The Rhetoric of Classical Performance Practice:
Giving ‘Life to the Notes’ in Mozart’s Sonatas for
Violin and Keyboard

Nia Elizabeth Lewis

Ph.D.

University of York
Department of Music

September 2007



ABSTRACT

In modern scholarship the relevance of rhetoric to music has largely been attributed
to issues of composition; the introduction to this thesis outlines the current state of
musical-rhetorical research, and proposes that studies into the rhetoric of
performance (pronunciatio), and specifically Classical performance, are lacking.
Chapter 1 traces parallel developments in oratorical and musical delivery during the
eighteenth and nineteenth centuries. Chapter 2 explores whether a theory based on
communication by words can be applied to textless music, and examines the
expressive and technical correlations between the human voice and the violin,
specifically focussing on the bow. While the issues of expressive performance

discussed here are universally applicable to all instruments/voices, and will therefore
be relevant to players of every instrument, the specifics of how to achieve expressive
performance are described in terms of string techniques. Chapter 3 delineates the
differences between notated expression marks — those which are prescribed by the
composer — and ‘non-notated’ expression, which is the responsibility of the
performer in order to create delivery which is moving.

In chapters 4 and 5 concepts of rhetorical delivery are applied to the
performance of Mozart’s Sonatas for Violin and Keyboard. Chapter 4 focuses on
issues of articulation, while chapter 5 evokes eighteenth-century descriptions of
accent and emphasis, and their importance to dynamic variety and hierarchies of
phrasing. Mozart’s own performance instructions are discussed in the light of
practices contemporary to his music, and rhetorical theories of composition and
performance are used to interpret the expressive burpose of these markings. These
findings serve as a point of departure for the investigation of those aspects of
performance which are not notated by the composer, but which were conventions of
the time, and considered the duty of the performer in order to fulfil the expressive

aims of rhetoric.
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INTRODUCTION

Rhetoric and Current Musicology: the Rhetoric of Composition and the

Rhetoric of Performance

Rhetoric is an art consisting of numerous creative disciplines, which combine to
accomplish the tripartite aim of the orator: to compose and deliver a speech which
should teach, delight, and move the listener (Quintilian: IIl.v.1). The art of rhetoric,
that is, the art of persuasion, is thus divided into five stages or canons; the first three
canons are related primarily to the composition of a speech, and the last two to its
performance. Inventio is the stage during which the orator invents the idea that he
will present to his audience; dispositio is the arrangement of this idea into an
argument; elocutio is the stage at which this argument is furnished with tropes and
figures of speech, thereby making it more eloquent (this elaboration can be done both
in composition and in performance); memoria is the committing of the speech to
memory; pronunciatio is the delivery of the speech, whereby the orator aspires to
teach, delight and move the audience. By following this five-part structure, and with
not a small amount of talent from the orator, it was believed that he could physically
affect the constitution of the listener’s four humours — phlegm, black bile, yellow bile
and blood — which were thought to regulate each person’s passions, or emotions.’

As a means of communication and persuasion, rhetorical theory was also
applied to other arts — including music, painting, dance and drama — particularly
during the Renaissance and Baroque periods.” Its widespread influence was hardly
surprising, given the primacy of rhetoric within society at this time; rhetoric not only

formed the basis of education systems across Europe, but was also seen in practice in

court, parliament and the church.

Rhetoric has thus provided a context for the understanding of Baroque music
and its expressive content, or Affekt, and is largely accepted as an important facet of
music from this period, being described as having ‘profoundly affected the basic
elements of music’ (Wilson, 2001: 260). However, modern scholarship of musical

rhetoric has generally been biased towards the canons of rhetoric which form the

' The theory of the four humours was initiated by the Greek Doctor, Hippocrates (460-370BC)
2 This cross-discipline influence is discussed by Le Coat (1975): The Rhetoric of The Arts, 1550-16350.

Bemn: Herbert Lang and Co. Ltd.



compositional process, particularly focusing on dispositio (the arrangement or form
of a piece of music) and elocutio (the elaboration of a musical idea using figures and
tropes). This has been to the detriment of the two canons of performance-rhetoric,
memoria and pronunciatio.

Dispositio and elocutio were certainly adapted to music by numerous
theorists throughout the Baroque era. Parallels between musical and rhetorical
structures were drawn by writers across Europe during the seventeenth and
eighteenth centuries, for example iIn the treatises of Marin Mersenne (Harmonie
universelle, 1636-7), Athanasius Kircher (Musurgia universalis, 1650) and Johann
Mattheson (Der vollkommene Capelimeister, 1739). Joachim Burmeister’s Musica
autoschediastike (1601) is the earliest treatise to make an explicit link between
elocutio 1n rhetoric and music, listing definitions of figures and describing their
musical counterparts. This paved the way for other theorists to give their own
interpretations of musical-rhetorical figures throughout the eighteenth and nineteenth
centuries.

Present-day musicologists have striven to catalogue the various ways in
which these hiterary concepts were adapted and related to music, perhaps the most
impressive example being Dietrich Bartel’s study, Musica Poetica, which gathers
together the many divergent interpretations and descriptions of musical rhetorical
figures throughout the Baroque period. Furthermore, modern scholars have applied
these rhetorical concepts to musical works, using theoretical treatises to understand
the compositional and artistic processes of composers throughout the Renaissance
and Baroque eras.” This type of rhetorical analysis dates back to Renaissance and
Baroque compositional treatises, many of which applied theoretical rhetorical
concepts to specific pieces of music. For example, Praecepta musicae poetica by
Gallus Dressler (1563) explicitly compares the formal construction of musical
compositions to the divisions of a speech, and Burmeister describes the use of
musical rhetorical figures in the music of Lassus (1601).

Although rhetoric-sceptics are keen to argue that there is little proof to

support the suggestion that musicians were aware (consciously or sub-consciously)

of rhetorical concepts during the compositional process, there is often much

* See for example, R. Toft (1984): ‘Musicke a sister to Poetrie: Rhetorical artifice in the passionate
airs of John Dowland’. Early Music XII/2 190-99. W. Kirkendale (1997): ‘On the Rhetorical
Interpretation of the Ricercar and J.S. Bach's Musical Offering ’. Studi Musicali xxvi, 331-76.



corroborative evidence in the form of biographical links between composers and
theorists, and statements by individual composers which demonstrate their interest in
musical-rhetorical theories. For example, Georg Philipp Telemann wrote in his
foreword to the sacred cantatas Harmonischen Gottesdienstes (1731) that in his
musical setting of the text, he aimed ‘to make the enunciation understandable and to
apply the rhetorical figures in such a way, that the emotional impulses that reside in
the poetry might be awakened’ (translated in Krones, 2001: 515). He thus advocates
the use of rhetorical figures as a compositional device in order to convey the
meaning of text, and to move the passions of listeners.

More disputed than the application of rhetoric to Baroque music, though, is
the link between Classical music and rhetoric. Some scholars have attributed what
they describe as the declining influence of rhetoric during this era to its
incompatibility with two new aesthetic movements. The first of these movements
consists of ““rational” schools of thought, which demanded “objectivity”, ie. Laws,
structures, predictability and verifiableness, and fixed order’ (IJsseling, 1994: 1) —
this concept is represented musically by the periodicity and grace of the mid-
eighteenth century Galant style. Secondly, the rise of increasingly ‘romantic’ notions
of self-expression, as heralded during the same period by the Empfindsamkeit style,

seem to deny the appropriateness of a ‘system’ of expression such as is provided by

rhetoric:
Although it was a valiant attempt by Scheibe [in 1745] to salvage the

Baroque rhetorical concepts for the new music aesthetic, it was
ultimately doomed to failure. For the coming age, intent as it was on an
individualistic expression of subjective sentiment in “natural” melody,
could not accommodate a concept which had evolved in and indeed was

reflective of a fundamentally contradictory concept of music. (Bartel,
1997: 156)

Similarly, Peter Hoyt views the link between Classical composition and rhetoric as

tenuous at best:

The extent to which rhetoric impinged upon compositional thought,

however, remains a subject of much debate... It is thus difficult to see

classical rhetoric as part of a comprehensive Weltanshauung influencing

the compositional choices of late eighteenth century musicians. (Hoyt,

2001: 272-3)



What these critics fail to recognise is that while rhetoric can be described as a
‘system’ — 1n that it offers a framework for orators and musicians alike, acting as a
guide in the techniques of composition and delivery — it is consistently promoted
with the caveat that in order to teach, delight and move, the skilful orator (or
musictan) must use infinite variety. The ‘system’ of rhetoric therefore warns against
a ngid and rule-bound approach to oratory. For example, while Cicero lists the vocal
techniques which are suitable for the expression of Affekts such as anger,
compassion, sorrow, fear, energy, dejection and joy — thereby, in effect, consigning
‘rules’ of delivery to each passion — he maintains that every aspect of voice
management offers scope for diversity, and therefore that beyond his
recommendations for good delivery, there are a multitude of ways in which the

different Affekts can be expressed by each individual:
For the tones of the voice are keyed up like the strings of an instrument,

so as to answer to every touch, high, low, quick, slow, forte, piano, while
between all of these in their several kinds there is a medium note; and
there are also the various modifications derived from these, smooth or
rough, limited or full in volume, tenuto or staccato, faint or harsh,
diminuendo or crescendo. For there are none of these varieties that
cannot be regulated by the control of art; they are the colours available
for the actor, as for the painter, to secure variety. (Cicero: II.1vii.216-
217)
Thus, rhetoric 1s a system of communication which by no means limits the artistic
creativity of the speaker or musician; one of its central precepts is the necessity for
variety as a means for moving and pleasing listeners, and rhetoric can therefore be
seen as a framework within which there is endless scope for compositional and
performance freedom, and which offers a relevant context for the understanding of

the divergent musical styles of the eighteenth and nineteenth centuries.

The modemn scholarship that does exist on Classical music and rhetoric
mainly takes its lead from Baroque musicology, focusing less on matters relating to
performance and discussing instead the continuing relevance of rhetoric to
composers’ formal designs and the use of figures. Indeed, there is supporting
contemporary theoretical evidence of the continuing influence of rhetoric on
composition during the Classical period, particularly in relation to dispositio and

elocutio. In terms of structure (dispositio), parallels were drawn between sonata form



and rhetoric. In his Musikalischer Almanach fiir Deutschland (Leipzig, 1784),
Johann Nicolaus Forkel invokes rhetoric when discussing sonata form:
one of the foremost principles of musical rhetoric and aesthetics is the
careful ordering of musical figures and the progression of the ideas to be
expressed through them, so that these ideas are coherently set forth as in
an oration... according to logical principles... still preserved by skilled

orators — that 1s, exordium, proposition, refutation, confirmation, etc.

(Forkel, 1784; quoted in Irving, 2001: 677)

Similarly, Georg Joseph Vogler uses rhetoric to describe variation form:

Variations are a type of musical rhetoric, where the given meaning
appears in different guises, with the distinction that the boundary lines
are much more rigorously determined in music than in oratory. (Vogler,

1793: 2)
Musical-rhetorical figures also remain prominent in a number of theoretical

treatises from the eighteenth and nineteenth centuries. Notable advocates are Forkel

and Johann Scheibe. Scheibe, at the very start of the Classical period, rather

presumptuously states that:
Everyone will agree with me, if I state that it is the figures which give the
greatest impression to the musical style and lend it an uncommon
strength.... It 1s the same in music as in oratory and poetry. Both these
fine arts would possess neither fire nor the power to move, if one took

away from them the use of figures. Could one indeed arouse and express

the passions without them? (Scheibe, 1745: 683; quoted in Waite, 1970:

388)
As was the case during the Baroque period, these links between rhetoric and

composition are made most often by musical theorists — the practical application of
such concepts to specific works must be made with caution, given that the composers

themselves rarely wrote about their compositional processes. Hoyt cites this as

further evidence of the demise of the influence of rhetoric on composition during the

Classical period:
[there has been the suggestion] that rhetoric did not provide models for

composers; rather, writers on music seem to have adapted rhetorical

concepts to conform — rather tenuously —~ to musical practice. (Hoyt,

2001: 273)



In response to this theoretical evidence, however, numerous modern
publications have striven to show that Classical composers were indebted to
rhetoric.* Issues of performance, however, are generally side-lined.’ In his study of
Wolfgang Amadeus Mozart’s keyboard sonatas, Irving avoids pronunciatio
altogether, writing that ‘Delivery... had to do with the “performance” of an oration
rather than its composition; musically, this is the preserve of performance practice
rather than actual composition’ (Irving, 1997: 110). Joshua Rifkin boldly states that
‘the [rhetorical] treatises from the late fifteenth century to the eighteenth are
addressed to composers, not performers or analysts; they have to do mainly with
composing pieces of music, not usually with performing them’ (Sherman, 1997:
383). It is also common for references to delivery to be cursorily appended to studies

on compositional rhetoric; Beghin states that while his analysis of Haydn Piano
Sonatas is focussed on inventio, dispositio and elocutio, ‘the two stages of
performance, memoria and pronunciatio, will always be latently present’ (Beghin,
1997: 202). Ratner similarly deals with performance briefly at the end of a lengthy
analysis of rhetorical influences on Classical compositional style (Ratner, 1980: 181-

202).
Clearly, performance, particularly that which aims to teach, delight and move

the audience, should be a response to and communication of a composer’s expressive
language, and the performer must therefore strive to understand the compositional

devices at work in a piece of music. These compositional devices consist of

conventions of style and idea, which are often summarised as the term ‘topic’ or

* For discussions on compositional rhetoric in Classical music, see John Irving (1997): Mozart’s

Piano Sonatas. Contexts, Sources, Style. Cambridge: Cambridge University Press; T. Beghin (1997):
‘Haydn as Orator’, in E. Sissman (ed.) Haydn and His World. Princeton: Princeton University Press;

E. Sissman (1994): ‘Pathos and the Pathétique: Rhetorical Stance in Beethoven’s C-minor Sonata,
Op.13’. Beethoven Forum 3, 81-105; L.G. Ratner (1980): Classic Music: Expression, Form, and Style.
New York: Schirmer Books; M.E. Bonds (1991): Wordless Rhetoric and the Metaphor of the Oration.

Massachusetts: Harvard University Press.
3> Notable and useful studies which discuss performance in relation to rhetoric include R. Toft (2000):

Heart to Heart: Expressive Singing in England 1780-1830. New York: Oxford University Press; and
G. Barth (1992): The Pianist as Orator: Beethoven and the Transformation of Keyboard Style. Ithaca:
Cornell University Press. However, these works focus on the application of rhetoric to specific aspects
of Classical performance practice (singing in England, and Beethoven’s keyboard playing), and tend
to concentrate more on the theory and history of performance issues rather than on their application to
the interpretation of the delivery of the music itself. Brief mention of rhetoric and performance is also
made in R. Stowell (2001): The Early Violin and Viola, A Practical Guide. New York: Cambridge
University Press. A recent study on rhetoric and performance, T, Beghin (2007): Haydn and the
Performance of Rhetoric, was published too late for proper inclusion in this thesis. The main
innovation of this study is the inclusion of a DVD, meaning that some of the book’s arguments are
brought to life through performance.

10



‘topos’; 1n rhetoric, these topics (or loci topici) are described as an aspect of first
canon of composition, inventio, and essentially provide categories of ideas from
which arguments can be constructed. This concept has been transferred to modern
music scholarship; most notably, Leonard Ratner alludes to the various ‘topics’ and
their associated ‘meanings’, which are recurrent in Classical music (Ratner, 1980: 9-
29). Integral to this thesis will be such ‘topics’ as dance and the ‘cantabile style’.
Further specific compositional devices, including the use of musical rhetorical
figures (which impact on all aspects of composition: harmony, melody and rhythm)
and poetic feet, as outlined in eighteenth- and nineteenth-century treatises, are also
important points of departure for discussions of delivery throughout this study. With
a knowledge of these compositional conventions, performers can hope to fulfil Carl
Philipp Emanuel Bach’s advice that ‘a stirring performance depends on an alert mind
which is willing to follow reasonable precepts in order to reveal the content of
compositions’ (C.P.E. Bach, 1753: 147). And yet, delivery, or pronunciatio, is a
rhetorical discipline in its own right — it has its own system of communication, and is
a subject worthy of proper and thorough academic study. Therefore, while ‘topics’
and conventions of Classical composition are acknowledged and assimilated, it is the
consequences that such devices have on performance which constitute the central
concern of this thesis.

The importance of delivery as a form of communication in its own right is
succinctly illustrated in an example given by Thomas Sheridan (1719-1788). In his
discussion of the use of a varied voice, he writes that: ‘to use a trite instance, the
following sentence may have as many different meanings, as there are words in it, by

varying the emphasis. “shall you ride to town to-morrow?”” (Sheridan, 1762: 58). By

placing the stress on ‘shall’, the speaker raises a general sense of doubt; with ‘shall
you ride to town to-morrow?’ it becomes a question of who will ride to town: ‘shall
you ride to town to-morrow?’ casts doubt over the method of transport; a stress on
‘town’ queries where the person is travelling to; and by emphasising the word “to-

morrow’, it becomes a matter of when the person is travelling to town. It is thus the
way that the words are delivered that gives them meaning. One need not change the
order (or dispositio) of those words, or the words themselves (elocutio). But by
repeating the sentence with the emphasis on a different word each time, it is imbued
with entirely new meanings. Similarly, any musical phrase can receive a variety of

contrasting effects, simply by emphasising a different note or motive (as will be

11



discussed in chapter §5). This bond between delivery in speech and music can be
observed in eighteenth- and nineteenth-century writings: in chapter 1 we shall see
that the two art forms regularly drew from each other’s teachings in order to
corroborate and illustrate the importance of delivery, and the techniques involved
therein. It is therefore entirely appropriate for the twenty-first-century musician to
turn to the art of rhetoric in their quest for good performance. Indeed, rhetoric offers
musicians a valuable vocabulary for the description of expressive delivery, which
can only enhance our approach to performance. Good delivery is thus essential in
order to communicate speech and music to listeners, and 1t certainly deserves more
than a brief mention as an addendum to the application dispositio or elocutio to a
piece of music.

Hence, if the Baroque era saw a ‘high flowering’ (Krones, 2001: 514) of the
rhetoric of composition, with its plethora of theoretical writings on musical-rhetorical
structures and figures, the Classical period can be seen to represent a high flowering
of the rhetoric of performance (a view which is shared by Barth, 1992: 3 and
Buelow, 2001: 271). The sudden surge in performance treatises during this period
certainly suggests this new trend in the application of rhetoric to music; and unlike
compositional rhetoric, which is promoted during the eighteenth and nineteenth

centuries almost exclusively by theorists, the rhetoric of delivery is promoted by the

performers themselves. Classical performance treatises therefore stand as a testament
to the practical application of the art of pronunciatio at this time.
It is easy not to fully appreciate the scope of rhetoric; it is an all-

encompassing system, drawing together the aesthetics, compositional and
performance practices of its time. As such, the word ‘rhetoric’ is often used,
incorrectly, as a synonym for some of the concepts that constitute it. Nevertheless,
rhetoric has clearly come to be important in understanding the historical and
aesthetic context of Baroque and Classical music. It is a concept which helps to
deepen our appreciation of compositional processes, and which, in spite of a lack of
thorough scholarship on the fifth canon of rhetoric, the art of delivery, is of practical
use to performers today. Hammoncourt’s Baroque Music Today demonstrates the
extent to which the concept of rhetoric has infiltrated modern performance, and the
number of references to rhetoric in CD liner notes illustrates the fact that the term
‘rhetoric’ has become an integral part of the vocabulary of historically-informed
performance. This is further confirmed by Judy Tarling’s The Weapons of Rhetoric;

12



Tarling has compiled a manual on the basic precepts and theories of rhetoric,
creating an accessible guide which is widely read by performers, academics and
students alike. It provides a useful overview of rhetoric, specifically in relation to
Baroque and Renaissance music.

In an attempt to expand the existing scholarship on the rhetoric of music, this
thesis 1s intended to contribute to two areas of study which are too often neglected,
exploring the relevance of rhetoric to Classical music, and focussing in detail on just
one canon of the art — pronunciatio. Furthermore, since music is primarily an oral art,
this thesis will only investigate one of the two parts of pronunciatio: as Quintilian
(c.35-95 AD) wrote, ‘Delivery, taken as a whole, 1s divided... into two parts, voice
and gesture. One appeals to the eye, the other to the ear, the two senses by which all
emotion penetrates to the mind. We must first speak about voice, to which gesture
also has to conform’ (XI.1ii.14). Mozart, whose Sonatas for Violin and Keyboard are
taken as case studies for the application of concepts of rhetorical delivery in chapters
4 and 5 of this thesis, similarly declared his allegiance with sound over gesture. In a
letter to his father, written on November 8" 1777, Mozart admitted that:

I cannot write in verse, for I am no poet. I cannot arrange the parts of
speech with such art as to produce effects of light and shade, for I am no
painter. Even by signs and gestures I cannot express my thoughts and

feelings for I am no dancer. But I can do so by means of sounds, for I am

a musician. (W.A. Mozart; in Anderson, 1985: 363)

Sources
In any study of rhetoric, the classical writings of such as Quintilian, Aristotle (384-

322 BC) and Cicero (106-43 BC) are an important point of departure. Quintilian’s
Institutio Oratoria (95 AD) offers by far the most complete discussion of the art of
delivery, and is rich in analogies between music and rhetoric. Other classical texts
consulted here include Cicero’s De Oratore (55 BC), Aristotle’s Rhetoric (Greek
fourth century BC) and the anonymous Ad Herennium (c.90 BC). The continued

editions and translations of these works, which extend well into the eighteenth

century, are evidence of their ongoing relevance during the Classical period.°

® For references to eighteenth-century editions of classical rhetoric, and of their integration into other
eighteenth-century writings: D.C, Stewart (1979). ‘The Legacy of Quintilian’. English Education
11.2, 103-17; J.L. Mahoney (1958): ‘The Classical Tradition in Eighteenth-Century English

13



A number of eighteenth-century rhetorical treatises (which are discussed fully
in chapter 1) demonstrate that the art of performance flourished during this period:
while this fascination in pronunciatio was pan-European, the tracts of the English
Elocutionists are here taken as representative of eighteenth-century teachings on

delivery. Sheridan’s A Course of Lectures on Elocution (1762), William Cockin’s

The Art of Delivering Written Language: or, An Essay on Reading (1775), and John
Walker’s The melody of speaking delineated; or, elocution taught like music, by
visible signs (1787) are consulted, alongside Michel Le Faucheur’s Traitte de
l’action de l’orateur ou de la pronunciation et du geste. Originally published in Paris
in 1657, the 1727 English translation of this work, The art of speaking in publick: or
an essay on the action of an orator; as to his pronunciation and gesture, has been
cited by scholars of rhetoric as the greatest influence on the English Elocutionists
(Howell, 1971: 165; Conley, 1990: 213).’

Since the aim of chapter 2 is to trace the correlation between the qualities of
the human voice and the art of violin playing throughout the Classical era, the
majority of treatises referred to here span the whole period, from 1750 to the 1830s.
The earliest works include such as Francesco Geminiani’s The Art of Playing on the
Violin (1751), Leopold Mozart’s Versuch einer griindlichen Violinschule (1756),
and the writings of Giuseppi Tartini, who is said to have been a strong influence on
Leopold, Traité des agréments de la musique (1771). Representing the latter years of
Classical violin performance practice are Louis Spohr’s Violinschule (1832) and
Pierre Marie Francois de Sales Baillot’s L’Art du violon: Nouvelle méthod (1834).
Later treatises, in particular those which are a continuation of the ‘French school’ of
violin playing initiated by Giovanni Battista Viotti (and embodied by such as
Baillot), are also cited, demonstrating the continued connection between violin
playing and the voice well into the nineteenth century. Such works include Ecole du

violon: méthode compléte et progressive (1844) by Delphin Alard, who was Baillot’s

successor at the Paris Conservatoire, Charles-Auguste de Bériot’s Méthode de violon

(1858) and Charles Dancla’s Méthode élémetaire et progressive du violon, Op.52

Rhetorical Education’. History of Education Journal 93-7; T.M. Conley (1990): Rhetoric in the

European Tradition. Chicago: University of Chicago Press.
T As it is the 1727 translation of Le Faucheur’s treatise which is thought to have initiated the

eighteenth-century Elocutionary movement, it is this version which will be cited and referenced

throughout this thesis.
* For clarity, Leopold Mozart will henceforth be referred to as ‘Leopold’ within the text, and

Wolfgang Amadeus Mozart will be referred to as ‘Mozart’.
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(c.1860). Marking the end of a tradition, Bériot 1s described as having ‘modernized
the classical French school, established by Viotti and perpetuated at the
Conservatoire by Rode, Kreutzer and Baillot’ (Schwarz, 2001: 359), while Dancla is
regarded as being the last ambassador of the French school of playing (Mell and

Newark, 2001: 914).

Chapters 4 and 5 of this thesis consist of the application of concepts of
expressive delivery to Mozart’s Sonatas for Violin and Keyboard. Here, Leopold’s
violin treatise is the main point of departure for issues relating to string playing.
While we cannot prove that Mozart adhered to his father’s teachings, Leopold’s
treatise offers invaluable insight into the context within which Mozart would have
learnt the tools of his trade. Other contemporary instrumental and vocal treatises are
taken into account, offering a broader framework for the understanding of
performance issues. Indeed, Leopold himself mentions numerous works in letters: for

example, on May 29™ 1778, he lists Carl Philipp Emanuel Bach’s keyboard treatise

Versuch iiber die wahre Art das Clavier zu spielen (1753) and Johann Friedrich
Agricola’s translation and enlargement of Tosi’s tract on singing, Anleitung zur
Singkunst (1757) (see Anderson, 1985: 548-9). Leopold also refers to Johann
Joachim Quantz in the introduction to his violin treatise (L. Mozart, 1756: 22).
Indeed, Quantz’s Versuch einer Anweisung die Flote traversiere zu spielen (1752)
offers the most complete and influential treatise on wind playing during this period,
and in 1768 it was described by Johann Adam Hiller as providing the same service

for wind players as Leopold’s treatise does for string players:

Herr Mozart’s Violin School and Herr Quantz’s Instructions on the Flute
should not remain unknown to lovers of these instruments.... Both works
are still highly esteemed after more than two decades. (Hiller, 1768;

quoted in Deutsch, 1965: 79-80)
Leopold’s Versuch saw numerous reprints and translations well into the
nineteenth century: it was revised for 2" and 3" editions in 1769-70 and 1787, and
was translated into Dutch in 1766 and French in 1770, with revisions continuing until

1817 (Eisen and Keefe, 2006: 299). In the preface to the 1804 version, however, the

editor writes that ‘this book now displays the signs of age’ (quoted in Stowell, 1991:
127). Treatises including Baillot, Pierre Rode and Rudolphe Kreutzer’s Méthode de

15



violon ° (1803) are representative of the more up-to-date techniques associated with
the Tourte violin bow, which would have been gradually coming into use at the end
of the eighteenth century, towards the end of Mozart’s life. Fittingly, the preface to
the 1817 revision of Leopold’s treatise asserts that the writings of the French school
(such as that of BRK) and those of Leopold ‘belong together, so to speak, and
supplement each other’ (quoted in Stowell, 1991: 157). Later eighteenth-century
keyboard, wind and vocal treatises are also consulted. These include Johann George
Tromlitz’s Ausfiirliche und griindliche Unterricht die Flote zu spielen (1791), Daniel
Gottlob Tiirk’s Klavierschule oder Anweisung zum Klavierspielen fiir Lehrer und

Lernende mit kritischen Anmerkungen (1789) and Hiller’s Anweisung zum

musikalisch-zierlichen Gesang (1780).

References to the rhetorical aims and devices of Mozart’s compositional
language are supported by theorists who were known to Leopold. Corroborating the
assertion that the writings of such as Cicero and Quintilian continued to influence
eighteenth-century scholars, Irving states that Leopold would have been well versed
in the classical tracts on rhetoric through his philosophical and legal studies at the
University of Salzburg (Irving, 1997: xvii), and furthermore that in his preparation
for writing Versuch, he ‘immersed himself in the study of rhetorical textbooks’
(Irving, 1997: 106). Indeed, letters to his publisher on June 9" and August 28" 1755
requested that he be sent works by Johann Cristoph Gottsched (he is known to have
owned both Ausfiihrlich Redekunst [1736] and Grundlegung einer Deutschen
Sprachkunst [1748]) (Irving, 1997: 192), and the list of theorists in the introduction

to the second section of Versuch includes a number of musicians whose work is

indebted to the teachings of rhetoric, such as Scheibe, Mattheson, Spiess, Marpurg
and Riepel (L. Mozart, 1756: 22). It is also known from his letters that Leopold

owned a copy of Mattheson’s Der volkommene Capellmeister (1739) (see Irving,
1997: xvii). Other contemporary theoretical works are also cited, including Heinrich
Cristoph Koch’s Versuch einer Anleitung zur Composition (consisting of three

volumes published in 1782, 1787 and 1793 respectively), and Johann Phillip

Kimberger’s Die Kunst des reinen Satzes in der Musik (published in two volumes,

1771 and 1776-9 respectively).
Throughout this thesis, citations from treatises will be referenced with their

year of publication. This is with the exception of classical rhetorical texts, for which

? Méthode de violon by Baillot, Rode and Kreutzer will henceforth be abbreviated to BRK.
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citations will be referred to according to their book, chapter and section numbers.
Since reliable modern translations of the primary sources listed above exist (also
including Mozart documents, such as letters), these have been used throughout ~ the
full details of translators and year of publication can be found in the bibliography.
Reliable urtexts of Mozart’s Sonatas for Violin and Keyboard (namely, Neue
Mozart Ausgabe [NMA] and Peters Edition) have been the starting point for
collating Mozart’s performance information. Close reference to the critical
commentaries of these editions is particularly elucidating with regard to the content
of Mozart’s autograph scores, and authorised first printed editions have been
consulted by the current writer where possible. Where pertinent to the argument of

the thesis, differences between autograph and first editions are referenced. The

movements contained in appendices have been copied from Peters Urtext Edition,

with kind permission.
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CHAPTER1

The Rhetoric of Performance in the Eighteenth and Nineteenth Centuries

The Art of Delivering Speech
From the beginnings of rhetoric, delivery (or pronunciatio, the fifth canon of
rhetoric) has been unanimously lauded as indispensable to the aims of oratory, and

therefore as holding a high status alongside the other canons of the art, inventio,
dispositio, elocutio and memoria. Aristotle was the first Greek theorist to discuss
delivery, describing it as contributing to the °‘style’ of expression of a speech
(Aristotle: 111.i.2), and as being an aspect of oratory which ‘largely contributes to
making the speech appear of a certain character’ (Arstotle: III.i.3). Aristotle
therefore regards delivery as one of the greatest means of fulfilling the goal of

rhetoric: to persuade the listener. Cicero similarly praises delivery in De Oratore,

referring to it as the most important canon in the art of rhetoric:

But the effect of all these oratorical devices depends on how they are
delivered. Delivery, I assert, is the dominant fact in oratory; without
delivery the best speaker cannot be of any account to all, and a moderate

speaker with a trained delivery can often outdo the best of them. (Cicero:

I11.1v.213)
For Cicero, then, the compositional ‘devices’ of rhetoric can only fulfil their

persuasive aims when they are supported and conveyed by good delivery. Indeed,
both Cicero and Quintilian (in his Institutio Oratoria) recall the story of
Demosthenes, who, when asked to give his opinion on ‘the chief excellence in the
whole art of oratory, gave the palm to delivery and assigned to it also the second and
third place, until he ceased to be questioned, so that he may be thought to have
esteemed 1t not merely the principal, but the only excellence’ (Quintilian: XI.iii.6).
Even the anonymous writer of Rhetorica ad Herennium, who does not agree
that any one canon of rhetoric should be awarded more importance than another,

concedes that ‘an exceptionally great usefulness resides in delivery’. He further

confirms that the perception of delivery’s high status was widespread, stating that
‘Many have said that the faculty of greatest use to the speaker and the most valuable

to persuasion is Delivery’ (I11.x1.19).

18



In spite of the significance attributed to delivery, and its role in persuading
listeners, 1t i1s an aspect of rhetoric which was often relegated by writers and orators
in favour of the study of the three compositional canons of rhetoric: inventio,
dispositio and elocutio. This disparity was noted in the writings of classical theorists,
Cicero and Quintilian being amongst the few to dedicate themselves to redressing the

imbalance. Cicero writes that ‘My reason for dwelling on these points is because the
whole of this department [delivery] has been abandoned by the orators’ (Cicero:
I11.Ivi.214).

The reason for the neglect of the art of delivery is two-fold: first, the power of
persuasion which is inherent in good delivery carries with it some questions of
morality in traditional oratory. Aristotle in particular was aware of a battle between
an eloquent style and the accurate content of speech, and disapproved of orators who
sought to persuade listeners through their skills of performance alone, rather than
imbuing their arguments with solid facts and truth. Some orators were thus thought
to have used unfair means to persuade listeners, which has serious consequences in
such important arenas as courts of law and the church. For this reason, Aristotle
stated that delivery, when ‘rightly considered’, ‘is thought vulgar’ (Aristotle: II1.1.5).
This was a view which would later be echoed by Immanuel Kant (1724-1804) in his
third Critique in 1790.

The second obstacle to in-depth investigations of delivery was the 1ssue of
nature versus nurture; many believed that since good delivery requires a natural
talent, it cannot be quantified or taught. Furthermore, because the Affekt of delivery

is entirely related to the passions, or emotional response, of listeners, it cannot be

successfully described in words:

Now, when delivery comes into fashion, it will have the same effect as
acting. Some writers have attempted to say a few words about it... and in

fact, a gift for acting is a natural talent and depends less upon art

(Aristotle: II1.i.7)
No one has written carefully on this subject [delivery] — all have thought

it scarcely possible for voice, mien, and gesture to be lucidly described,

as appertaining to our sense-experience. (Rheforica ad Herennium,

I11.x1.19)

Perhaps it was these barriers to the study of delivery which resulted in its

virtual absence in later writings on rhetoric — a fate which was sealed during the
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years of its temporary decline, the Medieval and Renaissance periods. The blame for
this beleaguered attention to delivery is often attributed to Petrus Ramus (1515-
1572). A writer on rhetoric and dialectic, Ramus re-classified the five canons of
rhetoric, making style (elocutio) and delivery (pronunciatio) parts or rhetoric, and
assigning inventio, dispositio and memoria to dialectic. Kathleen Welch describes
this division of the canons as having ‘weakened not only delivery but rhetoric in
general’, and accuses the ‘persistent influence’ of Ramus’ theories of still having
repercussions on our current perception of rhetoric (Welch, 2001: 218).'?

It was not until the eighteenth century that the classical writings on delivery
found their fullest realisation: the British Elocutionary Movement, a school of
thought which spanned the eighteenth and nineteenth centuries and which was
founded by Sheridan, singled out delivery as the most important aspect of rhetoric,
assimilating classical theory and adapting it to a new social climate. The influence of
this movement was so great that it infiltrated every sphere of society, finding niches
in education, in the public arenas of the church, bar and parliament, and in the home.
This popularity is testified by the fact that by 1785 the largest proportion of
rhetorical writings in England were handbooks on delivery (Enos, 1996: 496), and

Sheridan’s A4 Course of Lectures on Elocution was universally available in British

elementary schools between the 1760s and 1800 (Howell, 1971: 246).

Thus, the Elocutionary Movement was central to the continuation of
traditional rhetorical delivery in eighteenth-century Britain, providing a model for
speakers in courts, church and parliament. Even in this traditional sphere, however,
the eftects of social change on rhetoric were apparent. For example, preachers were
no longer instructed in how to compose and deliver their own original sermons, but
instead in how to deliver pre-existing readings from the Book of Common Prayer
(Howell, 1971: 154). In A Course of Lectures on Elocution, Sheridan insists that
even when the words are not a speakers’ own, he must deliver them naturally and
eamnestly (Sheridan, 1762: 5-6), so as to persuade and move the listeners. By

removing composition from the rhetorical scheme in this way, the success of the

preacher is entirely hinged on his skills of delivery."’

% See also W. Covino, and D.A. Jolliffe (1995): ‘Ramus’, in Rhetoric: Concepts, Definitions,
Boundaries. Boston: Longman, pp.78-9.

'!' Although rhetorical delivery is the focus of this thesis, it is important to acknowledge the various
branches of rhetoric which emerged during the eighteenth and nineteenth centuries — indeed, the other
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The importance of producing convincing delivery also impacted new areas of

public life during the eighteenth century. While at the start of the century universities
primarily provided a training ground for men intending to enter the ministry, during

the second half of the century, as people began to become more ‘upwardly mobile’,

four canons of rhetoric (inventio, dispositio, elocutio and memoria) by no means disappeared from
theoretical writings. For example, the eighteenth and nineteenth centuries saw four divergent branches
of rhetorical study in Britain; the Elocutionists, Stylists/Neo-Classicists, Belletrists and
Epistemologists each offer an individual response to the dichotomy between an old rhetoric based on
the five canons described by ancient Greek and Roman traditions, and a new rhetoric which while
retaining conventional aspects of rhetoric is also influenced by the philosophical concepts of the time.
Traditional rhetoric persisted mainly in the theoretical tracts of the ‘Stylists’ or ‘Neo-
Classicists’, in the official speech-writing of politicians and ministers, and as a basic foundation to the
new branches of rhetoric. This approach, championed by scholars such as John Ward (1679-1758) and
John Holmes (1703-1759), focuses on the theory (rather than practice) of traditional systems of

rhetoric, with a particular interest in the use of figures and tropes to omament speech.
Beyond this traditional approach, the aesthetic aims and practices of rhetoric had begun to

evolve. While the purpose of rhetoric ‘to teach, delight and move’ remained constant throughout the
period (as shall be discussed below), the methods for achieving this are indebted to a new
understanding of human nature and the passions. Belletrism and Epistemology both disseminate the
traditional teachings of rhetoric, but their innovations are that they simultaneously reflect the influence
of contemporary concepts of philosophy, aesthetics and psychology on the study of rhetoric; their
teachings were less concerned with the traditional technicalities of composition, instead focusing on
the aims of rhetoric to teach, delight and move. The Bellestrists (led by Hugh Blair [1718-1800],
Adam Smith [1723-1790] and Lord Kames [1696-1782]) valued the issue of interpretation above that
of composition — in fact, Hugh Blair renounced the art of inventio (the first canon of rhetoric)
altogether, stating that this is a faculty which cannot be taught by rules (such as the loci topici of the
music theorist, Johann Heinichen [1683-1729]), and is instead guided by natural genius. In teaching
the art of interpretation, the Bellestrists aimed to instil good taste and morals in the reading and
listening public (Horner, 1996: 206, Covino, 1995: 32).

Epistemological rhetoric also centres on how speech is received by the listener, but has a
more psychological focus, investigating how speech affects the mental faculties of each individual. Its
theories combine old and new concepts, addressing the question of how the five traditional parts of
rhetoric (invention, arrangement, style, memory and delivery) can be adapted depending on the
listener, occasion and subject, in order to successfully teach, delight and move. An awareness of the
science of human nature, as it was understood during the eighteenth century, was thus fundamental to
achieving the ultimate aims of rhetoric. George Campbell, a bastion of the Epistemological rhetoric,

describes the purpose of his The Philosophy of Rhetoric as being;:
On the one hand, to exhibit, he [Campbell] does not say, a correct map, but a tolerable

sketch of the human mind; and, aided by the lights which the Poet and the Orator so
amply furnish, to disclose its secret movements, tracing its principal channels of
perception and action, as near as possible to their source: and, on the other hand, from
the science of human nature, to ascertain with greater precision, the radical principles of
that art, whose object it is, by the use of language, to operate on the soul of the hearer,
in the way of informing, convincing, pleasing, moving, or persuading. (Campbell, 1776:;
xliii)

‘Belletristic’ and ‘Epistemological’ rhetorics were popular on many curricula in Britain and abroad

(notably in America), and Hugh Blair’s Belles Lettres (1789) became the standard text for the study of

English in higher education (Miller, 2001: 231).

Thus, the history of rhetoric in eighteenth- and nineteenth-century society demonstrates that
its influence prospered long after the end of the Baroque era. Indeed, Vickers has stated that ‘If we
wish to understand European culture from the Sophists to the Romantics then our studies must include
rhetoric’ (Vickers, 1982: 13). In practice, however, the skill of composing and delivering one’s own
speech was becoming outmoded. Composition moved from the public sphere of speeches to the
private world of the written arts. The part of rhetoric that was therefore generally considered most

useful and relevant to eighteenth- and nineteenth-century life was delivery.
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this emphasis shifted to business (Horner, 1996: 206). This, along with the use of the
Book of Common Prayer, meant another change in the traditions of rhetoric;
communication was now taking place in English rather than in Latin or Greek. The
significance of delivery thus had a bi-partite implication for eighteenth-century
merchants. First, it enabled them to successfully steer their businesses using
persuasive speech. Secondly, a command of ‘good’ English led to a good reputation,

since it was perceived as an outward manifestation of social status and high-quality

education.

‘Good’ English was essential to social standing within the private world, as
well as in the public sphere of business. Those aspiring to high status were expected
to have an understanding of persuasive and moving speech, thus enabling them to
speak well in public, after dinners and on other such occasions. Furthermore, the
elocutionary movement was dedicated to preparing people for polite society by
eradicating regional accents; it was only through the use of proper English that
people would be taken seriously. This was indeed the case for Sheridan himself.
Born in Ireland, the cultivation of proper English was central to his success in
London. And it was his recognition of ‘the Want of proper Places to finish the
Education of a Gentleman® (Sheridan, 1757: 13-14) in both England and Ireland that
prompted him to pursue the subject of delivery at length in his many lectures and
treatises. The vast number of manuals on the subject and anthologies of speeches
written by Sheridan and his followers became the ‘self-help’ books of their time, and
‘spread educated tastes among the reading public by providing provincials, women,
and other marginalized groups with lessons on how to read and speak with the self-
control and moderate sentiment of a person of taste’ (Miller, 2001: 230). With this
teaching, the general public learned how to analyse critically and deliver the words
of others, a skill which was applied to public speaking, and general conduct within
polite society. Lord Chesterfield most clearly explained the significance of good
delivery in both work and polite society in a letter to his son, written in 1739. It is
remarkable and telling that he deemed it necessary to bring such issues of social
aspiration to the attention of a boy of just eight years old.:

A man can make no figure without it [eloquence], in Parliament or in the
Church, or in the law; and even in common conversation, a man that has
acquired an easy and habitual eloquence, who speaks properly and

accurately, will have a great advantage over those who speak incorrectly
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or inelegantly.... You must then, consequently, be sensible how
advantageous it is for a man who speaks in public, whether it be in
Parliament, or in the pulpit, or at the bar (that is, in the courts of Law), to
please his hearers. (Lord Chesterfield, 1739; quoted in Conley, 1990:
212)

Perhaps most interestingly for musicians, the rhetoric of delivery also
influenced the performing arts during the eighteenth and nineteenth centuries,
proving to be a useful subject for actors. The link between delivery on the platforms
traditionally associated with rhetoric (the pulpit and bar), and delivery on the stage, is
in fact an ancient one. Aristotle writes that delivery has become as much to do with
poetry (in other words, theatre) as rhetoric, stating that ‘people who excel in this [the
art of delivery] in their turn obtain prizes’ (Aristotle: IIl.i.7). In his (albeit critical)
account of the power of good delivery, he goes on to bemoan the ascendancy of style

over content:
poets, as was natural, were the first to give an impulse to style; for words

are imitations, and the voice also, which of all our parts is best adapted
for imitation, was ready to hand; thus the arts of the rhapsodists, actors,
and others, were fashioned. And as the poets, although their utterances
were devoid of sense, appeared to have gained their reputation through

their style, it was a poetical style that first came into being. (Aristotle:

[11.i.8)
Cicero further observes that there is much to be learned by orators from the status

afforded to delivery by actors: ‘this department has been abandoned by the orators,

who are the players that act real life, and has been taken over by the actors who only

mimic reality’ (Cicero: I11.1vi.214).
The continuation of the rhetorical art of delivery on the stage is at the heart of

the Elocutionary Movement. As we shall later see, French treatises on delivery are
often cited as having laid the foundations of the English Elocutionary Movement; it
is these works that Charles Gildon (c.1665-1724) invokes in his biography-come-

treatise on The Life of Mr. Thomas Betterton, a seventeenth-century actor. Gildon
describes the necessity for actors to train their voices and practise. His comments,

which derive from the French treatises, also parallel those of the ancient Greek and

Roman writers on voice-management and the aims of delivery:
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employ much care and time in learning the art of varying the voice,
according to the diversity of the subjects, of the passions you would
express or excite, stronger or weaker, higher or lower... a good voice,
indeed, though ill-managed, may fill the ear agreeably, but it would be
infinitely more pleasing if they knew how to give it the just turns, risings
and fallings, and all other variations suitable to the subjects of passions.
(Gildon, 1710: 102-3)
Notably, Sheridan began his career in Ireland on the stage, being employed at
the Theatre Royal in Smock Alley, Dublin, as both an actor and a manager. In 1759,
the year in which he dissolved the Dublin theatre company, he turned his attention to
the teaching of good delivery. But even during his years in London (where he moved
permanently 1n 1758) he again gravitated towards the theatre, becoming a partial
owner of his son’s theatre (Theatre Royal, Drury Lane) in 1776, and its manager
until 1781, In his autobiographical account of his endeavours to revive the art of
oratory, he explains that:

At length I found that 7heory alone would never bring me far on my

Way; and that continual Practice must be added to furnish me with
Lights to conduct me to my Journey’s End. To obtain this, there was but
one Way open, which was the Stage. (Sheridan, 1757:; 21)

Other champions of the Elocutionary Movement were also heavily involved in the

theatre — for example, Walker (author of The Melody of Speaking Delineated written
in 1787) worked under David Garrick (who also worked with Thomas Sheridan) at

Drury Lane.

The life of Richard B. Sheridan (1751-1816, son of Thomas Sheridan)
illustrates well the intrinsic links between delivery on the stage and oratory in the
political arena of parliament during the eighteenth century. Having been trained by

his father in daily elocution lessons, R.B. Sheridan’s primary career was,

unsurprisingly, based in the theatre; he was a playwright and theatre owner, and his
knowledge of good delivery would have been realised in his role as director. But it

was when he entered the political arena in 1780 that his own skills as a performer
were fully recognised. His speeches on the impeachment of Warren Hastings in 1787

were so compelling and moving that R.B. Sheridan was lauded as being ‘one of the

most persuasive orators of his time’ (C.J.L.P., 1985: 729). Hence, the skills of
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oratory taught by his father were fulfilled in the contrasting public worlds of
entertainment and politics.

The eighteenth- and nineteenth-century Elocutionary Movement thus
expanded the classical teachings on the importance of good delivery. With a rise in
literacy and the concurrent progress in the printing press, direction in good reading
and voice-management became readily available to a wider public. Many of these
treatises took a philosophical bent, expounding on the rhetorical aim of moving the
listeners (whether they be in the court, church, parliament, or theatre). This approach
was combined with an examination of the relationship between delivery and social
aspiration, detailing what constitutes ‘proper English’, and how to please listeners in
polite society (such as, for example, in the works of Thomas Sheridan and Cockin
[1736-1801]). Appropriately, these two seemingly divergent purposes of good
delivery, to move the passions of listeners and to ‘tickle’ the ears of genteel
company, are postulated by Quintilian, among others, in his summary of the aims of
rhetoric: to teach, to delight, and to move (Quintilian: IIL.v.1).

Although the Elocutionary Movement may appear to be a peculiarly English
phenomenon, its impetus came not only from the classical writings of Cicero and
Quintilian, but also from the French authors that Gildon refers to in his The Life of
Mr. Thomas Betterton. Indeed, Gildon attributes his comments on delivery to these
authors, stating that ‘I have borrow’d many of them from the French, but then the
French drew most of them from Quintilian and other Authors’ (Gildon, 1710: ix-x).
Howell has identified the forerunners of the British Elocutionary Movement as two
French theorists: Louis de Cressoles, whose Vacationes Autumales was published in
1620, and ‘more important by far’ (Howell, 1971: 162), Michel Le Faucheur. His
Traitte de l’action de l'orateur, ou de la Pronunciation et du geste first appeared
anonymously, and Howell has traced its earliest publication to 1657. By the end of

the seventeenth century it had reached at least seven editions, as well as a Latin

edition in 1690. Three anonymous English translations were made of the treatise, the
first appearing shortly after the Latin 1690 version. The second (1727) received a
lengthy title, outlining its wide-ranging usefulness ‘in the Senate or Theatre, the
Court, the Camp, as well as the Bar and Pulpit’. The 1750 edition also appeared with

a modified title. It is from these seventeenth-century treatises that the Elocutionary

Movement was borne. In fact, the cultural dominance of France during this period
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was such that up until 1750, writings on rhetoric in both Britain and Germany were
mainly translations of French texts (Conley, 1990: 203).

Throughout eighteenth- and nineteenth-century France, these seventeenth-
century texts on rhetoric continued to dominate in educational institutions. Abel-
Frangois Villemain (1790-1870), professor of rhetoric at the Sorbonne and minister
of education from 1816 until 1830, described the seventeenth century as being the
age of ‘bon gout’, and extolled its emphasis on the virtues of eloquence:

Instead of contenting yourselves with a cold and solitary reading, come

to this gathering and hear the immortal voices which will manifest
themselves as so sonorous and alive.... Nourish now your souls with
these great thoughts.... This eloquence has become the last resort of our
political system. (Villemain, 1822: 216; quoted in Conley, 1990: 242)
In nineteenth-century Germany, however, the influence of France receded
and was replaced by English rhetorical theory (which, we must remember, has some

of its roots in French teachings). For example, Sheridan’s Lectures on the Art of

Reading received its first German translation in 1793, and Austin’s Chironomia, an
English elocution treatise which was first published in 1806, was translated in 1818.
Conley also reports that between 1750 and 1850 there ensued ‘an enormous
outpouring of handbooks of declamation and elocution’ (Conley, 1990: 244)."? Like
the Elocutionary Movement in Britain, these manuals aimed their teachings on
delivery at a number of different audiences. Some handbooks on declamation were
intended to give those readers wishing to further their careers a practical preparation
in the skill of public speaking. Indeed, German literature of the period betrays a

preoccupation with the notion of a national language, correct grammar and a proper

accent — which, as we have already seen, are the stuff of social aspiration and

success. Other treatises focussed on the psychological etfects of delivery, exploring
the ability of sound and timbre to move listeners. Of the ‘enormous outpouring’ of
such works which occurred in Germany from the mid-seventeenth century to the

mid-nineteenth century, Gottsched (1700-1766) is notable for his contribution to
German rhetoric. Through his works Ausfiirliche Redekunst (1728) and Grundlegung

einer deutschen Sprachkunst (1748), Gottsched strove to improve German literary
standards, developing both style and the purification of the language (Conley, 1990:

12 Conley cites a useful bibliography with titles of German works on elocution: C. Winkler (1931):
Elemente der Rede. Halle: M. Nieymer.
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206). Ausfiirliche Redekunst consists of two parts; in the first, he outlines the rules
for good speaking, including information on inventio, dispositio, elocutio and
pronunciatio. The second part consists of numerous examples of speeches to suit an
array of different occasions, including orations for funerals and weddings, speeches
made by teachers and students, and those appropriate to both court and state. As in
Britain, then, the German concern with rhetoric was focussed on the practical art of

speaking, and encompassed the desire to teach, please and move listeners.

Running concurrently with this interest in rhetorical delivery, a fixation with
the aesthetics and philosophy of rhetoric threatened to undermine its standing in
Germany during the nineteenth century. A debate on the differences between fine-art,
pseudo-art and science, led by Kant and supported by Georg Wilhelm Friedrich
Hegel (1770-1831) and Adam Miiller (1779-1829), resulted in the theory that if
rhetoric is an art, writings on rhetoric and the traditional approach to it are not art in
themselves, but ‘notebooks for a pseudo-art’ (Conley, 1990: 243). Furthermore, the

Aristotelian argument that rhetoric (specifically, persuasive delivery) is morally

flawed is similarly addressed by Kant. Following his discussion of the merts of

poetry, he writes that:
Oratory [on the other hand] insofar as this is taken to mean the art of

persuasion... i.e., of deceiving by means of a beautiful illusion (ars
oratoria), rather than mere excellence of speech (eloquence and style), is
a dialectic that borrows from poetry only as much as the speaker needs 1n
order to win over people’s minds for his own advantage before they

judge for themselves, and so make their judgment unfree. (Kant, 1790:

197)
In spite of these oppositions, rhetoric continued to retain its place in the

German educational system. Nineteenth-century writings on rhetoric, including those
dedicated to declamation, existed alongside the Classical texts by such as Cicero and

Quintilian, as well as a huge number of books which were based on them. As Conley
has suggested, nineteenth-century German rhetoric ‘continued to be dominated by

the social and cultural ideals of the ancient régime’ (Conley, 1990: 246), and Vickers

has argued that in any case, such oppositions to rhetoric are not exclusive to the
eighteenth and nineteenth centuries, but have been a recurring concern during

rhetoric’s 2000-year influence (Vickers, 1982: 14).
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The study of delivery has thus fallen in and out of favour throughout the
history of rhetoric. Its demise during the Renaissance and Medieval periods was
undone by an obsession with delivery during the eighteenth and nineteenth centuries,

during which time the writings of classical theorists were borrowed, expanded and

eventually transcended. As the most highly favoured facet of rhetoric during this
period, delivery became the subject of a massive body of scholarship. While this
movement 1s embodied by — and traditionally attributed to — the British Elocutionists,
the interest in delivery was in fact universal. We have seen that the beginnings of the
Elocutionary Movement can actually be traced to French seventeenth-century
writings, British works were subject to numerous translations, and as the German
texts on delivery demonstrate, original works on the subject were being published in
great numbers across Europe. Furthermore, the Elocutionary Movement was
disseminated to America, where rhetoric was to find huge popularity at colleges
throughout the late eighteenth and nineteenth centuries - indeed, in nineteenth-
century American colleges, rhetoric was ‘considered a prerequisite course of study in

the liberal arts’ (Johnson, 2001: 518). The works of Sheridan and Austin were
published there, and inspired scholars such as Ebenezer Porter (1772-1834) to

contribute their own writings on delivery.

In spite of its long-lasting and wide-spread influence, however, the study of
delivery has been staunchly criticised. Howell summarises the opposition to the
Elocutionary Movement, echoing the author of Rhetorica ad Herennium in his

&

opinion that no single canon of rhetoric should be isolated as being more important
than another. He writes that Sheridan’s lectures on oratory faced ridicule from some

(such as Dr Samuel Johnson), stating that this was:
Possibly the outcome of the growing conviction of men of learning that

Sheridan was solemnly claiming to have made a significant new
discovery when what he had found was considerably less than a

discovery, considerably less than new, and considerably less than

significant. (Howell, 1971: 234)

Even more scathingly, he goes on to comment that ‘it was Sheridan’s tragedy as a

rhetorician that he glimpsed a peninsula through the fog of his own folly and thought
his discovery a continent’ (Howell, 1971: 239). Howell takes issue with the fact that

Sheridan appears to reduce rhetoric to one of its components, just as John Stirling,

for example, focuses on figures and tropes (in his System of Rhetoric, 1733), thereby
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making rhetoric ‘the term not for the whole art of speaking, but for artificial elegance
of style’. He is further concerned, hiding in the shadow of Aristotle, that delivery is

an art which cannot be successfully taught, and that prescribing aspects of elocution
leads to ‘declamation without sincere conviction and earnest feeling’ (Howell, 1971:
145).

It 1s difficult to judge for ourselves the sincerity of the delivery of the
Elocutionists, at a temporal distance of over 200 years. If however, as seems to have
been the case, their style of delivery became a parody of itself, it is essential that we
remember the initial mission of the Elocutionary Movement; indeed, Howell’s
assessment of the failings of the Elocutionists is completely contrary to the
movement’s own aesthetic aims. Aristotle writes that good delivery ‘is a matter of
voice, as to the mode in which it should be used for each particular emotion’
(Aristotle used the term ‘pathos’ to describe ‘the rhetor’s appeal to the audience’s
emotions’) (Aristotle: 111.i.4), and Cicero similarly asserts that ‘nature has assigned
to every emotion a particular look and tone of voice’ (Cicero: IIl.1vii.216). The
eighteenth- and nineteenth-century approach to delivery was no different. We have
seen that delivery’s primary purpose was to move and to please audiences — a lack of
conviction and earnestness is thus anathema to the aims of the Elocutionists. This is
most succinctly illustrated by repeated references to the expectatioﬁ that a speaker
must be moved himself before he can hope to move the passions of listeners.
Persuasive speech must therefore be both ‘natural’ and ‘earnest’ (Sheridan, 1762: 4-
5) and it is the responsibility of the speaker to understand the Afiekt of his text, so

that he may deliver it convincingly. However, we must concede that some speakers

will achieve this aim more successfully than others, which is what the French
philosopher Claude Buffier (1661-1737) refers to when he compares ‘apparent
eloquence’, or a facility with words, with ‘true eloquence’, which is ‘the ability to
create in the souls of others by speaking the impression of immediate understanding
(sentiment) and the emotion (mouvement) which we intend’ (Conley, 1990: 195). In
this way, we must understand that although eighteenth- and nineteenth-century
rhetorical manuals offer systematic ‘rules’ for good delivery, an adherence to rules is
rarely enough in and of itself to create moving and pleasing delivery; rather, rules
offer guidelines for delivery, and it is only when they are thoughtfully assimilated by

a sensitive orator that a speech can be successfully communicated to an audience.
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It 1s notable that in spite of the shared aims of the Elocutionists and the

ancients, aspiring eighteenth- and nineteenth-century orators were operating within a
very different rhetorical regime to that of their forerunners. It was no longer certain

or necessary that the performer of a speech was also its author. People were being

trained in how to read and deliver the works of other authors; contrary to Howell’s
criticisms, a focus on delivery alone, albeit delivery which should have serious
regard for the composition in order to fulfil the aim of pleasing and moving
audiences, was inevitable. This was the case in schools, where anthologies of well-
known speeches provided a training ground for public speech, in the church, where
sermons were delivered from the Book of Common Prayer, and on the stage, where
actors inhabit characters created by playwrights. And we share this same viewpoint
In the twenty-first century: if we read the literature and plays of eighteenth- and
nineteenth-century authors, it is in our interest to endeavour to understand their
language and expressive content in order to be able to deliver those works
convincingly. Therefore, regardless of whether, as Howell purports, the eighteenth-
and nineteenth-century interest in elocution was narrow-minded or misguided, it
offers us an invaluable insight into the world of performance during that era. To this
end, Buffier’s challenge to Aristotle’s view that dramatic ability cannot be taught is
encouraging: Conley summarises his stance, writing that ‘This “talent” can be

cultivated by adhering to rules and by practice,’” even though it ‘cannot be reduced to

them’ (Conley, 1990: 195).

The Art of Delivering Music
It 1s clear that rhetoric held a prominent role in eighteenth- and nineteenth-century

society, and in the same way that the practical application of oratory to literature had

adjusted to the period’s philosophical and social climate, the influence of rhetoric on

music also faced a change following the ‘high flowering’ (Krones, 2001: 514) of the

Baroque era. During the Baroque period an abundance of compositional treatises

emphasise the first three canons of rhetoric: inventio, dispositio and elocution.'® By

the middle of the eighteenth century, however, it was delivery which received most

attention from literary and musical thinkers. Barth notes that the renewed primacy of

delivery creates an ‘inverted version of [the] origins’ of rhetoric (Barth, 1992: 3),

1 For a useful overview of treatises written before 1800, see G.J. Buelow (1970): ‘Music, Rhetoric
and the Concept of the Affections: A Selective Biography’. Notes 27, 55-84.
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reflecting the high status that delivery was afforded in the writings of such as Cicero
and Quintilian. In parallel with developments in the rhetoric of speech during the
eighteenth and nineteenth centuries, this renewed interest in musical performance is
indicative of a shift in the relationship between composition and delivery. Previously
the composer of a piece of music was often also the performer; while this was still
true during the Classical era, music was no longer exclusively played by or in the
presence of its composer. With the rise of music publishing to meet the demands of
amateur musicians and public concerts, the issue of tasteful and expressive
interpretation was of primary importance, as it is to the twenty-first-century

performer at a distance of over 200 years.

We have already seen that in literature the increased attention to delivery was
largely inspired by the popular manuals by the Elocutionists, including Thomas
Sheridan’s A Course of Lectures on Elocution (1762) and John Walker’s The Melody
of Speaking Delineated (1787). In music, the vast number of performance treatises
which emerged during the middle of the eighteenth century heralded the new interest
in the art of delivery, with influential works such as Quantz’s Versuch einer
Anweisung die Flote traversiere zu spielen (On Playing the Flute) (1752), Leopold
Mozart’s Versuch einer griindlichen Violinschule (The Fundamental Principles of
Violin Playing) (1756), and C.P.E. Bach’s Versuch iiber die wahre Art das Clavier
zu spielen (Essay on the True Art of Playing Keyboard Instruments) (1753). With
developments in printing technology, these self-help books were available to a wide
cross-section of society; in both literature and music, such treatises were of practical

use not just to professionals and within formal education, but also at home.

To Teach, Delight and Move: the Shared Aesthetic Aims of Speech and Music
While it is apparent that the art of delivery was a central concern in both oratory and

music during the eighteenth and nineteenth centuries, it 1s also notable that these two

disciplines shared an identical aesthetic outlook. That rhetorical aims remained
integral to the arts, and specifically to music, throughout the eighteenth and
nineteenth centuries is attested by numerous aesthetic treatises of the period.
Eighteenth-century theorists are regularly indebted to rhetorical concepts in their
descriptions of the aesthetic aims of music, and although the word ‘rhetoric’ is

occasionally replaced by such terms as ‘expression’ (as used by such as James

Beattie [1735-1803]) or ‘elocution’ (George Campbell [1719-1796]), rhetorical
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ideology is nevertheless prevalent. This is particularly the case with rhetoric’s
traditional tripartite aim to ‘teach, delight, and move’ discussed by, among others,
Quintilian in his Institutio Oratoria. For example, although Thomas Twining (1735-
1804) does not make a direct comparison between music and rhetoric, it is clear that
his observations are heavily indebted to the concept of these aims:
The whole power of music may be reduced, I think, to three distinct
effects; - upon the ear, the passions, and the imagination: in other words,
it may be considered as simply delighting the sense, as raising emotions,
or, as raising ideas. (Twining, 1789: 44)

The aims of delighting and moving the listener are encapsulated by two
divergent musical styles which mark the start of the Classical period. According to
Voltaire, ‘being Galant, in general, means seeking to please’ (quoted in Heartz, |
2001b: 430). Philip Downs also states that:

[Style Galant] remained an art of surface — of appearance — and its polish
reflected light, preventing penetration. Because the stuff of music was
still the emotions, it could not avoid emotional content, but the range of
that content was limited to those emotions which could readily be
displayed in public and which were fashionable. (Downs, 1992: 65)
This aesthetic was represented musically by clarity and naturalness: for example,
Quantz writes that ‘If it is to have a galant air, it must contain more consonances
than dissonances’ (Quantz, 1752: 91), and numerous theorists refer to the importance
of balanced and symmetrical phrase-structure.
Most common, and also, on the whole, most useful and most pleasing for
our feelings are those basic phrases which are completed in the fourth
measure. (Koch, 1787:11)
In contrast, at the heart of the Empfindsamkeit style, which is attributed to such

composers as C.P.E. Bach, is a more dramatic spirit, which displays great variety and

juxtaposes contrasting musical ideas in quick succession, in order to move the

listener.
This belief in the rhetorical capabilities of music was not unanimous. Kant,

like Twining, describes the issues which determine the aesthetical value of fine art as

being ‘charm and movement of the mind’ and ‘culture supplied to the mind’, or ideas

(Kant, 1790: 205). However, while Twining maintains that music is able to teach,
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delight and move, Kant only concedes that it can produce ‘charm and mental
agitation’:
the art of music.... speaks through nothing but sensations without
concepts, so that unlike poetry it leaves us with nothing to meditate
about.... it is admittedly more a matter of enjoyment than of culture
(Kant, 1790: 198)
The view that music cannot convey precise ideas (and therefore cannot achieve one
of the aims of rhetoric, to ‘teach’) is shared by many eighteenth-century writers:
Lippman describes Krause’s (1719-1770) stance, that ‘the musician produces only
general impressions, while the orator can produce not only satisfaction in general but
also satisfaction with particular circumstances’ (Lippman, 1992: 69). Thus, in order
to convey ideas, music must be united with text. It seems, then, that the issue is not
whether rhetorical concepts are applicable to Classical music, but rather whether

instrumental music is capable of achieving the aesthetic aims of rhetoric as

convincingly as music with a text.
The scepticism surrounding non-texted music dates back to the emergence of

an autonomous instrumental repertoire during the seventeenth century. While this
new genre should have been accepted as an exciting musical innovation, it was
instead viewed by many as worthless (LeCoat, 1975: 42) and it thus lived in the
shadow of vocal music:
Playing, no matter how well done, when it goes on for a long time 1s
boring. It has often happened to different organists... the little bell has
rung to make them stop. Such a thing does not happen to those that sing;

people are sorry when they finish and always want them to go on longer.

(Pietro Della Vale, 1640; quoted in Strunk, 1998: 38)
This low opinion of textless music was received by Renaissance and Baroque
thinkers from the writings of Plato (427-347 BC), and his influence lasted well into
the eighteenth century. His view that ‘the lack of taste and meaningless virtuosity of
solo instruments, which seem... to have hardly any meaning or mimetic worth’
(Plato: ii.670) highlights the perceived problem with instrumental music: while vocal
music could fulfil the most important aim of rhetoric, that is to move the passions of
the listener through the mimetic power of words, music without a text was seen as

unable to achieve this goal. Thus, musical rhetoric was generally considered to be

‘the application of verbal principles to music’ (Neubauer, 1986: 40), and if
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instrumental music was to be considered as being of worth it needed to be capable of
representing passions and ideas, specifically through the imitation of speech. To
some critics, even this subordination of instrumental music to vocal was not enough
to render it worthwhile. According to the French rhetorician Noél-Antoine Pluche
(1688-1761), instrumental music has ‘no significance, not even that which it might
acquire through imitating the human voice’ (Pluche, 1746; quoted in Palisca, 2001:
749).

Although this belief in the supremacy of the rhetorical qualities of texted
music persisted during eighteenth and nineteenth centuries, there was recognition
among some aestheticians that while music alone is unable to convey precise 1deas, it
is nevertheless more than capable of achieving another of rhetoric’s aims: moving
the passions. This view is also substantiated by the writings of the ancients.
Quintilian, for example, praises instruments for their ability to move the passions,
declaring that ‘different emotions are roused even by the various musical
instruments, which are incapable of reproducing speech’ (Quintilian: 1.x.25).
Eighteenth-century writings on instrumental music further describe it as having an

inherent ability to move listeners, sometimes even more intensely than speech.
Not only are the emotions and passions that are also themes of poetry and

oratory subject to music, but also a thousand other feelings that cannot be
named and described precisely because they are not themes of eloquence.
(Marpurg, 1754: 1.293; quoted in Lippman, 1992: 117)
Music was thus considered by some theorists to have its own unique expression.
Indeed, J.N. Forkel (1749-1818) also writes that musical expression arises from its
‘inner force’ (Forkel, 1778-9; quoted in Lippman, 1992: 125). With this new
approach to music as being able to communicate through its own expressive ‘pseudo-

language’ (Downs, 1992: 342), instrumental music received greater praise towards

the end of the century:
[Instrumental music] becomes itself a gay, a sedate, or a melancholy

object; and the mind naturally assumes the mood or disposition....
Whatever we feel from instrumental music is an original, and not a
sympathetic feeling: it is our own gaiety, sedateness, or melancholy.
(Smith, 1795: 164)

In spite of this perception of music having its own expressive language,

eighteenth-century writers still predominantly explain its ability to move and please
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listeners in relation to the qualities it shares with speech. In his treatise The Art of
Delivering Written Language (1775), Cockin compares speech with music, writing

that:
Music [has] power over the passions, and characterises its notes with

what we mean by the words sweet, harsh, dull, lively, plaintive, joyous,
&c.... In practical music this commanding particular 1s called
Expression.... as we find certain tones analogous to it [music] frequently
coalescing with the modulation of the voice, which indicate our passions
and affections (thereby more particularly pointing out the meaning of
what we say) the term [expression] is usually applied in the same sense to
speaking and reading. (Cockin, 1775: 82)

Descriptions of the expressive power of music and speech are also contained in the

instrumental treatises of the time. In The Art of Playing the Violin Geminiani

vehemently defends the expressive qualities of instrumental music:
Men of purblind Understandings, and half Ideas may perhaps ask, is it

possible to give Meaning and Expression to Wood and Wire; or to
bestow upon them the Power of raising and soothing the Passions of
rational Beings? But whenever I hear such a Question put, whether for
the Sake of Information, or to convey Ridicule, I shall make no Difficulty
to answer in the Affirmative, and without searching over-deeply into the
Cause, shall think it sufficient to appeal to the Effect. Even in common
Speech a Difference of Tone gives the same Word a different Meaning.
(Geminiani, 1751: 8)

It follows that in their shared quest for expressive delivery, musicians and

orators of the eighteenth and nineteenth centuries receive identical advice. Cockin

warns that:
it will be necessary every reader should feel his subject as well as

understand it, yet, that he may preserve a proper ease and masterliness of
delivery, it is also necessary he should guard against discovering too
much emotion and perturbation. (Cockin, 1775: 85-6)

Similarly, instrumental treatises stress that in order to move the listener it is essential

first to uncover, and to some extent feel, the Affekt that they wish to convey.

But one must throw oneself into the affect to be expressed. (L. Mozart,
1756: 216)
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A musician cannot move others until he too is moved. He must of
necessity feel all of the affects that he hopes to arouse in his audience, for
the revealing of his own humour will stimulate a like humour in the

listener... he must make certain that he assumes the emotion which the

composer intended in writing it. (C.P.E. Bach, 1753: 152)

I would besides advise, as well the Composer as the Performer, who is
ambitious to inspire his Audience, to be first inspired himself; which he
cannot fail to be if he chuses a Work of Genius... and if while his

Imagination 1s warm and glowing he pours the same exalted Spirit into

his own Performance. (Geminiani, 1751: 8)

The performer therefore carries a great responsibility: it is through good delivery that

the Affekt of a piece of music is conveyed and the listener is moved and pleased. In
fact, many theorists maintain that the performer is more liable for the Affekt of music
than the composer himself:

But let someone else play these [works], a person of delicate, sensitive

insight, who knows the meaning of good performance, and the composer

will learn to his astonishment that there is more in his music than he had
ever known or believed. (C.P.E. Bach, 17353: 153)
This is reminiscent of Quintilian’s observation that ‘It matters less what sort of things
we have composed within ourselves than how we utter them, because people are
affected according to what they hear’ (Quintilian: XI.1i1.2).
It is therefore evident that during the eighteenth and nineteenth centuries,
both oratory and music saw a resurgence in the study of the fifth canon of rhetoric,
pronunciatio, and that good delivery was regarded as essential in order to achieve the

acsthetic aims of rhetoric. Through eighteenth- and nineteenth-century treatises we

are instructed that a performer should strive to act as the channel for a composer’s

expressive language, thus fulfilling two of the goals of rhetoric: to move and please

the passions of the listeners. The force of successful delivery is such that the Affekt

of a piece of music can be augmented, and even transcended or altered by the

performer. Conversely, bad performance will obscure and ruin any composition’s

Affekt.
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CHAPTER 2

The Techniques of Expressive Delivery: in Search of a Wordless Rhetoric

The Unity and Variety of Tone: the Violin’s Voice

In defending the expressive worth of instrumental music we have been faced with a
fundamental question: can music alone, without the benefit of the precise meanings
that are conveyed by text, move the passions of listeners? Interestingly, eighteenth-
and nineteenth-century rhetorical treatises turn this issue on its head; Sheridan
suggests that words alone are not enough to delight and move an audience,
describing them as ‘signs of emotions, which it 1s impossible they can represent’
(Sheridan, 1762: 100). He goes on to argue that the function of text is rather to allow
the understanding to ‘perceive the cause’ of emotions (Sheridan, 1762: 101),
suggesting that instead it is the speaker’s delivery rather than the sense of the words
themselves that moves the listener. Indeed, even in the most simplistic terms, any
sentence can be leant new meaning by the tone of one’s voice. Tiirk thus writes that:
The words: will he come soon? can merely through the tone of the
speaker receive a quite different meaning. Through them a yearning
desire, a vehement impatience, a tender plea, a defiant command, irony,
etc., can be expressed. The single word: God! can denote an exclamation
of joy, of pain, of despair, the greatest anxiety, pity, astonishment, etc., in
various degrees. In the same way tones by changes in the execution can
produce a very different effect. (Tiirk, 1789: 337-8)
It is therefore often not the words themselves but the way they sound that conveys

character and expression. In his description of excellent delivery, Le Faucheur

observes that:
In fine, you must endeavour to give your Voice such Smoothness, that the

Turns, the Tones and the Soft measures of it may please the Ear of your

Auditor, though he understand nothing at all either of your Language or
of the Subject of your Discourse. (Le Faucheur, 1727: 68-9)

Kant agrees that ‘tone indicates, more or less, an affect of the speaker and in

turn induces the same affect in the listener too’ (Kant, 1790: 198). He goes on to
explicitly link the importance of tone in speech and music, stating that ‘just as

modulation is, as it were, a universal language of sensations that every human being
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can understand, so the art of music employs this language all by itself in its full
force, namely, as the language of the affects’ (Kant, 1790: 198-9). Also making this
direct connection between tone of speech and tone in musical performance, Sheridan
states that ‘the very tones themselves, independent of words, will produce the same
effects, as has been amply proved by the power of musical imitations’ (Sheridan,
1762: 101). Similarly, Cockin describes tone in both speech and music as being able
to ‘indicate our passions and affections (thereby more particularly pointing out the
meaning of what we say)’ (Cockin, 1775: 82). The importance of tone as an
expressive tool of delivery is emphatically sealed by Sheridan’s description of it as
‘the language of the passions, and all internal emotions’ (Sheridan, 1762: 108).

While it is clear that non-texted Classical music shared the same aesthetic
aims as rhetoric, some instruments were perceived as being more capable of
achieving these goals than others. Indeed, in spite of the increasing popularity of
non-texted genres of music — this period saw the establishment of the canon of great
instrumental forms, the symphony, quartet, concerto and sonata — instrumental
manuals consistently advise performers to strive to imitate the inherent expressive
sound of the human voice and words. Leopold describes this widespread principle:

And who is not aware that singing is at all times the aim of every
instrumentalist; because one must always approximate to nature as nearly
as possible. (L. Mozart, 1756: 101-2)

Historically, the sound of the violin has been perceived as one of the closest
rivals to the human voice. During the late sixteenth and seventeenth centuries, the
violin became increasingly popular, outgrowing its lowly status as a mere dance
instrument. Mersenne hailed it as the ‘King of Instruments’ (Mersenne, 1636; quoted
in Boyden, 1965: 137); violinists were the second highest paid musicians next to
singers (Stowell, 1992: 46), and while 280 works were printed for the keyboard
between 1580 and 1700, there were 350 for the violin (Apel, 1990: 2). The violin

was further championed throughout the eighteenth and nineteenth centuries, a fact

which is evidenced by the number of violin treatises and sonatas published from the
middle of the eighteenth century, and the sheer volume of instruments that were
made during this period. The violin was the foundation of professional and domestic
musical culture: it was during the Classical period that the orchestra, an ensemble
which is dominated by and often directed from the violin, became firmly established,

and the birth of accompanied keyboard sonatas (most often written for violin or flute)

38



during the 1730s catered for those wishing to play the violin at home. Violin duets
were also extremely popular during the eighteenth century, the Breitkopf Catalogue
listing ¢.450 duets for violins from 1762-1787, as compared with 300 for flutes
(Ratner, 1980: 120). E. van der Straeten’s The History of the Violin describes the
numerous professional violinists of the Classical period, while paintings of the
eighteenth century vividly illustrate the extent to which a culture of keyboard and
violin-playing had become a part of domestic life.

Central to the violin’s popularity was its innate capacity for a varied tone,
which made it a worthy challenger to the expressive powers of the human voice. This
was a quality often recognised in the playing of the eighteenth- and nineteenth-
century French school of violin playing which was initiated by Viotti (1755-1824);
Karl Guhr (1787-1848) summarises the achievements of the great violinists from the
sixteenth to nineteenth centuries (including Corelli, Tartini, Viotti), writing that their
influence on the playing of the French school inspired delivery which ‘By the magic
of [its] tones... vied with that of the human voice, [and] succeeded in representing all
passions or feelings of the soul’ (Guhr, 1829: vi). Spohr similarly writes of the violin
that ‘More nearly than any other instrument, it approaches the human voice’ (Spokhr,
1832: 1). Even into the Romantic period, amidst the nineteenth-century desire for

virtuosity, Bériot reminds us of the true power of the violin:
The technical fever which has of late years attacked the violin-player has

often had for effect to divert the violin from its legitimate sphere, namely
to serve to imitate the accents of the voice - a noble mission which has

gained for it the glory of being called the “Queen of Instruments”.... Our

aim 1is, therefore, less to enlarge the sphere of mechanical perfection than
to preserve to the violin its true character: the power of giving expression

to all the sentiments of the soul. (Bériot, 1858: Volume 1, 6)

Furthermore, the expressive tone of stringed instruments was not only recognised by

musicians, but also by writers on rhetoric:
Every Passion or Emotion of the Mind has from Nature its proper and

peculiar Countenance, Sound and Gesture; and... every Sound of his

Voice, like Strings on an Instrument, receives their Sounds from the

various Impulses of the Passions. (Gildon, 1710: 43)
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In lis Nouvelle méthode de la mécanique du jeu de violon, Bartolomeo
Campagnoli (1751-1827) recollects’* the advice that ‘To play well, said Tartini, it is
necessary to sing well’ (Campagnoli, 1824: 11)."> The violin treatises of the
eighteenth and nineteenth centuries thus describe various techniques of expressive
performance in direct relation to the timbre of the human voice. A few of these
etfects are to do with the violinist’s left hand; for instance, both Leopold and Spohr,

at each end of the Classical period, describe the use of vibrato in order to imitate the

voice:
The Tremolo 1s an ornamentation which arises from Nature herself and

which can be used charmingly on a long note, not only by good

instrumentalists but also by clever singers. Nature herself is the

instructress thereof. (L. Mozart, 1756: 203)
When the singer with passionate emotion gives forth his voice to its

fullest power, a certain tremulous effect i1s audible, resembling the
vibrations of a powerfully-struck bell. This, like many other peculiarities

of the human voice, may be closely imitated on the violin. (Spohr, 1832:

163)
Other ornaments are further described as contributing to the ‘singing style’ of violin

playing. For example, Leopold writes of appoggiaturas that ‘They are demanded by
Nature herself to bind the notes together, thereby making a melody more song-like’

(L. Mozart, 1756: 166).

Violinists are also encouraged to choose fingerings and positions which best
recreate the equality and evenness of the human voice (though we will later see that
this has implications for bowing, as well as being related to the left-hand technique):

the positions are used for the sake of elegance when notes which are

Cantabile occur closely together and can be played easily on one string.

Not only is equality of tone obtained thereby, but also a more consistent

and singing style of delivery. (L. Mozart, 1756: 132)

' While it seems unlikely that this is a personal recollection, Campagnoli’s performance style is
indebted to the school of Tartini through the influence of his pupils Pietro Nardini and Guastarobba
(White, 2001: 883).

'> Clive Brown writes that ‘A date of ¢.1797 has conventionally been associated with an original

Italian edition [of Campagnoli’s Nouvelle méthode], but it has been impossible to trace it in any
library, and there does not appear to be any reliable evidence that such an edition existed’ (Brown,

1999: 220). The date of 1824 is therefore adopted by the current writer throughout this thesis.
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The “singing style’ of the violin, though, is more often attributed to right-
hand technique; indeed, Dancla, who was associated with the French school through
such violinists as Rode, Baillot and Francois-Antoine Habeneck, describes the bow
as ‘the voice which sings’ and ‘the soul of song’ (Dancla, ¢.1860: 227 and 232). The
bows used by these violinists would have resembled those made by Frangois Tourte;
his bow-design was standardised in the 1780s, but did not come into widespread use
until the nineteenth century (Stowell, 1985: 21).'® Tourte (and simultaneously, John
Dodd in England) developed a bow-design which, through its concave stick, higher
head, increased length and broader ribbon of hair, allows for ‘lightness, strength and
elasticity’ (Stowell, 1985: 19). While the flexibility of the Tourte bow’s concave
stick produces light and lively bowstrokes, its power enables violinists to create an
even sound from the heel to the tip, and it enhances smooth bow changes and long

singing phrases. This move towards a smooth bowstroke reflects similar
developments in eighteenth-century singing style, with the increasing desire for a

legato and seamless sound.
Eighteenth-century pre-Tourte bows were not standardised in their design,

taking many shapes and lengths; they are nevertheless all essentially less powerful
and even than their successors. They also have a less elastic stick, which impedes
their ability to create bounced or sprung bowstrokes. Demonstrating the different
types of bows which were used during the period, one of the bows pictured in
Leopold’s treatise (see L. Mozart, 1756: 97-99)'" seems to illustrate a straight stick
and a pike head which is more raised than that of the Baroque bow, while the plates
which show Leopold playing the violin (L. Mozart, 1756: 55)'® depict an earlier
model, with a convex stick and gently sloping pike head.!” This bow does seem
rather long, perhaps marking it as similar to the type of bow said to have been used
by Tartini (see Stowell, 1985: 14). Leopold describes the bow as creating a ‘small
softness’ at the beginning and end of every stroke. In spite of this softness, in some
contexts violinists are urged to strive to produce the legato and singing sound that

was to become more natural with the Tourte bow: ‘You must therefore take pains

' For a detailed survey of the developments of the bow during the Classical period see R. Stowell
(1985): Violin Technique and Performance Practice in the Late Eighteenth and Early Nineteenth
Centuries. Cambridge: Cambridge University Press, pp.11-23.

' In the original 1756 edition of Versuch, this bow is pictured on pages 102-104.

' In the original edition, this bow is pictured on the plates opposite pages 53 and 54.
*? Clive Brown cites other pictorial evidence of the bows used by Leopold, describing the convex stick

which is illustrated in Carmontelle’s water-colour of the Mozart family (¢.1764), and the transitional
bow (with a straighter stick) in Della Croce’s painting of ¢.1780 (Brown, 1999: 259-60).
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where the Cantilena of the piece demands no break... to leave the bow on the violin
when changing the stroke’ (L. Mozart, 1756: 102).

A survey of eighteenth- and nineteenth-century violin treatises further reveals
that bowing was not only inspired by the tone of the singing voice; the qualities of
sound which defined an expressive bowing style are identical to those required of a
good speaking voice. Quintilian’s description of elegant delivery is representative not
only of the opinions of the ancient rhetoricians, but also of the Elocutionists from Le
Faucheur onwards. He describes the tone of a good speaking voice as being ‘easy,
powertul, fine, flexible, firm, sweet, well-sustained, clear and pure’ (Le Faucheur,
1727: 40). Using strikingly similar descriptive terms, Baillot states that good bowing
should create a sound which is ‘full, strong, round... sweet... delicate’ (Baillot:
1834: 227). Leopold also writes that one should strive for a tone which is ‘strong but
pure’ (L. Mozart, 1756: 96-7) and ‘even, singing, round’ (L. Mozart, 1756: 100), and
Campagnoli attributes sweetness, brilliance, fullness, power and roundness to the
violinist’s adept use of the bow (Campagnoli, 1824: 5-6). These qualities of sound
were described in the finest players of the period; for example, Regina Strinasacchi,
for whom Mozart wrote the Sonata for Violin and Keyboard K454, was a violinist
who was renowned for her sensitivity as a performer. Mozart, upon writing to his
father before the first performance of this sonata in 1784, described her as a player
with “a great deal of taste and feeling’ (Anderson, 1966: 875). In 1785 Leopold heard

Strinasacchi perform, and his response was that:
She plays no note without feeling, so even in the symphonies she always
played with expression. No-one can play an adagio with more feeling and
more touchingly than she. Her whole heart and soul are in the melody she
is playing, and her tone is both beautiful and powerful. (Leopold; quoted
in White, 1980: 274)
These descriptions of the tone created by the bow and voice are testament to

the level of variety which was expected of the performer: from sweetness to

brilliance, and sustain to delicacy. This variety is essential in order to convey the

Affekt of a speech or piece of music to the listener:
The art of giving variety to pronunciation adds grace to it and pleases the

ear... the tone of our voice must conform to the nature of the subjects on
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which we speak and to the feelings of our minds, that the sound may not
disagree to the sense. (Quintilian: XI.1i1.43-5)
Indeed, it is the violin’s ability to rival the infinite variety of the human voice that
made it so popular during the Classical period, and led to the opinion that ‘There is
no instrument from which there can be drawn a more varied and universal expression
than the violin’ (Rousseau, 1768 R.1779: 163).

In spite of the importance of variety, however, performers were also expected
to maintain a sense of equality in their delivery. Quintilian explains that these
seemingly contradictory traits are in fact compatible (Quintilian: XI.ii1.44). Variety is
necessary in order to convey the many Affekts of a speech or piece of music, rather
than presenting just one aspect; without variety, it would be impossible to move the
passions of the listeners, and boredom would ensue. Variety therefore provides for
the ear the same relief that ‘alterations in position, standing, walking, sitting, lying’
do for the body (Quintilian: XI.iii.44). But equality of sound must underline this
variety, bonding it into a unified whole — this unity is achieved by those qualities of
speaking (or singing) and bowing which should be the constants of delivery,
regardless of the specific Affekt being conveyed. These ‘constants’ include evenness,

purity and strength. The need for these qualities of sound to support all delivery 1s

best described by Leopold:
Great pains must be taken to obtain evenness of tone; which evenness

must be maintained at all times in the changes between strong (forte) and
weak (piano). For piano does not consist in simply letting the bow leave
the violin and merely slipping it loosely about the strings, which results
in a totally different and whistling tone, but the weak must have the same
tone quality as the strong, save that it should not sound so loudly to the
ear. We must therefore so lead the bow from strong to weak that at all
times a good, even, singing and, so to speak, round and fat tone can be
heard. (L. Mozart, 1756: 100)
Baillot also stresses the significance of these aspects of sound, emphatically linking
them to qualities of the human voice: ‘The bow sustains the sounds and sings, as
does the voice’ (Baillot, 1834: 269).
The importance of this marriage of unity and variety is demonstrated by an
aspect of violin playing which combines left- and right-hand techniques: while

shifting and choices of fingering are primarily to do with the left hand, they also

43



determine which string the violinist plays with the bow, and as such are inherently
linked to the production of an expressive sound.

One of the primary concerns regarding the expressive use of positions (and
the resultant choice of which string is to be played) was the projection of an even
tone:

In passing then from one string to another, it is inevitable that a sensitive
ear hears a certain unevenness of tone which is not very agreeable and
which is caused by the difference in the thickness of strings. (Galeazzi,
1791: 122; quoted in Stowell, 1985: 118)
Leopold writes that in order to achieve evenness, the violinist must be thoughtful
when choosing positions. He clarifies that this choice should not only dictated by
necessity and convenience, but that positions can promote ‘elegance’ because
‘equality of tone [is] obtained thereby’ (L. Mozart, 1756: 132). Similarly, Galeazzi
lists shifting up strings into high positions as his first and principal rule of tone
equality:
In expressive passages string changes should be attempted as little as
possible, one should not play on four strings that which can be played on
three, nor on three that which can be executed on two, nor on two that
which can be performed on one. (Galeazzi, 1791: 122; quoted in Stowell,
1985:118)

In order to maintain this equality of sound when it is not possible to use just
one string, advice is also given on how to achieve a scamless transition from one
string to the next through the use of open and stopped strings. Roger North, as early
as ¢.1726, warns against using any open strings, describing them as ‘an harder sound
than when stopp’d and not always in tune’ (Stowell, 1985: 117). Leopold similarly

urges violinists to avoid the unevenness caused by open strings:
an even quality of tone must be maintained on the violin in strength and

weakness not on one string only, but on all strings, and with such control
that one string does not overpower the other. He who plays a solo does
well if he allows the open strings to be heard but rarely or not at all. The
fourth finger on the neighbouring lower string will always sound more
natural and delicate because the open strings are too loud compared with

stopped notes, and pierce the ear too sharply. (L. Mozart, 1756: 101)



Six of Galeazzi’s ten rules for equality of tone (rules 2-6 and 8) are also concerned
with the proper choice of open or stopped strings. He is less puritanical about the use
of open strings than Roger North, but has strict views on what constitutes an
appropriate context for their use (Galeazzi, 1791: 122-9; quoted in Stowell, 1985:
119-123).

It is therefore clear that among some theorists there is a preference for
equality of tone across the entire range of the instrument, using positions to create
unity of sound by playing on one string rather than across many, and a careful choice
of open and stopped strings to disguise string crossings where they are necessary.
This technique finds parallels in eighteenth-century descriptions of singing, and the
desire to create a seamless connection between the different registers of the voice:
Agricola, following Tosi’s example, describes the evenness and beauty which can be
achieved through uniting the falsetto and natural registers (Agricola, 1757: 67), and
Hiller similarly praises the good effect of connecting the registers in order to expand
the vocal range (Hiller, 1780: 53-4). Expression is therefore facilitated by timbral
unity.

Alongside these principles of shifting and fingerings, which strive to retain
the evenness and unity of sound by using as few strings as possible for each melody,
the concept of timbral unity across the entire instrument was rejected by some —
instead, the inequality between the strings was exploited, harnessing each of their
individual characters. Indeed, Andrew Manze writes that:

In the eighteenth century a violinist referred to the four strings at his
disposal not necessarily as ¢" - a' - d' — g or I-II-IlI-IV as nowadays, but

by epithets such as cantino (French la chanterelle; German, Chorsaite),

canto, tenore and basso respectively. (Manze, 1995: 6-7)
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