a chord that creates tremendous dissonance-

tremencl0us tension-and thus needs to resolve. That chord is the

one built atop the fifth pitch for,,fifth degree,,) of any major or minorcollection [or "scale,,). If we,re in the ke] of C ma1o1 the pitci ; isthe home pitch, or ,,tonic,, 
(the word ton-.ic should,be thought of * ucontraction of the phras e tonal center) . The fifth pitch of I C majorcollection is G. In the key of C major, then, the pitch G is called thedominant pitch, and the chord b.rilt ntop that G is called the clomi_

nant chord: the',chord of tension.,,
An open, or hall, cadence is one that stops on this tension_producing chord, the dominant chord. A. open cadence creates cris-sonance, which, properly defined, means u ,,na" of irresolution. [Aword of encouragement, clear reader: as with alr of the notational

examples in this book, the foliowi^g examples of cadences want tobe seen and heard. If you cannot play them on an available keyboardyourseif, find somebody who can play them for you. These are for_mulaic chord progressions with which you are arready famiriar: the
average liste'er already knows what these cadenc", ,o,rnd like. whur
we want to do now is give names to these harr
in doing so, make or.l.lu", consciously "*".::;;:;il:ilil:11tion. It's the same way we iearned our native language: n.rt t,y ,t".,,
fby speaking it), then by recognizing it in notated fbrm freading itj,and finally by learning the rules of g*--". [becoming -r.,r.ioi, oifunction and structurel.
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Open cadence

()o
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l)'ft -
An.open (or half) cadence like the one above is the musicalequivalent of a comma. Like a comma, an open cadence demands

that,a musical sentence continue in search of a period: in search ofresotutron _

idrII;E

.'dslang-"... ..
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Closed, Authentic, or Standord ccdence

A closed for authentic or standard) cadence is one that resolves from

the dominant chord to the tonic chord, and in so doing, creates reso-

lution and thus rest.

That sense of rest might be temporary if we're in the middle of

a movement or permanent if we are at the very end of a movement'

A

It Closed cadence
)
t

A closed [or authentic or standard) cadence is the musical equiva-

lent of a period.

DecePtive or False Cadence

A deceptive, or false, cadence is one in which the dominant chord

,"rolu.r, but not to the tonic. As such, deceptive cadences are used to

prolong phrases by avoiding the tonic, and are the musical equivalent

of a colon or a semicolon.
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plogcl or Amen Cadence

A plagal, or amen, cadence is one that sees the chord built on thefourth degree of a major or minor corlection fcalled the subdominant
chord) resolve to the tonic. The plagal."d"rr." is often referred to asan amen cadence because it is the harmonic progression that under_pins the wordameninthe great majority of protestant church hvmns.

A plagal cadence is not a substitute for a closed, open, or decep_tive cadence. Rather, it will typically fo'ow a closed cadence at thevery end of a passage as a sort of add_on, one that reinforces th. torrl.harmony at the end ofthat phrase o. O"rr"*..

We'll return to the use of cadences in the next chapter, where we,llexplore their expanded role in the musical forms of the classical era.


