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				The historical dictionaries present essential information on a broad range of subjects, including American and world history, art, business, cities, countries, cultures, customs, film, global conflicts, international relations, literature, music, philosophy, religion, sports, and theater. Written by experts, all contain highly informative introductory essays of the topic and detailed chronologies that, in some cases, cover vast historical time periods but still manage to heavily feature more recent events.

				Brief A–Z entries describe the main people, events, politics, social issues, institutions, and policies that make the topic unique, and entries are cross-referenced for ease of browsing. Extensive bibliographies are divided into several general subject areas, providing excellent access points for students, researchers, and anyone wanting to know more. Additionally, maps, photographs, and appendixes of supplemental information aid high school and college students doing term papers or introductory research projects. In short, the historical dictionaries are the perfect starting point for anyone looking to research in these fields.
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				Editor’s Foreword

			

			
				“Classical music” has two definitions, one narrower and referring to a glorious period in musical history running from about 1730 to 1800, give or take a decade or so on each end, and the other encompassing the entire span of serious or “art” music (one can therefore speak of contemporary classical music). Obviously, this book deals with the former, which explains its somewhat cumbersome title. It focuses on some of the most glorious music composed by some of the greatest composers during this time period—still among the most frequently played music today.

				After the necessary preliminaries, readers are immersed not only in the handful of composers we know best, such as Haydn, Mozart, and Beethoven, but others we know less well like Gluck and C. P. E. Bach and dozens more whose music we have likely never heard. One dimension of this major musical transition is therefore its sheer size and dynamism. Others include the introduction of new forms and styles, new instruments and larger ensembles, and countless innovations in every area, as composers and musicians learned from one another and then made their own contributions. In fact, so much was going on that this book can only hint at it all, although it does an excellent job of covering the most significant aspects.

				A substantial chronology covers the major events, thereby providing a feel for the period. The introduction takes on some impossible tasks, such as when exactly the “Classical period” was and what made it distinctive, and resolves them amazingly well. The bulk of the material appears in the dictionary section, with entries predominantly on people: not only composers but also singers and instrumentalists, patrons, and music publishers. There are also entries on important technical terms, major centers of music-making, typical and sometimes now-obsolete instruments, and various emerging musical forms, including the novel symphony and triumphant opera with their many variations. These entries are on the whole short and to the point, since there is a lot of ground to cover and other sources abound. This explains the importance of the bibliography, since many readers will want to learn more; here they will find access to many forms of information on related subjects.

				This Historical Dictionary of Music of the Classical Period was written by Bertil van Boer, whose career embraces music in many forms. He has taught music, and more particularly musicology theory, at Western Washington University and other schools. He has conducted music for Opera Kansas, and he has written extensively on music, most particularly 18th-century music, for the Recent Researches in Music of the Classical Period series, the New Grove Dictionary of Music, and the New Grove Dictionary of Opera, as well as articles in Eighteenth-Century Music and other journals. In addition, he has produced a volume of the Carl Philipp Emanuel Bach Complete Works. But obviously he has never taken on anything quite as comprehensive as this book, which covers the length and breadth of the period, examining it from many different angles and providing a cross-section of all the most important information. To the author this sometimes looked like an impossible mission, but anyone reading this book will have to admit that he has achieved the well-nigh impossible. In short, anyone who loves classical music will appreciate this excellent guide.

				Jon Woronoff

				Series Editor

			

		

	
		
			
				Preface

			

			
				Any attempt to write a Historical Dictionary of Music in the Classical Period should be regarded primarily as a madman’s folly, given that the period itself is ill-defined (or rather there exist a multitude of possible dates, not to mention the ongoing debate over what constitutes the “long” 18th century and the “short” 18th century) and that music was being performed and written literally all over the entire world. Quite simply, as Charles Burney noted in his various travel diaries—and they only covered the European core, not its periphery—virtually every city had a functioning if not always vibrant musical establishment that consisted of ensembles of significant size and activity, within which individual musicians functioned not only as performers, but often as composers as well. When one adds a burgeoning international market for published music, as well as increased interest in touring soloists, not to mention the music-making in far-flung places, then the scope of such a project in defining these places, people, styles, trends, and genres becomes enormous, if not a task of Sisyphus. Nonetheless, it is precisely due to this plethora of materials, not to mention that much is still unexplored in realms such as monastic music-making, minor cities and courts, or remote places on the periphery, that this is a task that is worthwhile, particularly considering that new discoveries and new recordings of the vast amount of music written during this period appear regularly.

				As I shall note in the introduction that follows, a time span has of necessity had to be determined, mainly based upon subjective criteria that I alone have chosen. The definition of the Classical period for the purposes of this dictionary runs from just before 1730 to 1800 or so, which is by no means either provable or entirely accurate. Rather, it is admittedly a choice based upon several specific and arbitrary reasons, which are explainable. I do realize, however, that it may be only one of a number of equally persuasive chronological spans and that the era is truly ill-defined and the terminal dates entirely arbitrary. For this, I ask the reader’s indulgence, for setting such merely serves to outline the date parameters, which made the task at hand somewhat doable. 

				Of necessity, the bulk of the entries are biographical, consisting mainly of composers and performers, but including some influential patrons and others, such as prominent librettists. The criteria for inclusion into this work are twofold: first, they must have been active during the 1730–1800 period; and second, their music must conform to either a developmental or conventional stage of some style we can call “Classical.” For those who are not composers, there must be a significant musical connection. For example, both Catherine II of Russia and Gustav III of Sweden are included, but Hapsburgs Maria Theresia and Joseph II of the Holy Roman Empire of the German Nation are not. The reason is that both of the former also wrote librettos and personally oversaw their musical establishments, and while the latter certainly had one of the most brilliant groups of musicians available to them in Vienna, they functioned mainly as knowledgeable patrons, though both of course did have some musical training, as befitted most nobility of the period. This set of criteria omits major Baroque composers, and on the upper end, most people born in 1780 or later. There are, of course, exceptions. Cross-references are not meant to be completely exhaustive, and when they are used, they generally refer to the teachers or pupils of the composers in question; I have purposefully omitted cross-references in the matter of genre or style, again, save for a very few exceptions.

				In listing compositions, a few of the most important works are mentioned if one or more gained a wider reputation during their times (or ours), but in general the procedure has been to limit these to an overview according to genres (and not always in a particular order). In terms of each person’s musical style, there is generally only a cursory indication; most composers or places were influenced by others, but in many cases stylistic changes occurred as a result of the various conditions and preferences of those for whom the music was intended. Thus, a work written clearly in an Italian style for a cathedral in, say, New Spain, is in its essence a variation of a foreign style, created for local requirements, and based upon the familiarity of the composer and its reception by the audience, which makes it sometimes quite different from any normalized model or predecessor. For more popular figures, such as Joseph Haydn or Wolfgang Amadeus Mozart, the entries may seem particularly sparse, but given that there is a monumental amount of iconic literature and scholarship available, this has been a deliberate decision in order to maintain the quick reference nature of this volume.

				Other entries include the most visible public concerts, orchestras (such as Mannheim), “schools” defined as groups of composers who flourished under specific patronage, societies, and individual terms relating to genre and style. Many of the last are cursory by design, given that nomenclature was often slippery and definitions sometimes contradictory. Certain occupations are also mentioned if they pertain particularly to this period, but in general generic terms, such as “conductor” or “choreographer,” have been avoided. Finally, there are the occasional peculiarities, such as odd instruments or other such trivia that have found their way in, as well as composers and genres found in 18th-century non-European music. It is true that one tends to regard the Classical period as focused entirely on the music of Europe or European colonies, and that other areas of the world are quite different in terms of their musical development or style. Much of this has heretofore been relegated to ethnographical studies, and yet the notion of the non-Western other in music played a tremendous role in the perception of 18th-century artists as European powers began their worldwide colonialist activities. One needs only mention the fad for “Turkish” opera or the occasional inclusion of “Asian” melodies (for instance, Abbé Georg Joseph Vogler’s Chinese Rondo Cheu-Teu) as exotica in music. Here, I have occasionally included references to the actual musics and composers of other areas in the world, namely, Turkey, Greece, and India, as these were the areas where Western influence was beginning to be felt. More could probably be done, but this is at least a start in a more global outlook for the period.

				It must be reiterated that this work is primarily meant as a quick reference guide. The entries are not intended to replace larger explorations or similar entries in places like Die Musik in Geschichte und Gegenwart or The New Grove Dictionary of Music (nor the numerous and sometimes tantalizingly lacunar entries in earlier lexica such as Fétis or Eitner). Such a task would be cyclopean in scope, and this tome is far too short to compete with such exhaustive works, many of which are now online as databases. There are, to be sure, gaps in both of the major dictionaries, some of which have been plugged here (the composer Benedict Kraus comes to mind), but this is not a correction or “updated” version. In order to ascertain the numbers and types of works of different composers, for example, sources such as RISM have proven invaluable. I have, however, purposely avoided modern references to Internet sources such as Wikipedia, though I do confess to have looked at this enough to know how it is organized and can contribute in certain rare instances. This is intentional, though I fully acknowledge that much useful (and sometimes more detailed) information can occasionally be found therein (as well as elsewhere online through judicious use of search engines). Whether we find all or even many of these online sources accurate or useful will be a matter of preference or increasing accuracy of those who compile and annotate them. As the old proverb of the Soviet Union went, “trust but verify.”

				Finally, on the matter of orthography, I acknowledge that there will be numerous inconsistencies, though I have attempted to retain English spellings for many places that are familiar to readers. For instance, it is always Vienna, and not the German “Wien,” or the Italian Padua, and not “Padova.” The same goes for Cologne instead of the German “Köln,” but in one case, there is some information that a new spelling is preferred for Haydn’s remote Hungarian castle workplace. I have retained “Esterháza” for “Esterház,” the spelling by which it was known up through the 20th century. In an era of inconsistent orthography, it is often better known by its modern standardized equivalent.

				This work could not have been completed without the help of several friends and colleagues from the Society for Eighteenth-Century Music, who pointed me in a number of directions that were useful. These include Douglas Lee, John Rice, Sterling Murray, Drew Davies, Beverly Wilcox, Paul Corneilson, Estelle Joubert, Pater Lukas Helg of Kloster Einsiedeln, and numerous others. I would also like to recognize Jon Woronoff of Scarecrow Press, who was patient and understanding as the work grew in the telling. I appreciate his advice and comments on drafts and in the huge editing process. I can only hope that this work might inspire others to explore the wide world of Classical period music, the surface of which has only been scratched. 

			

		

	
		
			
				Acronyms and Abbreviations

			

			
				General

				
					
						
								
								CHG

							
								
								Carl Heinrich Graun

							
						

						
								
								JGG

							
								
								Johann Gottlieb Graun

							
						

						
								
								Op

							
								
								Opus (referring to published works)

							
						

						
								
								WoO

							
								
								Without Opus numbers (referring to manuscript works)

							
						

					
				

				Cataloguing and Referencing (Bold in Bibliography)

				
					
						
								
								Abbreviation

							
								
								Full name

							
								
								Composer name

							
						

						
								
								A

							
								
								Altner

							
								
								František Xaver Dusˇek

							
						

						
								
								A

							
								
								Angermüller

							
								
								Antonio Salieri

							
						

						
								
								B

							
								
								Benton

							
								
								Jean-Frédéric Edelmann

							
						

						
								
								B

							
								
								Brainerd

							
								
								Giuseppe Tartini

							
						

						
								
								Badley

							
								
								Badley

							
								
								Leopold Hofmann

							
						

						
								
								Ben

							
								
								Benton

							
								
								Ignaz Pleyel

							
						

						
								
								BeRI

							
								
								Bengtsson

							
								
								Johan Helmich Roman

							
						

						
								
								BR

							
								
								Wolfarth

							
								
								Johann Christoph Friedrich Bach

							
						

						
								
								
								
								Wilhelm Friedemann Bach

							
						

						
								
								Brown

							
								
								Brown

							
								
								Karl von Ordonez

							
						

						
								
								BruWV

							
								
								Krone

							
								
								Gaetano Brunetti

							
						

						
								
								Bryan

							
								
								Bryan

							
								
								Jan Křtitel Vanhal

							
						

						
								
								C

							
								
								Callen

							
								
								Franz Ignaz Beck

							
						

						
								
								Craw

							
								
								Craw

							
								
								Jan Ladislav Dussek

							
						

						
								
								D

							
								
								Dounias

							
								
								Giuseppe Tartini

							
						

						
								
								DF

							
								
								Fog

							
								
								Christian Ernst Friedrich Weyse

							
						

						
								
								E

							
								
								Emmerig

							
								
								Joseph Riepel

							
						

						
								
								E

							
								
								Enßlin

							
								
								Ferdinando Paër

							
						

						
								
								EvaM

							
								
								Evans/Dearling

							
								
								Joseph Mysliveček

							
						

						
								
								F

							
								
								Falck

							
								
								Wilhelm Friedemann Bach

							
						

						
								
								F

							
								
								Fanna

							
								
								Joseph Mysliveček

							
						

						
								
								FE S

							
								
								Freeman

							
								
								Franz Schneider

							
						

						
								
								FWV

							
								
								Rheinländer

							
								
								Josef Fiala

							
						

						
								
								G 

							
								
								Gérard

							
								
								Luigi Boccherini

							
						

						
								
								Abbreviation

							
								
								Full name

							
								
								Composer name

							
						

						
								
								GraunWV

							
								
								Hewel

							
								
								Carl Heinrich Graun

							
						

						
								
								
								
								Johann Gottlieb Graun

							
						

						
								
								GWV

							
								
								Grosspietsch

							
								
								Johann Christoph Graupner

							
						

						
								
								H

							
								
								Helm

							
								
								Carl Philipp Emanuel Bach

							
						

						
								
								Hill

							
								
								Hill

							
								
								Florian Gassmann

							
						

						
								
								Hob

							
								
								Hoboken

							
								
								Joseph Haydn

							
						

						
								
								HRV

							
								
								Holm

							
								
								Johan Helmich Roman

							
						

						
								
								HV

							
								
								Hermann

							
								
								Joseph Eybler

							
						

						
								
								IB

							
								
								Inzaghi/Bianchi

							
								
								Alessandro Rolla

							
						

						
								
								JC

							
								
								Jenkins/Churgin

							
								
								Giovanni Battista Sammartini

							
						

						
								
								K

							
								
								Kaul

							
								
								Antonio Rosetti

							
						

						
								
								K

							
								
								Kirkpatrick

							
								
								Domenico Scarlatti

							
						

						
								
								K

							
								
								Klafsky

							
								
								Michael Haydn

							
						

						
								
								K (KV)

							
								
								Köchel

							
								
								Wolfgang Amadeus Mozart

							
						

						
								
								K

							
								
								Komma

							
								
								Jan Zach

							
						

						
								
								K

							
								
								Krebs

							
								
								Carl Ditters von Dittersdorf

							
						

						
								
								Kn

							
								
								Knapp

							
								
								Carl Friedrich Abel

							
						

						
								
								L

							
								
								Labrador

							
								
								Gaetano Brunetti

							
						

						
								
								L

							
								
								Lee

							
								
								Franz [František] Benda

							
						

						
								
								L

							
								
								Lee

							
								
								Christoph Nichelmann

							
						

						
								
								L

							
								
								Longo

							
								
								Domenico Scarlatti

							
						

						
								
								LMV

							
								
								Eisen

							
								
								Leopold Mozart

							
						

						
								
								M

							
								
								Mennicke

							
								
								Johann Adolph Hasse

							
						

						
								
								M

							
								
								Montanari

							
								
								Bartolomeo Campagnoli

							
						

						
								
								M

							
								
								Munter

							
								
								Franz Iganz von Beecke

							
						

						
								
								Mattos

							
								
								Mattos

							
								
								José Maurício Nunes Garcia

							
						

						
								
								MH

							
								
								Sherman/Donely

							
								
								Michael Haydn

							
						

						
								
								Murray

							
								
								Murray

							
								
								Antonio Rosetti

							
						

						
								
								MWV

							
								
								Häfner

							
								
								Johann Melchior Molter

							
						

						
								
								Olzer

							
								
								Olzer

							
								
								Bartolomeo Franzosini

							
						

						
								
								Op/WoO

							
								
								Tyson

							
								
								Muzio Clementi

							
						

						
								
								Op/WoO

							
								
								Kinsky/Halm

							
								
								Ludwig van Beethoven

							
						

						
								
								Op/WoO

							
								
								Zimmerschied

							
								
								Johann Nepomuk Hummel

							
						

						
								
								P

							
								
								Perger

							
								
								Michael Haydn

							
						

						
								
								P

							
								
								Peters

							
								
								Georg Anton Kreusser

							
						

						
								
								PadK

							
								
								Padrta

							
								
								Franz Krommer

							
						

						
								
								Poštolka

							
								
								Poštolka

							
								
								Leopold Koželuh

							
						

						
								
								QV

							
								
								Augsbach

							
								
								Johann Joachim Quantz

							
						

						
								
								R

							
								
								Reutter

							
								
								Franz Xaver Richter

							
						

						
								
								R

							
								
								Rice

							
								
								Adalbert Gyrowetz

							
						

						
								
								R

							
								
								Hoffmann/Robinson

							
								
								Giovanni Paisiello

							
						

						
								
								SmWV

							
								
								Duda

							
								
								Franz Xaver Süßmayer

							
						

						
								
								Som

							
								
								Somfai

							
								
								Johann Georg Albrechtsberger

							
						

						
								
								T

							
								
								Terry

							
								
								Johann Christian Bach

							
						

						
								
								Abbreviation

							
								
								Full name

							
								
								Composer name

							
						

						
								
								TTK

							
								
								Gubkina

							
								
								Anton Ferdinand Tietz

							
						

						
								
								TWV

							
								
								Menke/Ruhnke

							
								
								Georg Philipp Telemann

							
						

						
								
								VB

							
								
								Van Boer

							
								
								Joseph Martin Kraus

							
						

						
								
								VN

							
								
								Van Rompaey

							
								
								Pierre van Maldere

							
						

						
								
								W

							
								
								Weinmann 

							
								
								Johann Georg Albrechtsberger

							
						

						
								
								W (CW)

							
								
								Warburton

							
								
								Johann Christian Bach

							
						

						
								
								White

							
								
								White

							
								
								Giovanni Battista Viotti

							
						

						
								
								WK

							
								
								Knapp

							
								
								Carl Friedrich Abel

							
						

						
								
								Wq

							
								
								Wotquenne

							
								
								Carl Philipp Emanuel Bach

							
						

						
								
								
								
								Christoph Willibald von Gluck

							
						

						
								
								WV

							
								
								Schölz-Micaelitsch

							
								
								Christoph Wagenseil

							
						

						
								
								Z

							
								
								Aquilina

							
								
								Benigno Zerafa

							
						

						
								
								Z

							
								
								Zakin

							
								
								Václav Pichl

							
						

					
				

			

		

	
		
			
				Chronology

			

			
				1728  The first ballad opera, The Beggar’s Opera, premiers in London. Benedetto Marcello publishes his cantata Cassandra in Venice as an exemplar of drama in music.

				1730  The Riddarhuskonserter are founded in Stockholm by Johan Helmich Roman. 

				1733  War of the Polish succession begins.

				1734  Fire destroys the musical archives at the Capilla Real in Madrid. 

				1735  Charles of Bourbon drives out the Austrians from Naples and establishes close musical ties to Spain, which sends students to the various conservatories. First ballad opera performed in Charleston, South Carolina.

				1736  Giovanni Pergolesi dies suddenly near Naples.

				1737  The Teatro San Carlo opens in Naples.

				1738  The Hamburg opera closes after bankruptcy. 

				1739  Reinhard Keiser dies in Hamburg.

				1740  Frederick II becomes king of Prussia and brings musical establishment to Berlin to form the Berlin School. Maria Theresia becomes head of the Holy Roman Empire of the German Nation in Vienna, but her accession is disputed. Carl Philipp Emanuel Bach, Johann and Carl Graun, and Johann Philipp Kirnberger move to Berlin. 

				1741  Christoph Willibald von Gluck’s first opera Artaserse premiered in Milan; John Immyns founds the Madrigal Society in London; Antonio Vivaldi and Johann Joseph Fux die in Vienna.

				1742  George Frederick Handel’s Messiah premieres in Dublin. A German version of the ballad opera The Devil to Pay is performed in Berlin and Hamburg by the Schönemann troupe. Ranleigh Gardens summer concerts are begun in London. Italian opera is inaugurated in Berlin with Carl Graun’s Caesare e Cleopatra. An opera house opens in Mannheim.

				1743  Handel’s oratorio Samson premiers in London.

				1745  Elector Carl Theodor forms his court orchestra in Mannheim. Jean-Philippe Rameau’s Platée premieres at Versailles. 

				1746  Christoph Willibald von Gluck visits London and competes with Handel. 

				1747  Handel’s Judas Maccabeus premieres in London. Johann Sebastian Bach composes A Musical Offering for Frederick the Great in Berlin.

				1748  War of the Austrian Succession ends with the Treaty of Aix-la-Chapelle. Samuel Richardson’s Clarissa is published. The Holywell Rooms open in Oxford as a musical concert venue.

				1749  Rameau’s Zoroastre premieres in Paris.

				1750  Johann Sebastian Bach dies in Leipzig.

				1751  The French Encyclopédie begun by Denis Diderot and Jean d’Alembert. Francesco Geminiani publishes his The Art of Playing the Violin.

				1752  Johann Joachim Quantz publishes his Versuch einer Anweisung die Flöte traversière zu spielen in Berlin. Christian Felix Weisse writes the first German Singspiel Der Teufel ist los, which is performed in Leipzig and inaugurates the Comic War. The Querelle des Bouffons begins with a production of Giovanni Pergolesi’s La serva padrona in Paris. Johann Pepusch dies in London. A troupe of comedians writing ballad opera appears in Williamsburg, Virginia.

				1753  Carl Philipp Emanuel Bach publishes the first volume of his Versuch über die wahre Art das Clavier zu spielen in Berlin. Jean-Jacques Rousseau publishes his Lettre sur la musique française.

				1754  Beginning of the French and Indian War in North America. Johann Stamitz creates a sensation at the Concerts spirituels in Paris, giving international fame to the Mannheim style. Niccolo Jommelli becomes Kapellmeister in Stuttgart.

				1755  Massive earthquake in Lisbon, destroying much music. Der Tod Jesu by Carl Heinrich Graun is composed in Berlin. William Boyce is appointed as Master of the King’s Musick in London. Francesco Araja’s opera Cephal et Prokris is sung in Russian in St. Petersburg and Egidio Duni’s Ninette à la cour produced in Paris. Francesco Durante dies in Naples.

				1756  The Seven Years’ War begins. Leopold Mozart publishes his Versuch einer gründlichen Violinschule. Charles Simon Favart imports exotic costumes for his pasticcio Soliman II for Paris.

				1757  Domenico Scarlatti dies in Madrid and Johann Stamitz dies in Mannheim. Earliest public concert given is in Philadelphia by John Palma.

				1758  C. P. E. Bach publishes the Geistliche Oden und Lieder.

				1759  Jesuits are expelled from Portugal and their composers begin to move to Brazil. Joseph Haydn enters the service of Count Morzin. George Frederick Handel dies in London.

				1760  George III becomes king of England. The earliest collection of American-composed psalmody, Urania, is published in Philadelphia. Niccolò Piccinni’s La buona figlioula is premiered in Rome. Breitkopf in Leipzig publishes the first music catalogue. Georges Noverre becomes ballet master in Stuttgart.

				1761  Joseph Haydn becomes vice Kapellmeister at Eisenstadt. Opera buffa begins to be performed in London with works by Baldassare Galuppi and Niccolò Piccinni. The Nobleman and Gentleman’s Catch Club begins in London. Gluck’s Don Juan premieres in Vienna.

				1762  Catherine II becomes empress of Russia and begins to import Italian composers for her opera. Gluck’s Orfeo ed Euridice premieres in Vienna. Johann Christian Bach moves to London as Thomas Arne’s Love in a Village premieres there. 

				1763  The first Treaty of Paris ends the Seven Years’ War. Florian Gassmann succeeds Gluck in Vienna as court composer. Public concerts are founded in Leipzig.

				1764  Rameau dies in Paris. 

				1765  The first Bach-Abel concerts are performed in London. André Philidor premieres his Tom Jones.

				1766  Joseph Haydn becomes Kapellmeister, with the court moving summers to Esterház in Hungary.

				1767  Georg Philipp Telemann dies in Hamburg. Christoph Willibald von Gluck’s Alceste premieres in Vienna.

				1768  Jean-Jacques Rousseau’s Dictionnaire de musique is published in Paris. The opera house at Esterház opens. 

				1769  The first zarzuelas featuring folk elements are composed by Antonio de Hita in Madrid. Luigi Boccherini becomes court cellist in Madrid. C. P. E. Bach becomes city composer in Hamburg.

				1770  The Liebhaberkonzerte are begun in Berlin and the Concert des Amateurs is established in Paris. Padre Sojo establishes the Chacao School in Caracas, Venezuela, New Spain. Giuseppe Tartini dies in Padua.

				1771  Johann Kirnberger publishes his Die Kunst des reinen Satzes in Berlin. The Royal Academy of Music is founded in Stockholm. Charles Burney publishes his The Present State of Music in France and Italy. Johann Adolph Hasse’s last opera seria Ruggiero premieres in Milan.

				1772  Gustav III becomes king of Sweden and begins planning the Royal Opera. The Tonkünstlersozietät is founded in Vienna.

				1773  Christoph Wieland and Anton Schweitzer compose a German serious opera, Alceste, for Weimar. The Royal Opera in Stockholm is inaugurated with Francesco Uttini’s Thetis och Pelée. Charles Burney publishes his The Present State of Music in Germany, the Netherlands, and United Provinces. Joseph Haydn’s L’infedeltà delusa premieres at Esterház. 

				1774  Johann Friedrich Reichardt becomes Kapellmeister in Berlin. Goethe publishes Die Leiden des jungen Werthers. Antonio Salieri becomes court composer in Vienna. Gluck arrives in Paris to produce Iphigénie en Aulide. Niccolo Jommelli dies in Naples.

				1775  American War for Independence begins. Georg Benda writes monodrama Ariadne auf Naxos for Gotha. Hanover Square Rooms concert series begins in London. 

				1776  Charles Burney publishes the first volume of his General History of Music. The Ancient Concerts sponsored by the Academy of Ancient Music begin in London. John Hawkins publishes his History of Music. 

				1777  The Accademia de’Cavalieri begins concerts in Naples. Günther von Schwarzburg by Ignaz Holzbauer premieres in Mannheim.  

				1778  Elector Carl Theodor moves his court to Munich as elector of Bavaria, taking with him most of his orchestra. The Teatro a la Scala opens in Milan. Joseph II founds the German National Singspiel in Vienna. Abbé Georg Joseph Vogler publishes his Betrachtungen einer Mannheimer Tonschule.

				1779  Opera house at Esterház burns. The Gluck-Piccinni feud erupts with performances of the former’s Iphigénie en Tauride and the latter’s Roland.

				1780  Mozart writes Idomeneo for Munich.

				1781  Mozart arrives in Vienna; opera house at Esterház reopens. Joseph Haydn publishes his Opus 33 string quartets. The Loge Olympique concerts are inaugurated in Paris. Johann Adam Hiller becomes the first conductor of the new Gewandshaus orchestra in Leipzig. 

				1782  Giovanni Paisiello’s Il barbiere di Siviglia premieres in St. Petersburg. Mozart’s Die Entführung aus dem Serail premieres in Vienna. The first volume of Heinrich Koch’s Versuch einer Anleitung zu Composition is published in Leipzig. Pietro Metastasio dies in Vienna and Johann Christian Bach dies in London. The castrato Farinelli dies in Bologna.

				1783  The second Treaty of Paris secures the independence of the new United States, and Benjamin Franklin and Thomas Jefferson import French music to the United States. The National opera house in Prague opens. Johann Adolph Hasse dies in Dresden. Archbishop Colloredo of Salzburg promotes hymnody in the Austrian empire.

				1784  Handel Centennial Commemoration begins in London. André-Ernest-Modest Grétry’s rescue opera Richard Coeur de Lion premieres in Paris. Padre Martini dies in Bologna. 

				1785  The Caecilian Society of London is founded.

				1786  Johann Peter Salomon creates a concert series in London; Mozart’s Le nozze di Figaro and Vincent Martin y Soler’s Una cosa rara premiere in Vienna. Joseph Haydn’s Paris symphonies are performed in Paris at the Loge Olympique. Frederick the Great dies in Berlin and is succeeded by Friedrich Wilhelm, who encourages cellists to come to the Prussian court.

				1787  Mozart’s Don Giovanni premieres in Prague, and he becomes Gluck’s successor in Vienna at a reduced salary. Giuseppe Sarti’s Russian Te Deum performed in Moscow. Christoph Willibald von Gluck dies in Vienna. The prohibition against theatre performances and music is lifted in Philadelphia.

				1788  The Glee Club is founded in London. C. P. E. Bach dies in Hamburg. The Felix Meritis concerts begin in Amsterdam.

				1789  French Revolution begins with the storming of the Bastille. Daniel Gottlob Türk publishes his Clavierschule. The Berlin opera opens to the public.

				1790  František Kocžwara composes The Battle for Prague. The Concerts spirituels close in Paris. Joseph Quesnel begins producing operas in Montreal, Québec, in Canada. Prince Nicholas Esterházy dies and Joseph Haydn is pensioned.

				1791  Joseph Haydn goes to London to perform at the Salomon concerts. Mozart’s Die Zauberflöte premieres shortly before the composer’s death in Vienna.

				1792  Gustav III of Sweden is assassinated at a masked ball, and Gustavian opera declines. Ludwig van Beethoven moves to Vienna as a student of Joseph Haydn. The premiere of Domenico Cimarosa’s Il matrimonio segreto takes place in Vienna. The Singakademie in Berlin is founded by Carl F. Fasch. The Teatro La Fenice is reborn in Venice, while the Théâtre de la rue St. Pierre is founded in New Orleans, Louisiana.

				1794  Joseph Haydn visits London for the second time. The Chestnut Street Theatre opens in Philadelphia with Samuel Arnold’s The Castle of Andalusia. 

				1795  The Conservatoire is founded in Paris. The opera society Nytt och Nöje is founded in Stockholm.

				1796  Joseph Haydn recalled as Kapellmeister to Eisenstadt and writes the Missa in angustiis. William Shield’s opera The Poor Soldier is performed in Botany Bay, Australia. 

				1797  All conservatories in Naples but two close due to revolution. Medée by Luigi Cherubini premieres in Paris.

				1798  French army invests Naples, and Cimarosa is imprisoned for revolutionary activities. Haydn’s Die Schöpfung premieres in Vienna.

				1799  Napoleon becomes dictator in France. Joseph Martin Kraus’s monumental Æneas i Cartago is premiered in Stockholm, the last of the Gustavian operas.

				1800  Boieldieu’s opera Le Calife de Baghdad premieres in Paris.

			

		

	
		
			
				Introduction

			

			
				If there is one period in music history that lies in the background of our modern concept of classical music and yet is difficult to grasp in its entirety, it is the Classical period. The research is mammoth, and there is an awareness that it may probably be the first “modern” period of today’s music, and still there are aspects that seem to defy precise definition. The concepts that drove the 19th century all appear during the very short time span of its existence, the foundations for the technological marvels of later eras were laid, new forms of government appeared as a fundamental sea change occurred from the earlier hierarchy based upon feudal fealty to some sort of more egalitarian system, and in the arts there was an emerging awareness of people, their emotions and foibles, that drove substantial changes in how culture was practiced and viewed. It was called variously the Age of Enlightenment, the Age of Reason, the Age of Revolution, the Age of Empire, and a number of other epithets that encompass some of these changes but fail to grasp the enormity of what occurred during the period. Indeed, various trends, labeled Galant, Empfindsamkeit, Sturm und Drang, Rococo, Gothic, Classicism, and so forth, are all active terms that imply a rapid systemic change that perhaps would be difficult to encompass in any sort of single term. Add to this a global perspective particularly during the last half of the century and one is confronted by a historical colossus, something which in its Hydra-like aspects requires a complex musical world to match.

				There are two main questions that confront one when coming to terms with music in the Classical period. The first is to determine what occurred during this dramatic era in terms of musical style and trends; the second is to see how the ebb and flow, perhaps even the diffusion, of music happened on a global scale. There can be no doubt that this was perhaps one of the most fruitful compositional periods in history, and in comparison with other times, it would seem that there was a market for music of all sorts in virtually every place, even some where living conditions were extremely nascent or primitive. In order to begin to answer these questions, it is necessary to make some definitions regarding the period itself.

				What Is the Classical Period?

				The Classical period is historically difficult to define. As Neal Zaslaw noted in his essay on music and society in Man and Music: The Classical Era, while certain events can be construed as forming “a natural watershed, in political, social and cultural history alike,” the definition of the period is quite subjective and fluid.1 There is, therefore, considerable debate about what constitutes the chronology of the period, most of the definitions alternating between the “long” 18th century that includes the entire hundred-year period and sometimes beyond, and the “short” 18th century, wherein more specific dates are determined to be significant markers. The first and perhaps most obvious reason for this confusion is that one musical historical trend merges imperceptibly into another, from the Baroque to the Classical and from the Classical to the Romantic, and developments in the world of music seem more consistently evolutionary than revolutionary. The use of the birth or death dates of important composers is also occasionally used; for example, the death of Johann Sebastian Bach in 1750 as the end of the Baroque, or the death of Joseph Haydn in 1809 as the end of the Classical period. These too are not as definitive as one might like. 

				It would seem that the new “Classical” style, however that is interpreted (and it too is a slippery definition at best), may have emerged and slowly become dominant during the 1730s or 1740s, but Baroque composers such as Johann Sebastian Bach, Jan Dismas Zelenka, George Frederick Handel, or Antonio Vivaldi were all active well into these decades and later. It is instructive to be reminded that when Handel died, Wolfgang Amadeus Mozart was already 3 years old and would, within a year or so, begin composing music, and when Georg Philipp Telemann passed away in 1767, Mozart was already 11 and shortly to write his first opera. The elder generation of composers may or may not have chosen to delve completely into the new stylistic developments, but they were certainly cognizant of them; one is reminded of Handel’s rather offhanded remark that Christoph Willibald von Gluck knew no more about counterpoint than his cook, or Georg Philipp Telemann’s successful attempt to reinvent himself as a “modern” composer even at an advanced age. 

				On the upper end, the Classical period did not end either in 1791 or 1809 with the passing of what have been seen as the musical icons, Mozart or Joseph Haydn, since composers continued to write in the same style for decades afterward. There is a certain Caesarian or Trinitarian symmetry in dividing Ludwig van Beethoven’s compositional years into three periods, but this too remains problematic in defining some sort of upper boundary. By the time of his death in 1827, Hector Berlioz’s Symphonie fantastique lay but three years in the future, and how one describes the works of Franz Schubert, who died only a year after Beethoven, or Carl Maria von Weber depends upon whether their music is Classical or simply rooted in Classical tradition. One may subscribe to one or the other view, but here too there is a certain sense of overlap in composers such as Weber or perhaps even Giaocchino Rossini, where, like the composers at the beginning of the period, they knew of a newly emerging style but preferred to write in the old. 

				This leaves the other parameters, both social and cultural, as possible determinants. While 1740, the year when Frederick the Great of Prussia and Maria Theresia of the Holy Roman Empire became heads of their respective states, does have some significance due to their involvement in musical development, if the new style emerged from Italy, then the beginning must go at least a decade earlier when composers such as Giovanni Pergolesi, Giovanni Sammartini, and Antonio Brioschi were already defining both Classical form and genres. At the upper end, perhaps the treaties of Vienna and Ghent in 1814 were pivotal historical points, for not only does Europe undergo the first of the many political reconfigurations of the century, it is also a time when the Americas were finally freed, or in the throes of being free, from European political suzerainty. 

				For music, the older court or church dominance was replaced by the municipal concert hall/opera house or the private salon as venues for which works could be written. For composers, this marked a change to an arrangement that was less secure than the old court system but offered more lucrative ways of making a living. Add to this the beginnings of the Industrial Revolution, particularly in the field of transportation, and accessibility to composers and music becomes a significant factor in marking a sea change around this time. Given these rather nebulous boundaries, a definitive chronology based upon historical data must remain an elusive target, with arbitrary limits established as required.

				It used to be that the music of the Classical period, however chronologically problematic, was inevitably defined by only a handful of major figures, the so-called great masters whose importance seems to have been determined already as the 19th century dawned. E. T. A. Hoffmann may not have been the first but was certainly one of the most persuasive proponents of a triumvirate consisting of Mozart, Haydn, and Beethoven, which in turn led to the equating of the music of the entire period with a Viennese Classical style.2 Important other figures such as Christoph Willibald von Gluck or Carl Philipp Emanuel Bach were often ranked as secondary in importance, acknowledging their contributions as “forerunners” of the triumvirate, and the remaining relegated to the status of Kleinmeister, a word that seems by its very nature to be rather derogatory.3 

				In a number of modern general histories of the period, this view has remained. For example, Philip Downs’s Classical Music for the Norton series is subtitled The Era of Haydn, Mozart, and Beethoven with five of nine chapters devoted to these composers. In Reinhard Pauly’s Music in the Classical Period, each chapter written on genres seems inevitably to devolve into a discussion of their works, and they are the only ones singled out for individual chapters all on their own. Charles Rosen’s The Classical Style and Leonard Ratner’s analysis of form in his Classic Music focus heavily upon these composers, while Giorgio Pestelli’s text is titled The Age of Mozart and Beethoven, with poor Haydn even left out of top billing. Finally, the titles of two out of the three monumental volumes on the period by Daniel Heartz (Haydn, Mozart, and the Viennese School from 1995 and Mozart, Haydn, and Early Beethoven from 2009) continue the trend, even though in both of these studies a more objective and universal content can be discerned. 

				Needless to say, this overwhelming focus, whether titular or contentual, has evoked a response, ranging from the antithetical Vergessen Sie Mozart! Erfolgskomponisten der Mozart-Zeit (Forget Mozart! Successful Composers of the Mozart Era; never mind the irony of the title here) by Wolfgang Antesberger to attempts to relocate the 18th century into either a generic or social context, as can be seen in the aforementioned Man and Music edited by Zaslaw or the various often exhaustive studies on the oratorio by Howard Smither, the sonata by William S. Newman, or the soon-to-be published and long-anticipated study of the 18th-century symphony in the series begun by A. Peter Brown (and now concluded by editors Mary Sue Morrow and Bathia Churgin with over 20 individual authors involved in the compendium). Each of these studies, and others as well, have begun the task of leveling the playing field of 18th-century music, showing that the plethora of styles and trends, within which each of the triumvirate was of course an integral participant, were all contributors to a greater whole, a kaleidoscopic world of Classical period music that was global in form and substance. 

				This in turn requires a broader view of the music of the period than that focused entirely upon three out of hundreds of composers active at the same time. In other words, one simply cannot define the music of the Classical period as being equated, dominated, or even focused upon any individual, let alone a single city, no matter how prosperous a musical establishment it had. If the great masters approach no longer is appropriate, the development of musical style may be a more productive avenue to follow in defining the period. 

				In terms of questions of style and genre, both the old and the new styles, forms, and structures are often comingled and mutually influential. When one views the overall stylistic developments of any given period, the issue of progressive development becomes a crucial one; the one question that frequently occurs is whether “forward-looking” music is a harbinger of things to come or an anomaly, born out of a particular set of circumstances. The same goes for whether a particular composition or style is to be deemed progressive (or perhaps even revolutionary) or anachronistic. Add to this mix the issues of performance practice—and by this is limited here to the development of performance circumstances, venues, and participation—and the waters become indeed murky. Is a composer writing in 1790 for an orchestra consisting of strings only less advanced than one who begins to add trombones to a brass section of a quartet of horns and pair of trumpets, for example? Is the rediscovery of Bach promoted in Vienna in the 1780s by Baron Gottfried van Swieten (and espoused with some nonchalance by Mozart, at least before he perused Bach’s manuscripts while on a trip to Leipzig in 1789) a deliberate anachronism in terms of performance practice, or is it a back-to-the-future approach that might be deemed a true revival? 

				There can be no doubt that an almost infinite variety of possibilities for the creation and performance of music existed during the Classical period. Virtually all of the modern traditional genres were either developed or perfected during the era, and there was an ample creative spark that led to new sorts of genres, styles, or variations thereof. It is often taken for granted that clarity and symmetry were the hallmarks of the period; for instance, the careful melodic and harmonic contrasts, as well as the expanded binary structure, of what used to be termed sonata form (and now generally can be described merely as the sonata principle). Formal clarity was certainly an important aspect of the music of the period, but it was subject to considerable variety and creativity. Reading through Heinrich Koch’s description of sonata form, for example, reveals more of a how-to method than an artistic way of solving issues of contrast, and his examples are both dry and pedantic. To be sure, he does provide a description that seems to work in general terms, but this does not explain the unwritten adherence to this principle by many composers of the period, nor does it allow for the variance that composers employ when using it. 

				Genres themselves are somewhat indefinite, although to be sure nomenclature was not standardized. A sonata could be virtually anything, from what we might consider a “standard” three-movement work for a single instrument with keyboard accompaniment to a larger piece such as a piano trio or a single solo instrument. A symphony may have been standardized for the most part into either three or four movements, but there are symphonies that range from a single movement with slow introduction (the so-called Sinfonia da chiesa with examples from Joseph Martin Kraus to Niccolò Zingarelli) to perhaps as many as nine movements, such as the characteristic symphonies by Jean Gehot. A concerto may exist as a standard three-movement format arranged fast-slow-fast, but if embedded within or extracted from a larger work such as a serenade, it is generally in two movements—examples by Mozart and Michael Haydn come to mind—and there are others that may include more. In short, the question of form and genre varies so considerably that all one can deduce is that this period was a time of rapid stylistic and structural change, during which standards emerged but which also accommodated a wide range of experimentation. 

				In terms of it defining the period, however, it can be said that a stylistic trend toward longer, more lyrical themes and thematic contrast found in expanded binary forms began around 1730 or a bit before. The result was an almost frenetic development throughout Europe that coalesced into a number of genres based around predictable if not always rigid formal structures by about 1790–1800. Only after that time, most visibly in the works of Beethoven, do further changes occur that become further standardized during the 19th century, and thus from this standpoint a case can be made for the span 1730–1800, with a few years on either side as that encompassing the Classical period. 

				The Development of Music in the Classical Period

				It seems clear that one must approach the music and those who wrote it from several perspectives during the era. First, there are the economic factors that become all the more important in how music develops, is composed, and is disseminated. Second, there is a sea change in the lives and occupations of the composers themselves, which involves the dissolution of the social structures that provided for employment in earlier times. Third, there is the matter of taste, for conservative traditions or for novelty that drives the musical development and expansion. Finally, there is the growth of the medium itself, here defined as the creation of new institutions wherein music is performed, restriction of rules that confine or limit its growth, development of the ensemble, and the principles that define how music is to be used and for what purposes. These are intertwining aspects, but all are an integral part in how one is to view the period.

				The economic factors during the Classical period were crucial to the development of music. Composers had a variety of outlets for their works, ranging from the more traditional commissions and requirements of their employment to the ability to publish and even distribute their own music. As with earlier eras, if a composer was employed by a court, there were inevitable duties and responsibilities that came with the position. In terms of musical composition, it entailed writing works for special occasions (either for his own patron or those associated or related), everyday events, or as required for the maintenance of their musical establishments. A person like Joseph Haydn, for example, as an employee of the Esterházy family, was obliged to compose works to display the talents of his musicians (concertos, concert arias), works to entertain his employer (symphonies, operas, divertimentos, sonatas, etc.), works for the local churches (Masses, motets), special commissions for his prince (baryton works), and anything else that was needed. He also was able to independently accept special commissions as his fame grew (the so-called Paris symphonies, the concertos/divertimentos for lire organizzate, the Seven Last Words) but also arrange for publication of sets of works (string quartets) by publishers or by subscription. Publishers even opted on occasion to become exclusive printers of special sets, such as the sonatas and Morgengesang by Carl Philipp Emanuel Bach, who handled the subscriptions and sales himself. 

				As a result, publishers such as Artaria in Vienna, Breitkopf in Leipzig, Hummel in Berlin and Amsterdam, Boyer in Paris, and many others, with or without royal privilege, flourished as outlets for composers. Even the lack of copyright, which saw numerous misattributions for the sake of a better market, did not stop composers from pursuing this avenue with increasing fervor. When added to the growth of the private salon society, with its niche market for small chamber works performable by amateurs, opportunities for economic advantages became legion. Nor were the more common manuscripts neglected. Copy shops such as Johann Traeg in Vienna and Breitkopf both maintained substantial catalogues of works that could be copied off upon demand at reasonable prices, and both professional and amateur composers were not opposed to using this as a means of making some extra money. When one adds distribution to this system, then a growing reputation meant a growing market for one’s music, and no matter where one was bound, often this was part of the necessary luggage, whether it was Santiago de Chile or Bounty Bay, whether a distant cathedral or a penal colony.

				With respect to the economic factors, it is interesting to note that composers and musicians were also less restricted in their choice of occupations and employers than in prior periods. A musician could change employers, and many did so frequently sometimes without undue difficulties. For example, Franz Xaver Richter was allowed to apply for and obtain the post of Kapellmeister in Strasbourg by his erstwhile employer, Elector Carl Theodor in Mannheim. Johann Adolph Hasse occupied two posts simultaneously from about 1734: Kapellmeister at the Saxon court in Dresden and maestro di cappella at the Ospedale degli Incurabili in Venice. And in the case of Abbé Vogler, his various positions in Paris, Stockholm, Munich, and Darmstadt were all part of his own desire to spread his fame, and for each of these, as well as his self-made post in Mannheim at the Electoral court, he was able to negotiate favorable terms without application or scrutiny, such as occurred frequently in Spain and Portugal, where church maestros di capillas had to undergo rigorous (and sometimes rigged) examinations for their posts. 

				Part of this freedom was a part of a new view by the rulers, particularly of the subsections of the Holy Roman Empire, who were not only often closely related but vied with each other for the reputations of their musical establishments. The Bourbon kings of Spain were thus able to offer lucrative employment to Luigi Boccherini or Gaetano Brunetti, not to mention their monopoly over performers such as Farinelli for over a decade. Gustav III of Sweden was able to persuade not only Abbé Georg Joseph Vogler but also several other Germans such as Johann Friedrich Grenser, Joseph Martin Kraus, and Christian Haeffner to relocate to Stockholm, while his cousin, Catherine the Great of Russia, convinced a veritable stream of famous Italian opera composers, such as Giovanni Paisiello, Giuseppe Sarti, Vincent Martin y Soler, and Domenico Cimarosa, to grace her court at St. Petersburg. The major appointments also brought a large number of others, who, even if they did not achieve the top positions, nonetheless were able to find respectable employment with some of the lesser nobility. Ernest Wanžura, for example, found a position at court, while Count Schaffgotsch used Carl Ditters von Dittersdorf both as a musician and as a state bureaucrat. Often these included posts as ordinary musicians, such as Joseph Fiala at Salzburg and the court of Oettingen-Wallerstein. In the best cases, the rulers gathered around them a group of musicians who were meant to achieve significant musical developments; here one can note not only Gustav and Catherine, both of whom had more nationalist agendas, but also Frederick the Great, who patronized the so-called Berlin School made up of Carl Heinrich and Johann Gottlieb Graun, C. P. E. Bach, Johann Kirnberger, and others, as well as making his own musical contributions. 

				In addition, during the period, church music—particularly in the Catholic countries—required increasingly complex musical establishments, and composers could find occupations in the many churches and cathedrals throughout Europe with or without being members of the clergy. Carlo Monzi or Johann Simon Mayr would raise the standards in Bergamo, while Mozart and Michael Haydn devoted much of their energy toward the expansion of sacred music in Salzburg, to give two examples of nonclerical composers employed at such institutions; at the same time, Jan Ryba wrote for his small parish in Bohemia a myriad of works particularly suited to his situation. Municipalities also provided employment opportunities. Sir Frederick Herschel, who was a polymath, wrote works for the Bath concert series, as did his contemporaries Carl Friedrich Abel and Johann Christian Bach in London. 

				Finally, there were those who, despite the occasional formal appointment, remained freelancers their entire lives. First and foremost were the Italian composers of opera, who were able to obtain commissions, sometimes quite lucrative, from theatres throughout Italy and elsewhere in Europe. Several of the wandering companies, such as the Mingotti troupe, even hired their own in-house composers; these included Christoph Willibald von Gluck and Francesco Antonio Uttini. Next were the soloists, who went to places such as Paris or London both to achieve fame and to expand their careers. These included traveling artists such as violist Carl Stamitz, harpist Jan Krumpholz, or pianist Jan Dussek, but one could also find niche composers, such as Giuseppe Cambini, who found that the sinfonia concertante was particularly suited to his talents. In short, the 18th century offered composers far more opportunities for employment in a variety of occupations than heretofore, and in so doing created a fertile environment for musical composition.

				The third factor is that of taste. Musical aesthetics was a significant element in the growth of music during the Classical period. There can be no doubt that certain occasions demanded a certain style of music. Louis Grénon knew that he had to follow the traditions of his church in Sainte by composing works that were a cappella and accompanied only by a continuo consisting of the organ and a serpent. The Mercure de France is filled with debates on musical taste, as are treatises such as Etwas von und über Musik, general travelogues such as Charles Burney’s travels through Europe, or journals such as the Magazin de Musik, all of which take a critical look at how music is received (or ought to be received) by both professional and amateur alike. The best anecdotal example of this often controversial subject may be that surrounding Mozart’s Dissonant Quartet (KV 465). In Vienna, Joseph Haydn heard this and exclaimed to Leopold Mozart that his son was the greatest composer he knew, while when it was performed at the Este court in Modena, the Duke d’Este was so outraged by the dissonant harmonies that he marched down and tore the manuscript to shreds (or at least the first page of it). 

				In the 18th century, however, novelty seemed to be an asset for a composer, who was continually on the lookout for a new mode of expression or new method of making a personal statement. Novelty breeds at times a certain fame or notoriety, and, for example, in the case of Giovanni Pergolesi, an early death at age 26 and a reputation as a progressive composer engendered an imitative Blitz so powerful that within a decade after his demise he was attributed with hundreds more works than he actually wrote. Joseph Haydn was considered so much a harbinger of taste and novelty that his works (principally the string quartets and symphonies) sparked numerous imitators, several of which, such as Pater Roman Hoffstetter, even had their works accepted as legitimate ones by the elder composer. Taste often drove composers; in England the popular taste was for the medley overture, and both there and in the new United States, composers such as Samuel Arnold, James Hewitt, and Alexander Reinagle wrote these quodlibets thereby creating a new genre.

				The final factor in the development of the Classical period concerns the medium itself. Throughout the period there was a conscious expansion of both genres and the method of performance, which in turn created need and opportunity for musical education or invention. Although the conservatory system in Naples was crucial for the bulk of the century in turning out composers and musicians, and indeed often served as a Mecca for students from abroad, the method of teaching was still less than formal, often consisting of texts such as Johann Joseph Fux’s Gradus ad Parnassum or individual thorough-bass or instrumental tutorials. There was clearly a need for a more structured education, which developed throughout the century. In Stockholm, the Royal Academy of Music offered a thorough curriculum, as did the Theatre Schools in Moscow and St. Petersburg, while in Paris in 1795 the first modern musical university, the Conservatoire, was established. 

				The necessity for this sort of institutionalized music education was prompted by the development of the musical ensemble itself. In the 1730s, the general orchestra consisted of a central core of strings (mostly four-part), at the foundation of which was a continuo group, usually defined locally to include a variety of bass instruments. Johann Mattheson’s Neu-eröffnete Orchester of 1713 delineates the other instruments that were often added to provide color and texture, but which functioned as special groupings or consorts. In Johann Sebastian Bach’s larger works, there is usually a woodwind grouping of flutes, oboes, oboes da caccia, and sometimes bassoons, as well as a brass grouping of horns or trumpets and timpani. George Frederick Handel uses a smaller orchestration, but varies his textures by dropping or adding these groups, using textural contrast to achieve his orchestral effects. By 1740, this has changed considerably. The winds are now used more as harmonic filler rather than completely colla parte, and the orchestra itself seems to be expanding to exploit the ranges and depth of individual instruments or instrument pairs. Johann Gottlob Harrer, for example, often requires extreme trumpet ranges, adding a specialized color to his orchestration, while the symphonies of Johan Helmich Roman or Johann Agrell employ woodwinds with their own parts, now sustaining, now solo. In 1745, Elector Carl Theodor made a further adjustment by forming the Mannheim orchestra, which took the shape of a modern ensemble through pairs of woodwinds (each contrasting but also providing sustained harmonic color when needed), pairs of horns (to do likewise), the usual trumpet and drum corps, and an expanded body of strings, now with the occasional disassociation of the violoncello from the contrabass. 

				Numbers of musicians also increased, so that the continuo began to become superfluous. By 1770, average sizes of the orchestra ranged from smaller court ensembles, such as the 28 “band of professors” at Esterháza under Haydn, to large municipal groups such as the Concerts spirituels or Loge Olympique in Paris. A decade later, even the Hovkapell in Stockholm could boast a standard professional ensemble of about 45 to 60 players, with more available if larger sound was needed. Add to this special instruments, such as the exotic percussion in the Turkish music of André Grétry or the reinforcement of the bass line in Paris by a trombone in the case of several sinfonia concertantes by Giuseppe Cambini, and all of the elements of the modern symphony orchestra have been put in place. 

				For composers, this provided an opportunity to experiment with various effects and colors, but it also required a cautious analysis of how and when instruments can and ought to be used. And when writing for a more generic ensemble, choices of instrumentation were of necessity more careful, which in turn drove a market for music geared toward specialized local circumstances. For local composers, this offered an opportunity to imitate better-known figures but write music that was specifically tailored to their venues; alternatively it allowed for arrangements to be made, often with the inclusion of particular musical ideas. For instance, the opening ritornello of a Mozart piano concerto, rewriting the original oboe parts for clarinets, was performed at a public concert in New York in 1797, but now as part of a larger medley by Hewitt.

				The last of these factors is the development of the genre. As more and more opportunities for musical composition arose, and as the various possibilities for performance increased, the need for expanded and newly developed genres became apparent. As a result, music expanded during the Classical period as it never had before. For instance, the symphony began in Italy around 1730 or so as an independent genre, using elements of the ritornello concerto, the opera Sinfonia, and the suite to create a multipurpose instrumental work with contrasting moods and movements suitable for a variety of occasions. The origins are not entirely clear cut, but it appears that this was developed both in Naples and in Lombardy by composers such as Nicola Porpora, Giovanni Battista Sammartini, Antonio Brioschi, and others, spreading rapidly throughout Europe as a new and very useful work. Johan Helmich Roman came into contact with it during a visit to Italy in 1735 and introduced it with various experimentations in terms of structure and form to Scandinavia, and with his contacts with German Kapellmeisters such as Johan Agrell in Nuremburg and Fortunato Chelleri in Kassel, he exchanged works that further sparked development. By 1738 the new genre was introduced in a spectacular fashion in Amsterdam through a centennial concert for the theatre there, and only about a year later both Johann Mattheson and Johann Adoph Scheibe were able to describe it in their treatises as a popular all-purpose instrumental genre.4 Almost immediately it too spawned numerous variations, from flexible number of movements to descriptive characteristic symphonies (such as Dittersdorf’s 12 works based upon Ovid’s Metamorphosis), from medley overtures to an amalgamation of the concerto and symphony known as the sinfonia concertante. In terms of opera, a new style of comic opera spread northward out of Naples beginning around the same time, eventually becoming the international standard for opera throughout Europe. 

				Italian opera, both serious and comic, was spread to all portions of the globe and was well regarded for the beauty of the language, the familiarity of the types of music—long lyrical lines, good harmonic support, in serious works a certain predictability that allowed for virtuoso display, colorful orchestration, for example—and the familiarity of the plots. It flourished throughout the period in centers such as Rome, Turin, Florence, Milan, Naples, and Venice, with a veritable horde of local composers and occasionally librettists, such as Carlo Goldoni, able to make a sometimes substantial living off of commissions, but its real influence was felt elsewhere as composers traveled beyond Italy. As noted above, a host of composers was invited to St. Petersburg to write Italian opera for Catherine the Great, but Frederick the Great of Prussia supported composers such as Carl Heinrich Graun, Frederick August of Saxony Hasse, and Johann Gottlieb Naumann in their successful attempts to set Italian librettos for their courts. Opera houses in London, Vienna, Warsaw, Munich, and elsewhere also found Italian opera, more buffa as the century progressed, appealing to their audiences, which in turn sparked various attempts at reform, such as when Count Giacomo Durazzo encouraged Gluck and his librettist Raniero Calzabigi to revisit the seria to make it more dramatic.

				Italian opera may have dominated the European scene, but this did not stop local national opera from developing. When the Parisian audiences were introduced to Pergolesi’s La serva padrona, an immediate controversy arose regarding the moribund French tragédie lyrique and comic works. Efforts by Charles Simon Favart to create an opéra comique successfully demonstrated the efficacy of French comic opera, leading onward in the quest for exoticism and novelty in works by François Gossec and André-Ernest-Modest Grétry. In England, the popular ballad opera, originally more of a parody with the 1728 Beggar’s Opera, was developed to include both serious national elements (such as Thomas Arne’s Alfred) or complete farces (composed by Stephen Storace and others). Indeed, one of these, the pasticcio The Devil to Pay produced by Charles Coffey, also became an international success, sparking the development of the German Singspiel through translated performances by the troupe of Heinrich Koch in Leipzig in 1756. 

				A decade later, Johann Adam Hiller was not only promoting a particular German style of opera replete with folk elements and music, he also established a school to train composers and singers how to do it. A similar style also developed in Vienna, culminating in fairy-tale works by Dittersdorf, Paul Wrantizky, and Mozart produced in venues such as Emanuel Schickaneder’s Theater auf der Wieden. By 1777, more serious German opera had begun with Iganz Holzbauer’s Günther von Schwarzburg, and around the same time Georg Benda had adapted to limited performance circumstances at the court theatre in Gotha by developing the duodrama, where music simply accompanied a spoken play. Christian Cannabich and others added the occasional ballet and chorus to this new genre, but this was a particularly German invention. Another outgrowth of this was the didactic Singspiels (sometimes called school dramas) that were performed in many of the smaller towns—especially in Bavaria—and composed mainly by Benedictine monks at the nearby monasteries. 

				Finally, national operas in local languages began to flourish, not as examples of provincialism, but as full-fledged genres in their own rights. In Russia, Catherine encouraged her local composers such as Yevstigney Fomin or Vasily Paskevich to write folk operas using specialized instruments and folk tunes, even writing the librettos herself. In Sweden, Gustav III inaugurated a Swedish opera—though at the first performance of one he thoughtfully asked members of his court if their ears hurt hearing the language sung—and by 1774 had begun mining Swedish history in a blatant attempt at Nordic propaganda to support his regime; he too wrote or drafted many of the texts used in works such as Naumann’s Gustav Wasa or Olof Åhlström’s Frigga. In Denmark, the government of Ove Guldberg sought to deflect attention away from a flagging monarchy by promoting opera in Danish, beginning in 1779 with Johann Ernst Joseph Hartmann’s Balders død. Its success created a plethora of Danish works by Friedrich Ludwig Aemelius Kunzen, Johann Abraham Peter Schulz, and others, one of which, Holger Danske by Kunzen, was to later appear in the 19th century as Carl Maria von Weber’s Oberon. In Spain, native operatic forms such as the zarzuela and tonadilla were composed by local composers such as José de Nebra Blasco or Antonio de Hita. In short, opera literally exploded onto the international musical scene, both as popular works by Italian composers and local exemplars, making the Classical period certainly the most fruitful creative period in music history for the genre.

				The same could be said for virtually every other genre, such as the string quartet, which developed out of the divertimento and became the primary chamber genre for publishers and amateur performers throughout the world. In short, the creation of music during this period was far more extensive and widespread than perhaps at any time in history, so that the Classical period must be considered the font of modern music, a rich and vibrant era without equal.

				Classical Period Music as a Global Phenomenon

				The international situation within which music flourished during this period had a considerable influence not only on the dissemination of the works of a composer but also on the influences and circumstances surrounding the need for music. From a political standpoint, this was not a particularly calm period. Various smaller European wars occupied central Europe from the very beginning. In 1740 both France and Prussia declared that Maria Theresia was ineligible according to Salic Law to succeed her late father, Charles VI, thereby inaugurating a war that lasted until 1748. Austria was supported by Great Britain and the Dutch Republic, and during the course of this various conflagrations flared up all over Europe, including the 1745 Jacobite uprising in Scotland. Tensions returned in 1756, when Britain went to war with Bourbon France and Spain, while the Prussian Hohenzollerns and Austrian Hapsburgs again fought battles over Silesia and (with Sweden) over Pomerania. This time, the conflict spilled over into the colonies in North America. In 1776, the American colonies declared their independence, resulting in another de facto global conflict, with the French backing the colonists and the various German states backing Britain. By 1783 a treaty was signed and the new United States of America became the first new nation in the American hemisphere. In 1787 Joseph II of Austria attacked the Ottoman Empire in conjunction with Catherine the Great, a conflict that lasted over a decade, and the next year Gustav III of Sweden fought with her over Baltic hegemony, eventually forcing a stalemate. Finally, in 1789 the French Revolution began with the storming of the Bastille and ended with the coming to power of Napoleon during the years of the Directorate from 1795 onward. 

				These political events did not hinder the development of music, but rather allowed for new avenues to emerge in the form of political works. During the most difficult years of the French Revolution, for example, composers such as François Gossec, Luigi Cherubini, and others were commissioned to write music celebrating the regime and its new social order. Britain’s final suppression of the Scottish rebellion not only elicited a number of patriotic songs and anthems in England, it served to expand the sense of Scottishness among native composers, such as Alexander Mac’Glashan, much of which was exported as the clearances forced the immigration of thousands to the New World. In 1798, the Portuguese court fled to Brazil along with their composers, who began writing the national hymns that were to become political symbols into the next century. 

				Along with this were the newly emerging global empires that provided the grist for the new societies in Europe. To be sure, the Age of Exploration that began in the 15th century had long since been replaced by towns and provinces based upon European models, and these had become centers that were in many cases large, prosperous, and culturally independent, even though they had close ties with their European capitals. In musical terms, this offered markets for works that were heretofore unavailable. In Venezuela in New Spain, for example, Padre Sojo gathered around him a group of local musicians and immigrants to form the Chacao School; not only did the school include instrument makers, but it also offered composers employment as teachers and professionals. In Brazil, the Irmandades were confraternities that were associated with but not part of religious orders in areas such as Minas Gerais, and composers such as Jerônimo de Souza Lôbo were actively writing music the equivalent in form and structure to anything in Europe. Esteban de Salas in Santiago de Cuba had to make do with an ensemble of only a few singers and strings, but he too was able to adapt and compose numerous villancicos, or motets, for his church. In Halifax, Nova Scotia, the British garrison included a musical group that was able to mount orchestral concerts beginning around 1770, while both theatre and public concerts, often with formal dances at the end of each performance, were given in the American colonies both before and after the Revolution. Indeed, immigrants such as Alexander Reinagle, James Hewitt, Benjamin Carr, Peter van Hagen, and others all found professional employment in theatres, although they also became music sellers as well. Even in the remote areas, such as the California missions and towns established beginning in 1762 by Padre Junipero Serra, one could find substantial musical forces; a 1792 document at the Mission San Fernando describes an orchestra of some 28 performers, with a staffing and instrumentation the equivalent of anything in smaller towns in Europe. Mexican composers such as Ignacio de Jerusalem were able to provide music for these far-flung settlements in New Spain, allowing yet more dissemination during the Classical period.

				Wherever Europeans went or settled, they brought musicians and instruments with them, and as cities and outposts grew, and new immigrants arrived, the need for music, whether imported or indigenous, grew as well. Moreover, as contact with non-European areas such as the Ottoman Empire, India, or the Far East developed, non-Western cultures became a topic for discussion and imitation by European artists and musicians. This in turn manifested itself within particular pieces, either as exotica or as tentative attempts to introduce these types of music into the repertory. In 1756, for example, Charles Simon Favart produced a Turkish opera titled Soliman II in Paris, but in order to create a sensation, he imported costumes, instruments, and even props from Constantinople. Even earlier, as the Ottoman troops were at the gates of Vienna, they were aware of the powerful Janissary divisions of the Turkish army, Christians who marched into battle accompanied by raucous trumpets, fifes, and percussion. In a sense, modern percussion was largely introduced into the orchestra as ancillary instruments attempting to provide exotic color, and in turn this provided the foundation for stories set in harems or palaces in the Near East in such works as Grétry’s La caravane du Caire, Mozart’s Die Entführung aus dem Serail or Zaide, Kunzen’s Holger Danske, and many others. In New Spain, native musical genres were absorbed into the composition of traditional works, so that, for example, recognizable Mayan melodies appear in the works of Rafael Castellanos in Guatemala. Then there were the various chamber works alleging to be drawn from non-European sources by such composers as Abbé Vogler, such as a Chinese rondo and a Greenlandic song, not to mention an entire program improvised on an instrument of his own invention that depicted the invasion of the Tatars. The Classical period can therefore be defined as the first real global period of music, where works by composers could be disseminated on a large scale.

				Conclusion

				It is clear that such a vibrant and expansive period in music history is difficult to define with only general terms, let alone through the efforts of only a few great figures. The various descriptors of how to designate the period are all valid, for it was a time when the position of music and those who composed it was evolving rapidly. However one defines this indistinct period, or however one chooses to delineate the trends, genres, development, or social and political changes that occurred, the Classical period is one of deep intellectual ferment, of rapid growth and change, and of explosive creativity in the world of music. It may have had its roots in the music of an earlier era and been the harbinger of progressive music of that which followed, but it must be seen as the necessary evolutionary era, without which modern music and all of its variety could not exist. Given this importance, it is clear that music of this period is seminal to the development of “classical” music in the broader sense. It is at the core of the modern repertory, being fundamental to understanding the development of music over the past two centuries. Moreover, in opera houses, festivals, and concert halls all over the world, music from this period may indeed be performed more than any other form, making it one of the most accessible and popular periods. To be sure, it has been superseded by more “modern” and “progressive” forms of music, but it has not simply been relegated to “old” music of the past like that composed during the Renaissance or perhaps even the Baroque period. It has remained a living and vibrant part of the repertory, indeed offering a kaleidoscope of genres and works that never cease to enchant and amaze.

				Notes

				1. Neal Zaslaw, ed. Man and Music: The Classical Era: From the 1740s to the End of the 18th Century (Englewood Cliffs, N.J.: Prentice Hall, 1989), 1. The quotation occurs within a larger context, where he defines the musical period as being between about 1740 and the death of Haydn in 1809, give or take a year. Zaslaw, however, argues convincingly for the fluidity and subjectivity of such boundaries.

				2. The most interesting use of these three as the First Viennese School was by Arnold Schoenberg in the designation of his trio of acolytes as the Second Viennese School. 

				3. See Zaslaw, Man and Music, 3. He notes specifically that accordingly “vast geographical and social musical landscapes may be, and usually are, passed over virtually in silence.”

				4. See Johann Mattheson, Der vollkommene Capellmeister (Hamburg, 1739; English edition trans. Ernest Harriss, Ann Arbor, Mich.: UMI Research Press, 1981), 234; and Johann Adoph Scheibe, Der critische Musicus (Hamburg, 1738–40; revised Leipzig, 1745), 595–602. It was completely defined by Johann A. P. Schulz in his article “Symphonie” in Johann Georg Sulzer, Allgemeine Theorie der schönen Künste (Leipzig, 1771–74), 2:1121–23. All three distinguish between overtures to operas and the symphony as a useful instrumental genre, with Scheibe boasting that he himself had written over 300 of them; this assertion cannot of course be verified.
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				ABADIA, JOSÉ ANTONIO (ca. 1730, ZARAGOZA, SPAIN, TO 1791, BURGOS, SPAIN). Spanish composer. Little is known of his training or early career, save that around 1770 he was maestro di capilla at the Collegio Mendinaceli in Burgos, where he spent the remainder of his life. His music is all but unknown, but he composed a large number of sacred works, including seven Lamentations.

				ABEL, CARL FRIEDRICH (22 DECEMBER 1723, CÖTHEN, SAXONY, TO 20 JUNE 1787, LONDON). German composer, impresario, and virtuoso viola da gamba player. The son of the gambist at the court of Anhalt-Cöthen and brother of Leopold August Abel, he received his early training from his father. Upon the recommendation of Johann Sebastian Bach, he obtained his first post in the Saxon Kapelle in 1748, but a decade later he immigrated to England to become the chamber composer for Queen Charlotte. On 29 February 1764 he performed his first joint concert with Johann Christian Bach at the Carlisle House on Soho Square. Its success began a collaborative series of 10 to 15 annual subscriptions concerts there and later at Hannover Square known as the Bach-Abel Concerts. Although competition began to weaken their appeal beginning with a series of concerts at the Pantheon in 1774, it was the death of his partner, Bach, in 1782 that caused these popular events to cease. At this time, Abel toured Paris and Germany, briefly staying in Potsdam at the court of Crown Prince Friedrich Wilhelm of Prussia, ultimately returning to London in 1785. He remained active as a performer on an instrument long out of fashion up until his death. 

				Abel had a reputation as a generous and likeable person, who offered aid in establishing younger musicians. He also had a penchant for living well. As a soloist, he was particularly praised for his sensitive and lyrical playing, particularly in the slow movements. Charles Burney noted that “the most pleasing, yet learned modulations, the richest harmony and the model elegant and polished melody were all expressed with feeling, taste, and science.” He is also known to have played the keyboard and French horn. His 233 works were almost entirely concentrated on instrumental genres; only a couple of arias and a song exist of his vocal compositions. These include 44 sonatas for viola da gamba and keyboard, 42 symphonies, 39 trio sonatas (two violins, two flutes, and violin/cello with keyboard), 28 miscellaneous pieces for viola da gamba, 24 violin sonatas, 12 piano trios, 12 string quartets, 10 flute quartets, seven flute sonatas, six keyboard concertos, three sinfonia concertantes (including one for two clarinets), two flute concertos, two cello concertos, and a number of miscellaneous keyboard works. His music has been cataloged according to WK (or Kn) numbers. See also LINLEY, WILLIAM.

				ABEL, LEOPOLD AUGUST (24 MARCH 1718, CÖTHEN, SAXONY, TO 25 AUGUST 1794, LUDWIGSLUST, MECKLENBERG-LOWER POMERANIA, GERMANY). German violinist and composer. Unlike his younger brother, Carl Friedrich Abel, he was sent to study violin with Franz Benda. In 1744 he obtained a post as violinist in Braunschweig, and in 1758 he was appointed as court Kapellmeister at the court of Schwarzburg-Sondershausen. A brief service with the Margrave of Schwendt in 1766 was followed by a lengthy service at the court of the Duke of Schwerin in Ludwigs-lust. Although reputed to be a fine violinist, he never achieved prominence on his instrument. The number of works he wrote is unknown, though several sonatas and studies for the violin, as well as at least one symphony, survive. His two sons Wilhelm Anton Christian Carl Abel and August Christian Andreas Abel became violinists, serving in the court orchestras of Munich. 

				ABELLA GRIJALVA, JOSÉ BERNARDO (ca. 1740, OAXACA, MEXICO, TO ca. 1803, OAXACA). Mexican composer and organist. Born into an indigenous family, Abella Grijalva was trained locally at the Oaxaca cathedral, and in 1776 he was appointed as organist there. In 1781 he moved to Durango, where he spent five years as organist before returning to Oaxaca in 1786. One of the more interesting composers in New Spain, his music, mainly villancicos and motets, reflects a mixture of native styles, the galant, and strict counterpoint.

				ABENDMUSIK. In English, “Evening Music,” generally referring to a concert given at the Marienkirche in the German city of Lübeck consisting of a variety of works. In the 18th century, however, it had coalesced into an oratorio-like genre and spread throughout northern Germany. Significant works were composed by Johann Paul Kunzen.

				ABER, JOHANN [GIOVANNI] (ca. 1740, PROBABLY GERMANY, TO ca. 1790, MILAN). German flautist and composer. Nothing is known of his early life or training. He first appears in 1765 as a member of the orchestra of Giovanni Battista Sammartini in Milan. In 1790 he was named principal flute of the orchestra at La Scala and was known as a teacher at the Colegio Longone. In 1783 he was named as a professor of music at the Pio Instituto in Milan, after which he disappears from history. His music, little known even among flautists, includes four concertos (three for flute and one for flute and violin), three trios for three flutes, three other trios, a symphony, four quartets (including one with psaltery), three quintets, and a number of duos and sonatas.

				ABOS, GIROLAMO (16 NOVEMBER 1715, VALLETTA, MALTA, TO OCTOBER 1760, NAPLES, ITALY). Maltese-Neapolitan composer. Born into a musical family, he was sent to Naples at the age of 14 to study at the Conservatorio dei Poveri di Gesù under Gaetano Greco and Francesco Durante. In 1742 he became deputy to maestro di cappella Ignazio Prota at the Conservatorio di Sant’Onofrio a Porta Capuana, finally achieving the post of second maestro di cappella at the Conservatoria della Pietà dei Turchini. He composed at least 16 operas (mostly seria), many of which were performed internationally. In addition he composed at least one symphony (1735) and numerous sacred works, among which the Stabat mater (1758) is the best known. See also BORGHI, LUIGI; BORRONI, ANTONIO; INSANGUINE, GIACOMO ANTONIO FRANCESCO PAOLO MICHELE; LANG, JOHANN GEORG; ZERAFA, BENIGNO.

				ABRAMS, HARRIET (ca. 1758, LONDON, TO 8 MARCH 1821, TORQUAY, DEVONSHIRE, ENGLAND). English soprano and composer. Born into a Jewish family, possibly in or near London, she studied music under Thomas Arne before debuting as a soprano in 1775 at the Drury Lane Theatre. By 1780 she was acclaimed as one of the most brilliant singers in London, performing frequently in public concerts, as well as having a leading role in the Handel Centenary celebrations of 1784. Although she performed less frequently after 1795, she did occasionally give benefit concerts with her sisters, Theodesia (d. 1849) and Eliza (d. 1831). Her own compositions, consisting of a set of Italian and English canzonetts, as well as a set of ballads and Scottish songs, achieved considerable popularity during her lifetime.

				ACCADEMIA FILARMONICA. An honorary society of composers and musicians established in Bologna, Italy, in 1666. The patron saint of the organization was St. Anthony of Padua, and the motto was “Unitate melos.” The academy was mainly concerned with the development of sacred music, and it was responsible for the control of all of the music in the Bolognese churches. Membership in the organization provided authority for a position as maestro di cappella throughout Italy and was obtained only upon recommendation and the successful delivery of a test piece. During the 18th century, the main leader was Padre Giovanni Battista Martini, but membership included Wolfgang Amadeus Mozart, Carlo Broschi/Farinelli, Christoph Willibald von Gluck, Niccolò Jommelli, Maxim Berezovsky, Josef Mysliveček, and many others. It was dissolved in 1798 with the advent of the Cisalpine Republic and its purposes redirected toward the establishment of pedagogical institutions.

				ACCORIMBONI, AGOSTINO (28 AUGUST 1739, ROME, TO 13 AUGUST 1839, ROME). Italian composer. Little is known of his youth, save that he was trained by Rinaldo da Capua. He made his debut as an opera composer in 1768. By 1785 he was accorded considerable success with performances of his works throughout Italy. He chose, however, to remain in Rome his entire life. His style reflects the opera buffa of his time. His music, little studied, includes 13 operas, an oratorio, a large number of small sacred works, two concert arias, and a symphony.

				ACERBI, GIUSEPPE (3 MAY 1773, CASTELLO GOFFREDO, ITALY, TO 25 AUGUST 1846, CASTELLO GOFFREDO). Italian musician and scholar. He studied music in Pavia under Saverio Betinelli, before embarking on a tour of Scandinavia, where he came into contact with musicians and artists, including Erik Tulindberg. His most important work is his two-volume book Travels through Sweden, Finland and Lapland to the North Cape in the Years 1798 and 1799, published in London in 1802. In it he describes musical experiences in provincial northern towns, as well as defining Finnish native folk music, such as rune melodies and joiks. He also left behind a quartet for clarinet and strings where Finnish folk melodies are used, as well as a clarinet concerto, two other clarinet quartets, three vocal terzetts, a clarinet quintet, and two duets for flutes.

				ACTE DE BALLET. A French genre consisting of a series of dances and tableaux performed as a single act or entrée. An example of this is Jean-Philippe Rameau’s Anacreon.

				ACUÑA ESCARCHE, JUAN (1749, JÁTIVA, NEAR VALENCIA, SPAIN, TO 1837, CATALAM, TAFALLA, SPAIN). Spanish composer. He studied music at Játiva and Valencia before being named organist at the Altura Church in Castellón in 1768. Shortly thereafter he assumed the position of maestro di capilla at the Colegio Real in Roncesvalles in Navarra. By 1777 he obtained the same post at the cathedral in Pamplona, retiring in 1823 as a hermit in Catalonia. His music is characterized by the frequent use of Gregorian chant and the stile antico. He wrote a large number of sacred works, but they have never been examined extensively.

				ADAM, JOHANN (ca. 1705, PROBABLY NEAR DRESDEN, TO 13 NOVEMBER 1779, DRESDEN). German composer and violist. Nothing is known of his early life or training, save that in 1733 he was listed as a jagdpfeiffer, probably a hunting horn player at the Saxon court in Dresden. In 1736 he transferred to the court Kapelle, where he served as violist for the remainder of his life. In 1763 he acted as director of the French Theatre, writing insertion ballets for various productions. His music remains mostly unknown, save for numerous smaller comic operas and a few ballets. Several symphonies and a flute concerto, however, do survive, and many of the works in the Breitkopf catalog under his last name may be attributed to him.

				ADDISON, JOHN (ca. 1765, LONDON, TO 30 JANUARY 1844, LONDON). English composer and contrabass player. His early career was spent in London, where he became known as a performer, often accompanying his wife in venues such as Vauxhall Gardens. They toured Great Britain, first to Liverpool then Dublin, and while in London he was a member of the private orchestra of the Earl of Westmeath. In 1797 he attempted to become a cotton merchant but later returned to music as a conductor at Drury Lane and the Lyceum theatres. His music has been little studied but consists of 10 stage works, an oratorio, and numerous songs, catches, and glees.

				ADLGASSER, ANTON CAJETAN (1 OCTOBER 1729, NIEDERACHEN, NEAR INZALL, BAVARIA, GERMANY, TO 23 DECEMBER 1777, SALZBURG, AUSTRIA). German composer and organist. A student of Johann Ernst Eberlin, he attended Salzburg University beginning in 1744. In 1750 he was appointed by Prince-Archbishop Sigismund III von Schrattenbach as cathedral organist. In 1764 he was allowed to tour Italy for a year, where he met Padre Giovanni Battista Martini. A close friend of the Mozart family, he died suddenly from a stroke while performing his duties. He was a highly respected composer of sacred and university dramas/oratorios, with some 27 of them being composed during his lifetime. He also wrote seven Masses, three Requiems, an opera, eight litanies, 26 motets/offertories, a cantata, 20 Marian antiphons, nine hymns in Latin, 44 German hymns, several sacred songs, 10 symphonies, four concertos, several keyboard sonatas, and 103 versetti for organ. 

				ADLUNG, JAKOB (14 JANUARY 1699, BINDERSLEBEN, NEAR ERFURT, GERMANY, TO 5 JULY 1762, ERFURT, GERMANY). German organist and pedagogue. Adlung attended the Erfurt Gymnasium in 1713, and later in 1723 the University of Jena. In 1727 he was recalled to Erfurt as organist of the Predigerkirche, which position he retained his entire life. He also functioned as professor of language at the Gymnasium. His students include Georg Peter Weimar and Johann Christian Kittel. As a polymath, he compiled a treatise titled Musica mechanica organoedi, which was published in a second edition in 1768. This treatise contains not only a plethora of information on organ and organ-building practices of the mid-18th century but also includes various instruction methods on how to perform Lutheran chorales. His own music includes two trio sonatas and a chorale prelude, but these reflect more Baroque practice than Classical.

				ADOLPHATI, ANDREA (ca. 1721, VENICE, TO 28 OCTOBER 1760, PADUA). Italian composer. Following studies with Baldassare Galuppi in Venice, he made his debut as a composer of opera seria in 1741 in Verona with Artaserse. At the time he was maestro di cappella at Santa Maria del Salute, but in 1746 he held a similar position at the court in Modena and two years later at Basilica della Santissima Annunziata del Vastato in Genoa. In May of 1760 he was appointed at the Padua cathedral, but died only a short time later. His musical style, which has been little studied, resembles the style of his teacher, Galuppi. His compositions include 13 operas (all seria), five Psalm settings, six sacred cantatas, six secular cantatas, two symphonies, and six trio sonatas.

				AGNESI, MARIA TERESA (17 OCTOBER 1720, MILAN, TO 19 JANUARY 1795, MILAN). Italian composer and keyboardist. Little is known about her early training, although her cantata Il restauro d’Arcadia was produced at the Teatro Ducale in Milan in 1747, followed in 1751 by her opera Sofonisba. Further stage works were produced, expanding her reputation as a composer throughout Lombardy. In June 1752 she married Pietro Pinottini, and her fortunes declined thereafter. At her death, she was in pecuniary difficulties. Her instrumental music demonstrates an affinity with the prevailing early Classical Empfindsamkeit, while her stage works are all in the manner of opera seria. Her works include at least six operas or serenatas, four concertos for keyboard, two fantasias, and two piano sonatas, in addition to a few miscellaneous works.

				AGRELL, JOHAN JOACHIM (1 FEBRUARY 1701, LÖTH, ÖSTERGÖTLAND, SWEDEN, TO 19 JANUARY 1765, NUREMBERG, GERMANY). Swedish German composer. Born in a small village in central Sweden as the son of a local pastor, he attended secondary school in Linköping before matriculating at Uppsala University in law while performing in the local collegium musicum. In 1723 he was invited to move to Kassel to the court of Prince Maximillian. While little is known of his career there, he may have studied under Fortunato Chelleri, in addition to touring France and England as a virtuoso violinist and keyboardist. In 1746 he was appointed Kapellmeister for the city of Nuremberg, where he remained the rest of his life. Despite his transfer to Germany, he maintained close ties to his homeland, often sending scores of works to his friend Johan Helmich Roman. He began publishing sets of six symphonies in 1746 with his Op. 1, and thereafter was widely known for his instrumental music, particularly his violin sonatas. In addition, he wrote a large amount of sacred music for the Frauenkirche, of which only a set of eight motets survive. His 22 symphonies all demonstrate a solid knowledge of Italian three-movement format and often include both contrasting themes and a style that marks the emergence of the early symphony. In addition, he composed concertos for harpsichord, which are closer to the symphonies in form and structure than the prevailing style of Antonio Vivaldi. Agrell is one of the pivotal figures in both the development of the galant style and early Classical genres such as the concerto and symphony. See also HUPFELD, BERNHARD.

				AGRICOLA, JOHANN FRIEDRICH (4 JANUARY 1720, DOBRITZ [DOBRITSCHEN] BEI ALTENBURG, SAXONY, TO 2 DECEMBER 1774, BERLIN). German theorist, organist, and composer. His earliest education was in Dobritz under Johann Paul Martini, a local organist. In 1738 he matriculated at Leipzig University studying German literature (under Johann Christoph Gottsched) and law, but only a year later he began studies under Johann Sebastian Bach, whose favorite pupil he became. In 1741 he moved to Berlin (a sojourn in Dresden cannot be substantiated), where he took composition lessons from Johann Joachim Quantz. In 1750 a performance of a comic opera, Il filosofo convinto per amore, in Potsdam brought him a post as court composer for Frederick II of Prussia. After the death of Carl Heinrich Graun in 1759, he was appointed as musical director of the Berlin opera. There he remained the rest of his life. 

				Agricola was a part of the Berlin School of composers and a good friend of colleagues Carl Philipp Emanuel Bach (with whom he wrote the obituary of Bach’s father and Agricola’s teacher), Graun, and Quantz. His relationship with his patron was not entirely smooth, given that he married an Italian singer against Frederick’s wishes. But Charles Burney was charmed by a visit and called him “the best organist in Germany.” His music shows the split between his training and his vocation, ranging in secular cantatas and organ works in the style of Johann Sebastian Bach to oratorios and operas in the Italianate style of Graun. A polymath, he wrote at least four treatises, including the 1757 Anleitung zur Singekunst, in which he paraphrased and elaborated upon a 1723 work by Pier Francesco Tosi titled Opinioni de Cantori antiche e moderni. He often published articles under the pseudonym of Flavius Anicio Olibrio. His music includes 12 operas, three oratorios, eight Psalms and motets, almost 100 Lieder, and a host of smaller keyboard and chamber works. His most innovative composition is the incidental music to Voltaire’s tragedy Semiramis, which he set in 1767. See also RELLSTAB, JOHANN CARL FRIEDRICH.

				AGTHE, CARL CHRISTIAN (11 JUNE 1762, HETTSTEDT, SAXONY, GERMANY, TO 27 NOVEMBER 1797, BALLENSTADT, SAXONY). German composer. Son of a cantor, Johann Michael Agthe, he was educated by his father and other relatives, eventually being admitted as a stadtpfeifer. By 1776 he had become associated with the Hündelberg troupe, which performed in Reval (now Tallinen, Estonia), where he achieved a reputation for composing Singspiels. In 1782, however, he joined the court of Prince Friedrich Albrecht of Anhalt-Bernburg in Ballenstadt, where he served as Kapellmeister the remainder of his life. His works are similar in form and structure to the music of Johann Adam Hiller, who Agthe admired. These include seven Singspiels, two volumes of Lieder, a musical drama and a large cantata, 11 symphonies, two concertos (flute and violin/keyboard), 14 dances, and three keyboard sonatas. See also AGTHE, CARL FRIEDRICH.

				AGTHE, CARL FRIEDRICH (26 JANUARY 1724, HETTSEDT, SAXONY, GERMANY, TO 1 SEPTEMBER 1787, PÖIDE, SAARIMAA, ESTONIA). German-Estonian composer and organist. Little is known of his early education, although it must have been similar to his nephew Carl Christian Agthe. By 1760 he had obtained the post of organist at the Oleviste Church in Reval (now Tallinen, Estonia), a post he held for a quarter of a century. For a year he also functioned as organist at the Pühavaimu Church. His music has remained all but forgotten; only seven large-scale orchestral odes in the style of Carl Philipp Emanuel Bach, as well as several smaller works for organ, seem to have survived.

				AHLEFELDT, MARIA THERESIA, COUNTESS OF AHLEFELDT-LANGELAND AND PRINCESS OF THURN UND TAXIS (15 JANUARY 1755, REGENSBURG, TO 20 DECEMBER 1810, PRAGUE). German-Danish noblewoman and composer. After a thorough education in the arts at the Thurn und Taxis court in Regensburg, she became embroiled in an affair with Prince Philip of Hohenlohe at the time she was engaged to Prince Joseph of Fürstenberg, after which she abruptly married Ferdinand, Count of Ahlefeldt-Langeland and fled to Denmark in 1780 to avoid her family’s displeasure. There she began to compose music for the Royal Theatre, including the ballets Veddemålet and Telemak på Calypsos ø while her husband was its director. In 1798 she moved to Dresden and subsequently in 1800 to Prague. Her surviving music includes two symphonies, an Italian aria, an opera buffa (La folie), and numerous songs.

				ÅHLSTRÖM, OLOF (14 AUGUST 1756, ÅLETORP, VÄRDINGE, SWEDEN, TO 11 AUGUST 1835, STOCKHOLM). Swedish composer, pianist, and publisher. Following early training by a local church organist, he moved to Stockholm in 1772, where he studied under Ferdinand Zellbell Jr. Although he was employed through governmental sinecures, he also functioned as an organist at the St. Clara Church in 1777 and in 1786 at the St. Jacob Church as well. In 1787, the year of the successful performance of his opera Frigga, he was granted a royal privilege to publish music. Apart from individual compositions by various composers, he also published two journals, the Musikaliskt tidsfördrif and Skaldestycken satte i musik. During the early part of the 19th century, he also collected folk dances, which he published in 1814. His music is characterized by a good sense of melody and simplicity, with orchestrations that range from perfunctory to colorful with generous use of woodwinds. Åhlström can be reckoned as the foremost composer of songs during the period. His works include four operas, two cantatas, over 200 Lieder (most in Swedish), a concerto for the fortepiano, seven violin sonatas, six piano sonatas/sonatinas, and a book of hymns published in 1832. See also BELLMAN, CARL MICHAEL.

				ALBERO [ALVERO] Y AÑANOS, SEBASTIÁN RAMÓN DE (10 JUNE 1722, RONCAL, NAVARRA, SPAIN, TO 30 MARCH 1756, MADRID). Spanish organist and composer. Born in a small provincial town in Navarra, Albero was educated in Pamplona, probably under Miguel Valls. He served as organist of the cathedral there under Miguel Valls and his successor Andrés de Escáregui from 1734 to 1739, when he moved to Madrid. By 1748 he had obtained the post as first organist at the Capilla Real. His surviving music is exclusively meant for the keyboard and includes 30 sonatas that are modeled upon those of Domenico Scarlatti, as well as a number of ricercars, fugues, and sonatas in an older style for organ. His music contains elements of Spanish folk traditions, including fandangos, but unlike Scarlatti is less virtuoso and has a certain sentimental content.

				ALBERTI, DOMENICO (ca. 1710, VENICE, TO 14 OCTOBER 1740, ROME). Italian diplomat, keyboardist, and composer. Nothing is known about Alberti’s birth or family, save that he studied music under Antonio Lotti while a youth in Venice. It was there that his reputation as a progressive harpsichord player was formed, although he also had several operas staged at Venetian theatres. By 1736 he was appointed briefly as ambassador to the court of Spain, where he sang before the castrato Farinelli, who regarded his talent highly though Alberti was an amateur singer. The following year he published his VIII Sonate per Cembalo as his Op. 1 in Paris, about the same time as he accepted a post with Count Molinari in Rome. Although he wrote vocal music (operas and songs), he is best remembered for his 36 keyboard sonatas, of which only 14 survive. These are largely in binary form in a similar early galant style to that of Domenico Scarlatti, but his extensive use of an arpeggiated bass made them one of the landmarks of musical composition of the period. See also ALBERTI BASS.

				ALBERTI BASS. An arpeggiated accompaniment, generally found in the bass line of works with keyboard. It is named after composer Domenico Alberti, who used and popularized it in his keyboard works. It became almost ubiquitous throughout the 18th century and indeed can be seen as a stereotypical musical device.

				ALBERTIN, PATER ALFONS (1736, PROBABLY KONSTANZ, GERMANY, TO 1790, PETERSHAUSEN MONASTERY, GERMANY). German monastic composer. Nothing is known of his youth or training, save that indications he may have been born in Italy cannot be substantiated. He first appears as a Benedictine monk at Petershausen around 1765, where he composed music. Among his works are a large Mass and a sonata for four organs and brass.

				ALBERTINI, GIAOCCHINO [JOACHIM] (30 NOVEMBER 1748, PESARO, ITALY, TO 27 MARCH 1812, WARSAW). Polish-Italian composer. Nothing is known of his early life or training, but in 1777 he moved to Poland, where in 1782 he became Kapellmeister at the court of King Stanisław Poniatowski in Warsaw. Although he had some success composing operas for the court in Polish, in 1784 he embarked upon a career as a touring composer, eventually arriving in Rome, where he stayed until 1803. He thereupon returned to Warsaw, where he retired with a pension. His music reflects the homophonic German idioms of the Singspiel, although he was versatile. His works include seven operas, a Mass, an offertory, a cantata, a septet, a symphony, and numerous arias and duets inserted into various operas.

				ALBRECHTSBERGER, JOHANN GEORG (3 FEBRUARY 1736, KLOSTERNEUBURG, NEAR VIENNA, TO 7 MARCH 1809, VIENNA). Austrian composer, organist, and music educator. The son of an innkeeper, he sang in local church choirs until 1749, when he became a chorister at Melk Abbey. In 1753 he transferred to the Benedictine Seminary in Vienna, where he studied under Georg Matthias Monn and became friends with Michael Haydn and Joseph Haydn. Two years later he was appointed organist in Raab (now Györ, Hungary), and subsequently at a shrine at Maria Taferl. This led to a position in Melk as cellar master, but a difficulty with the monastery forced him to return to Raab and then to Vienna in 1766. There he worked as an organist and organ builder until 1770, when he was appointed as second organist at St. Stephen’s Cathedral and two years later as second court organist. In 1791 he was placed in line to succeed Leopold Hofmann as Kapellmeister at St. Stephen’s Cathedral following the death of his first choice of successor, Wolfgang Amadeus Mozart. He fulfilled this role from 1793 until his death. 

				During his lifetime, Albrechtsberger was considered a master of counterpoint and the ideological successor of Johann Joseph Fux. He was much sought after as a teacher, and in 1790 he published a treatise, Gründliche Anweisungen zur Composition, which was well regarded. His most famous pupils included Ludwig van Beethoven, Joseph von Eybler, Carl Czerny, and Johann Nepomuk Hummel. He was a prolific composer whose works ranged in style from the galant to the old-fashioned, particularly when it came to sacred and keyboard music. His most important vocal work is an oratorio, Die Pilger auf Golgotha, which explored a German literary text by Friedrich Wilhelm Zachariä. His works include eight oratorios, five cantatas, 35 Masses, three Requiems, 48 graduals, 16 Magnificats, two Te Deums, 25 antiphons, 10 vespers, 38 hymns, five litanies, 15 motets, 24 other sacred works, four symphonies, a dozen concertos (including works for organ, trombone, Jew’s harp, and mandora), six concertinos, 16 divertimentos, around 35 quartets, and about 278 fugues, sonatas, and other miscellaneous works for keyboard (and organ). His works are known by Weinmann (W) numbers. See also FUSZ, JÁNOS; LICKL, JOHANN GEORG; SEYFRIED, IGNAZ XAVIER RITTER VON; SPERGER, JOHANN MATTHIAS; STADLER, ABBÉ MAXIMILIAN; VRANICKÝ, ANTONÍN.

				ALDANA, JOSÉ MANUEL (1758, MEXICO CITY, TO 7 FEBRUARY 1810, MEXICO CITY). Mexican composer. During his early years he studied violin at the Colegio de Infantes attached to the main cathedral in Mexico City in New Spain. In 1775 he was appointed as a violinist in the orchestra there, but in 1788 a second appointment in the orchestra of the Teatro Coliseo led the authorities to force him to choose between the sacred and secular careers. He chose the latter, becoming the leader of the orchestra at the Coliseo in 1791. His music is characterized by a good sense of orchestration and fluid melodies. He was particularly adept at the verso, often turning them into substantial symphonic works. His surviving compositions include a Mass, three motets, three cycles of versos, and numerous hymns.

				ALDAY, FRANÇOIS (ca. 1761, MAHÓN, MENORCA, FRANCE [NOW SPAIN], TO ca. 1835, LYONS, FRANCE). French violinist, organist, and composer. Born into a musical family, he made his debut as a mandolin soloist at the Concerts spirituels in Paris in 1771. His ability on his primary instrument, however, was only sufficient to have him appointed as last chair of the second violins in the orchestra there, a post he occupied until 1786. His whereabouts during the French Revolution are unknown, but in 1797 he was principal violin and a well-regarded teacher in Lyons. There he founded the Cercle Harmonique, a public concert series, in 1810. His music has been all but unknown, although he has achieved a reputation for his Grande méthode pour l’alto published in 1827. His works include an opera, three concertos, 15 string quartets, 15 string duos, and a number of smaller instrumental chamber works.

				ALESSANDRI, FELICE (24 NOVEMBER 1747, NEAR ROME, TO 15 AUGUST 1798, CASINALBO DI FORMIGINE). Italian composer and keyboardist. Following studies in Naples, he made his debut as a composer in Rome in 1765 with an oratorio, Il tobio. He received commissions throughout Italy thereafter, and by 1768 he was able to tour France, Austria, and London, where he settled in 1770 as a keyboard virtuoso. By 1773 he returned to his travels, arriving in Turin and Milan by way of Dresden, continuing his activity as a composer of opera. In 1777 he had returned to Paris, where his music was performed at the Concerts spirituels, but he returned to Italy to become director of the Teatro Nuovo in Padua. In 1786 he was offered a position at St. Petersburg, but three years later resigned and traveled to Berlin to become musical director of the Italian opera. He had little success there and came back to Italy to continue his career as an opera composer. Alessandri spent virtually his entire life on the road, writing in an accessible and popular style.

				ALGAROTTI, COUNT FRANCESCO (11 DECEMBER 1712, VENICE, TO 3 MAY 1764, PISA, ITALY). Italian nobleman, intellectual, and writer. Educated in Rome and Bologna, as well as Paris and London, he received his patent of nobility in 1740 in Berlin from Frederick II, where he was a state counselor to both the Prussian and Saxon courts. In 1753 he returned to Italy, writing librettos and an influential treatise, Saggio sopra l’opera in musica, published in 1755. This was one of the seminal works on the reform of stage music during the 18th century.

				ALIPRANDI, BERNARDO (ca. 1710, MILAN, TO 1792, FRANKFURT AM MAIN). Italian composer and violinist. Nothing is known about his youth or education, save that in 1731 he was listed as a chamber musician at the court in Munich. There he became court chamber composer and Konzertmeister in 1737, eventually retiring to Frankfurt in Germany in 1771. As a composer, his style is considered conservative, still using Baroque figuration and techniques. His surviving music includes 18 symphonies, five operas (all seria), and a large Stabat mater. He is the father of Bernardo Maria Aliprandi.

				ALIPRANDI, BERNARDO MARIA (5 FEBRUARY 1747, MUNICH, TO 19 FEBRUARY 1801, MUNICH). German-Italian cellist and composer. Son of Bernardo Aliprandi, he probably studied music with his father and other musicians at the Bavarian court. He was employed beginning in 1767, eventually reaching the position of principal cellist by 1778. He was known for his adept performance, especially on the viola da gamba. His musical compositions, however, are little known and comprise several pieces for the viola da gamba.

				ALMEIDA, FRANCISCO ANTÓNIO DE (1702, LISBON, TO 1 NOVEMBER 1755, LISBON). Portuguese organist and composer. He was sent to Rome on a stipend by Dom João V in 1722, where he studied musical composition, returning to Lisbon in 1726 to become organist at the Capella Reale and later music teacher to the royal family. His first success was a comic opera, La pazienzia di Socrate, in 1733, but followed thereafter by others, such as La Spinalba of 1739 that foreshadows the later Italian buffa. He perished in the Lisbon earthquake of 1755. His surviving works include eight operas, about 20 sacred works, two oratorios, a Mass, a cantata, and several arias. The bulk of his music has been lost, however, including the presépios written for the Nativity. Although there are Baroque elements in his music, his use of ensemble clearly shows the emerging Italian operatic style.

				ALMEIDA MOTA, JOÃO PEDRO DE (24 JUNE 1744, LISBON, TO ca. 1817, MADRID). Portuguese-Spanish composer. Although information on his early training is lacking, he was probably a chorister at either the Sé or Church of São Vicente de Fora in Lisbon. In 1771 he decided to move to Galicia in Spain as a church composer and organist, where he held positions at Santiago de Compostela, Astorga, and Lugo. Around 1785 he became maestro de música at the Capella Real in Madrid. A number of sacred works survive, but he also wrote an opera and two concert arias.

				ALTENBURG, JOHANN ERNST (15 JUNE 1734, WEISSENFELS, SAXONY, GERMANY, TO 14 MAY 1801, BITTERFELD, GERMANY). German trumpeter and composer. The son of trumpeter Johann Caspar Altenburg (1689–1761), he studied with his father and Johann Theodor Römhild in Merseburg, as well as briefly with Johann Altnikol in 1757. Thereafter he joined the French army as a field musician, and in 1767 he became organist in the city of Landsberg, moving the following year to a similar post in Bitterfeld. His main work is a tutorial-treatise, Versuch einer Anleitung zur heroisch-musikalischen Trompeter- und Pauker-Kunst, which gives a good overall view of trumpet performance practice of the period. His own music has been little explored. What survives consists of six keyboard sonatas and a number of pieces for two to seven trumpets published in his treatise, many of which are probably arrangements by other composers.

				ALTNIKOL [ALTNICKOL], JOHANN CHRISTOPH (bap. 1 JANUARY 1720, BERNA BEI SEIDENBERG, OBERLAUSITZ, SILESIA [NOW POLAND], TO 25 JULY 1759, NAUMBURG, GERMANY). German singer, organist, and composer. Born in the outreaches of the German lands, he attended Lauban Lyceum, where he received his elementary music education. A four-year position as singer and assistant organist at Breslau followed in 1740 before he matriculated at the University of Leipzig in theology in 1744. At this time he began to study under Johann Sebastian Bach, eventually becoming his chief copyist. Upon Bach’s recommendation he obtained the post of organist in Niederweisen near Greiffenburg in Silesia but later that year left for a post as organist at St. Wenzel’s Church in Naumburg. He also married Bach’s daughter Elisabeth Juliane at the same time. During his tenure at Naumburg, his students included Johann Gottfried Müthel and Johann Ernst Altenburg. Following Bach’s death, he became a trustee of the family estate, maintaining excellent relations with the family. As a composer, much of his music has not survived, and what has shows that he was extremely conservative, following the models of his teacher. These include a Mass, two Mass movements (Sanctus), two cantatas, 13 motets, and a few other smaller chamber works (a ricercar, some dances, and a keyboard sonata).

				ÅMAN, JONAS (ca. 1735, PROBABLY LUND, TO ca. 1770, STOCKHOLM). Swedish composer. Nothing is known about his youth, training, or career. The only documentary evidence of his life comes in a protocol dated 1769 from the Utile dulci music society accepting him for membership, as well as a memorandum thanking him for donating a cello to the Royal Academy of Music later that same year. It has been suggested that he was an active member in a circle of amateur musicians founded at Lund University around 1745. Although he is designated an amateur on the manuscripts of his works, Åman’s compositional style is similar to his colleague Johan Helmich Roman’s late works. His surviving music includes six symphonies and several smaller works for violin and keyboard.

				AMENDOLA, GIUSEPPE (1750, PALERMO, SICILY, TO 1808, PALERMO). Italian composer and teacher. Little is known about his life and works, save that an opera, Il Begliar-Bey di Caramania, written in 1776, achieved international success in Spain and Germany (in translation). He remained in his native city his entire life, teaching at the local conservatory. His students, however, include Nicolò Isouard.

				AMETLLER I PAGUINA, PADRE MAUR [FRANCESC] (6 AUGUST 1749, PALAFRUGELL, CATALONIA, TO 14 FEBRUARY 1833, SANT BENET DE BORGES, CATALONIA). Catalan composer. After early schooling in Bisbal, he entered the Escolania de Montserrat in 1758 to study under Josep Martí and Benet Julià i Ros. In 1786 he was ordained a Benedictine monk in Girona, where he was a vocalist at the cathedral there. He was well known for his resonant baritone voice. He returned to Montserrat around 1799, where he was presented to Carlos IV during the monarch’s visit in 1802. He invented a special keyboard instrument known as a velacord, but in later years he devoted most of his energies to studies as a naturalist. His catalogs of flora and fauna of the region were renowned. By 1817 he had been admitted to the Academy of Sciences and the Philharmonic Society in Barcelona as an honorary member. His musical production consists of several sonatas for keyboard and several motets for chorus and orchestra. His musical style is similar to his colleague Anselm Viola. 

				ANDRÉ, JOHANN (28 MARCH 1741, OFFENBACH AM MAIN, GERMANY, TO 18 JUNE 1799, OFFENBACH). German composer and publisher. In 1756 he obtained lessons in music in the nearby city of Frankfurt am Main and later Mannheim, but in 1774 he began a publishing house specializing in music. Although he also served as musical director of the German Theatre in Berlin for several years beginning in 1777, he returned home to expand his business. He is best known for negotiating for the autographs of Wolfgang Amadeus Mozart following that composer’s death in 1791 and publishing much of his music in a works edition. Although well known himself as a composer of the Singspiel, he apparently ceased active composition around 1784. His works include 28 Singspiels, 13 incidental works, several volumes of Lieder, and three trio sonatas. His son Johann Anton André also became a composer and publisher.

				ANDRÉ, JOHANN ANTON (6 OCTOBER 1775, OFFENBACH AM MAIN, GERMANY, TO 6 APRIL 1846, OFFENBACH). German violinist, composer, and music publisher. Following initial studies with his father Johann André, he went to Mannheim to study under Ignaz Fränzl, eventually attending the University of Jena. In 1799, however, he returned to take over his father’s publishing house, expanding its reputation throughout Europe. In 1805 he published his own Anweisung zum Violinspielen, but became more focused upon civic duties, being appointed as state counselor at Isenburg-Birnsteinschen in 1813. His own musical works include two operas, a Mass, a Te Deum, three other sacred works, 48 Lieder, 11 sets of part songs, nine symphonies, seven concertos, three overtures, five quartets, three trios, six violin sonatas, 27 duos, and a host of smaller keyboard works. His music has been little studied.

				ANDREOZZI, GAETANO (22 MAY 1755, AVERSO, ITALY, TO 21 DECEMBER 1826, PARIS). Italian composer. His musical education was obtained in Naples at the Conservatorio della Pietà dei Turchini. In 1780 he had a successful premiere of his opera La morte de Cesare at the Teatro Argentina in Rome, and thereafter he received commissions throughout Italy for work, mostly seria. In 1784 he was invited to St. Petersburg to compose for the court of Catherine II as a temporary replacement for Domenico Cimarosa. Upon his return to Italy in 1786, he continued his career. Always a difficult personality, by 1791 he was beset by problems dealing with the theatres and singers, and he was forced into exile in his hometown after a series of affairs. Personal problems continued to dog him until 1825, when he was invited by the Countess du Berry to teach singing in Paris. His musical style was similar to colleagues such as Cimarosa, though his music has been little studied. His compositions include 45 operas, several oratorios, and six string quartets. 

				ANFOSSI, [BONIFACIO DOMENICO] PASQUALE (5 APRIL 1727, TAGGIA, LIGURIA, ITALY, TO FEBRUARY 1797, ROME). Italian composer. His early musical education was at the Conservatorio Santa Maria di Loreto in Naples under Francesco Durante, Antonio Sacchini, and Niccolò Piccinni. In 1763 he made his debut as a composer of opera buffa at the Carnival in Rome with La serva spirituosa, which launched an international career. He served as musical director of the Ospedale dei Derelitti in Venice beginning in 1771, moving to Paris in 1780. In 1782 the premiere of his opera Il trionfo della costanza in London led to an appointment at the Italian Opera there, but two years later he returned to Italy, first to Florence and eventually becoming maestro di cappella at the church of St. John Lateran in Rome. Although a prolific composer, his music was criticized as being stilted and derivative, with little of the colorful characterizations of his contemporaries. His music includes 76 operas, 24 oratorios (in Latin and Italian), two secular cantatas, 12 Masses or Mass movements, 13 motets, numerous small sacred works (Psalms, hymns), 67 symphonies (many drawn from his operas), and five quintets. See also ZINGARELLI, NICCOLÒ ANTONIO.

				ANGIOLINI, [DOMENICO MARIA] GASPARO (9 FEBRUARY 1737, FLORENCE, TO 6 FEBRUARY 1803, MILAN). Italian choreographer, dancer, and composer. He began his career as a dancer in Lucca in 1747 but by 1750 had established himself in Vienna, where he was associated with the Imperial Theater. There he worked with Franz Hilverding and Christoph Willibald von Gluck to produce ballets in the new dramatic style known as the ballet d’action. The most important of these was the 1761 collaboration with Gluck, Don Juan. In 1766 he moved to St. Petersburg to succeed Hilverding, remaining there until 1779 with a four-year sojourn in Vienna. He then returned to Italy to take up a post at La Scala in Milan, with a third lengthy visit to St. Petersburg in 1786. Toward the end of his life he was imprisoned in Milan for Republican sympathies. As a choreographer and theoretician, Angiolini was considered one of the most progressive of his time. His treatises Dissertation sur les ballets-pantomimes des Anciens (1765) and Lettere de Gasparo Angiolini a Monsieur Noverre sopra i balli pantomimi (1773) were considered the most important works on the ballet d’action. Over the course of his career he choreographed 24 major works, and as a composer mostly contributed smaller ballet pieces for insertion into them.

				ANNA AMALIA, DUCHESS OF SAXE-WEIMAR, PRINCESS OF BRAUNSCHWEIG UND WOLFENBÜTTEL (24 OCTOBER 1739, WOLFENBÜTTEL, GERMANY, TO 10 APRIL 1807, WEIMAR). German noblewoman, literary figure, and composer. Following a typical upbringing of a member of the upper nobility, she was married in 1756 to Duke Ernst August II of Saxe-Weimar. She established a brilliant court there, adding to her titles the Regent after the death of her husband in 1758, a position she retained until 1775 when her son came of age. A talented artist and politician with a keen mind, she surrounded herself with numerous intellectuals of the period, whom she supported. These include literary figures Johann Wolfgang von Goethe and Friedrich von Schiller as well as Johann Gottfried Herder. In 1788 she undertook a lengthy tour to Italy, where she collected art and literature, returning to Weimar as dowager for the remainder of her life. Her passions included theatre and music, particularly the Singspiel, which she encouraged both from her court Kapellmeister, Ernst Wilhelm Wolf, and her other protégés. She herself attempted the composition of at least two, beginning in 1776 with Erwin und Elmire to a text by Goethe. These and a chamber divertimento with keyboard are all that survive of her music. The Singspiels show the influence of Johann Adam Hiller. See also SCHROETER, CORONA ELISABETH WILHELMINE; SCHWEITZER, ANTON.

				ANNA AMALIA, PRINCESS OF PRUSSIA (9 NOVEMBER 1723, BERLIN, TO 30 MARCH 1787, BERLIN). Abbess of Quedlinburg, sister of Frederick II of Prussia, and German composer. Her earliest training in music came only after the death of her father and was under the tutelage of her brother. In 1743 she secretly married Baron Friedrich von der Trenck, but when this became known and her pregnancy discovered, she was packed off to the cloister at Quedlinburg. She preferred this location, though she spent most summers thereafter in Berlin at a palace given her by her brother. In 1755 she became the abbess of the cloister. Adept as a performer on flute, violin, and keyboard, she formed her own musical circle alongside the Berlin School, taking composition from both Carl Heinrich Graun and Johann Kirnberger, beginning in 1758. Her number of compositions is relatively slight, given that she probably destroyed many in later years. Among them are several cantatas, marches, and smaller chamber works much in the style of the Berlin composers. She did, however, amass a significant library of music, which is now at the Deutsche Staatsbibliothek in Berlin. She is not to be confused with Anna Amalia, Duchess of Saxe-Weimar, also a composer. See also BACH, WILHELM FRIEDEMANN.

				ANSPACH, ELIZABETH (17 DECEMBER 1750, LONDON, TO 11 JANUARY 1828, NAPLES). English noblewoman and composer. The daughter of the Earl of Berkeley, she married William, the Earl of Craven in 1767. In 1780 she left him and, after initial success as a composer for the stage, including the opera The Silver Tankard in 1781, she went on an extended tour of Europe. In 1791, after Craven’s death, she abruptly married Christian Friedrich, the Margrave of Anspach, thereby alienating her entire family. Nonetheless she was able to get her opera The Princess of Georgia mounted at Covent Garden in 1799. After the Margrave’s death left her with a fortune, she settled in Naples. Her music, of which only an arrangement survives, included songs and contributions to several operas.

				ANTES, JOHN (24 MARCH 1740, FREDRICK, PENNSYLVANIA COLONY [NOW UNITED STATES OF AMERICA], TO 17 DECEMBER 1811, BRISTOL, ENGLAND). American-Moravian composer and missionary. Born into a German Reformed Church family, Antes was raised in the Moravian community of Bethlehem, Pennsylvania. In 1765 he moved to Neuwied am Rhein, Germany, where he apprenticed as a watchmaker. In 1769 he was ordained and sent to Egypt as a missionary, where difficulties with his health forced him to return to Europe in 1781. He spent the remaining years of his life as the business manager of the Moravian Church congregation in Fulneck, England. His compositions include 25 anthems and 12 chorales, as well as a set of six trios written in Cairo and published in England in 1795. His music shows the influence of Joseph Haydn, with whom he was acquainted. See also LATROBE, CHRISTIAN IGNATIUS.

				APELL, DAVID AUGUST VON (23 FEBRUARY 1754, KASSEL, GERMANY, TO 30 JANUARY 1832, KASSEL). German composer and author. The son of a tax official, he was trained at the local court before becoming an official in the Treasury. As of 1780 he began to conduct music, much of which he composed, with the local philharmonic society that he founded. Although technically a musical amateur, his lyrical and dramatic style was much admired, enough to gain him an international reputation. In 1815 he founded the Kassel Academy of the Fine Arts, and even served for a time as director of the municipal theatre. His works, now almost entirely forgotten, include a Mass, three operas, four cantatas, six canzonetts, three symphonies, and three string quartets.

				APRILE, GIUSEPPE (28 OCTOBER 1731, MARTINA FRANCA, ITALY, TO 11 JANUARY 1803, MARTINA FRANCA). Italian castrato, singing teacher, and composer. Known as Scirolo, Scirolino, or Sciroletto, he studied in Naples under Gregorio Sciroli. He made his debut in Rome in 1752, subsequently serving in the royal cappella in Naples, as well as in Turin and Rome. He began touring in 1759, eventually winding up in Stuttgart where he became the favorite of Niccolò Jommelli. In 1769 he returned to Naples to become the main singer in the opera there. He also taught singers, producing a treatise, The Italian Method of Singing, with 36 Solfeggi, in 1791. He composed duets for two sopranos as well.

				ARAGÜÉS, CAYETANO DE (ca. 1730, PROBABLY SALAMANCA, SPAIN, TO 1809, CALATAYUD, SPAIN). Spanish composer and organist. He was probably related to Juan de Aragüés, but the connection is unclear. He spent his entire career as maestro di música at the Colegio de Soria in Calatayud, where he composed largely sacred music, including two Lamentations.

				ARAGÜÉS, JUAN ANTONIO DE (ca. 1710, SALAMANCA, SPAIN, TO 28 MAY 1793, SALAMANCA). Spanish composer and organist. He was trained at local schools and by 1738 had become maestro di capilla de San Jerónimo at Salamanca. He received a master’s degree in 1741 and by 1754 was appointed as professor of music at Salamanca University. His music has been little studied but consists of two Masses, a Requiem, 81 villancicos, two Salve Reginas, two Magnificats, five Psalms, three hymns, four Passions, and a cantata.

				ARAJA, FRANCESCO (25 JUNE 1709, NAPLES, TO ca. 1770, BOLOGNA). Italian-Russian composer. His musical education was at the Conservatorio where he studied under Leonardo Leo and Leonardo Vinci. At the age of 20 he began his career as a composer of opera with Lo matriomonio permenetto, establishing a career primarily in Rome. In 1735 he was hired by Empress Elisabeth of Russia as her court composer. His first opera for St. Petersburg, La forza dell’amore e dell’odio, of 1736, was a success in both its Italian original and in a Russian translation. Over the next two decades he worked at the Russian court, reaching the apex of his success with Tsefal i Prokris in 1755, the first Russian opera to a text by Aleksandr Sumarokov. In 1759 Araja returned to Italy, only to be called back to Russia for the coronation of Czar Peter III two years later. When the emperor was murdered the following year, Araja left for Italy, taking up residence in Bologna, where he lived the remainder of his life in obscurity. His 21 operas all reflect the Neapolitan early Classical idiom with clear-cut lyrical lines, diatonic harmonies, and close attention to text. In addition he composed two oratorios for Bologna, as well as six large celebratory cantatas, one of which was used for the coronation of the czar.

				ARANAZ Y VIDES, PEDRO (2 MAY 1740, TUDELA, NAVARRE, SPAIN, TO 24 SEPTEMBER 1820, CUENCA, SPAIN). Spanish composer. He studied music with Luís Serra at the church of Nuestra Señora in Zaragoza before moving to Madrid in 1765, where he achieved a reputation as a composer of tonadillas. In 1769 he obtained a position as maestro di capilla at the Cuenca cathedral, being ordained in 1773. He retired from active service in 1797. His works, little studied, include 22 tonadillas, 14 Masses, 150 motets, 20 Salve Reginas, and over 100 other sacred works.

				ARENA, GIUSEPPE (1713, RABAT, GOZO, MALTA, TO 6 NOVEMBER 1784, NAPLES). Maltese-Italian composer and organist. At an early age he was sent to Naples to be trained in music at the Conservatorio dei Poveri di Gesù Cristo under Francesco Durante. Following in the footsteps of fellow student Giovanni Pergolesi, he began a career as an opera composer in 1738 with Achille in Sciro in Rome. In 1746, however, he abandoned a growing reputation throughout Italy for his operas and returned to Naples to become organist at the church of San Felipe Neri, a post he retained throughout his career. His musical style is similar to other Neapolitans with good sense of lyrical line and triadic harmony. His surviving works include eight operas, as well as several smaller sacred works, and a symphony.

				ARENZANA, MANUEL (ca. 1770, MEXICO, TO 1821, PUEBLA, MEXICO). Mexican composer. Nothing is known of his youth or training. He first appears in a recommendation for the post of maestro di capilla at the Puebla cathedral in 1791, a post he retained until his death around 1821. Although much of his time was spent composing sacred music, he became well known for his comedies and zarzuelas beginning about 1800. None of these appear to have survived. His surviving church music, consisting of seven Masses, 20 motets, two Te Deums, a Requiem, and a set of Lamentations, is characterized by colorful orchestration and good contrasting tempos and dynamics.

				ARIA CANTABILE. Defined in the 18th century as a lyrical melody with simple accompaniment allowing for considerable ornamentation by the singer.

				ARIA DI BRAVURA. Generally in the 18th century a fast movement often in syllabic style that allows for the display of passion or drama, as well as rapid figuration. Also called agitate or infuriate.

				ARIA DI MEZZO CARATTERE. An aria form in the 18th century that is slower, generally andante, with a rich orchestral texture that allows for the singer to display drama. 

				ARIA DI PORTAMENTO. An 18th-century style that allows for a slower tempo and more subtle rhythms, often with sustained notes and a flowing, subdued accompaniment.

				ARIA D’IMITAZIONE. An 18th-century aria that allows for the singer to imitate other instruments or sounds.

				ARIA PARLANTE. During the 18th century a type of cantilena style that lies somewhere between recitative and arioso, creating a sort of spoken melody, sometimes with effects such as the mezza di voce. 

				ARNE, MICHAEL (1740, LONDON, TO 14 JANUARY 1786, LONDON). English composer. He may have been the adopted son of Thomas Arne, but was largely raised by his aunt, Susanna Cibber, owing to his mother’s frequent illnesses. In 1750 he began singing at various concert venues around London, including Vauxhall Gardens, and the next year performed a concerto on the organ in public, eventually earning a good living through his talent. By 1766 he began to dabble in alchemy at a laboratory in Chelsea that he had purchased. Three years later he was in debtor’s prison for bankruptcy and to earn money went abroad to Germany in 1771. By 1775 he was active in Dublin, where a second attempt at alchemy resulted in his being remanded to the local prison for his debts. To pay off his creditors, he returned to London as a musician at Covent Garden in 1777. Arne was an eccentric, though his music largely reflects the style of his father. His works include nine operas (and insertions into 15 others) as well as over 250 songs. He also published a treatise, Lessons for the Harpsichord, in 1761.

				ARNE, THOMAS AUGUSTINE (12 MARCH 1710, LONDON, TO 5 MARCH 1778, LONDON). English composer. As a youth, Arne persisted in learning music despite parental disapproval, eventually coming under the influence of Michael Festing, who taught him violin and oversaw his musical education. He also attended Eton College, and upon graduating practiced law for three years, before he, his brother Robert, and his sister Susannah made their debut in his masque Rosamund in 1733. By 1737 he was employed as composer in residence at Drury Lane Theatre, and later, in 1750, moved to Covent Garden after a dispute with the former’s manager, David Garrick. In 1741 he sued a publishing company over copyright, and although the issue was settled privately, it marked one of the first instances where a composer brought action in defense of his artistic rights. Arne’s personal life was difficult; in 1755 he and his wife separated (to be reconciled only a few months before his death), and he was overbearing to theatre staff and relations. His adopted son, Michael Arne, was also active as a composer.

				His composition was focused almost exclusively on the stage, for which he composed around 90 works, including incidental music, masques, operas, pasticcios, and so forth. Several of these achieved considerable fame, including the 1740 masque Alfred (later in 1755 turned into a three-act opera), written for George II that included a vaudeville finale, which included a patriotic tune “Rule Britannia”; one of the first through-sung comic operas, Thomas and Sally, from 1760; a popular English seria, Artaxerxes, from 1762; and a parody of Alexander’s Feast, titled Whitington’s Feast, from 1776. His other surviving music includes 16 sonatas or lessons for the keyboard (1756–1757), 27 odes and cantatas, well over 60 songs (many published in collections), at least 20 catches and glees (including 11 written for the Noblemen and Gentlemen’s Catch Club), two Masses, two oratorios (Judith and The Death of Abel), and several miscellaneous sacred works. The 12 “symphonies or overtures” are derived from his music for the theatre, as are the six keyboard concertos, which were arranged and published in 1793. Arne’s style is noted for the simple harmonies and textures but also for the colorful and innovative orchestration. Arne’s music was vastly popular throughout the British Empire of the period, with performances throughout the world and especially in the various colonies. See also BURNEY, CHARLES; CHARKE, RICHARD.

				ARNOLD, JOHANN GOTTFRIED (1 FEBRUARY 1773, NIEDER-HALL, WÜRTTEMBERG, GERMANY, TO 26 JULY 1806, FRANKFURT AM MAIN). German cellist and composer. His earliest education was from a local schoolmaster, and in 1785 he became a town musician in Künzelsau. By 1796 he had obtained a position as principal cellist at the theatre in Hamburg, where he remained the rest of his life. His music remains largely unexplored. It consists of five cello concertos, a viola concerto, a sinfonia concertante, five sets of variations for solo cello, and a series of waltzes for guitar and flute.

				ARNOLD, SAMUEL (10 AUGUST 1742, LONDON, TO 22 OCTOBER 1802, LONDON). English composer and organist. Allegedly the son of Princess Amelia and a commoner, he was trained at the Royal Chapel under Bernard Gates. He was then employed as a harpsichordist at Covent Garden, where his opera The Maid of the Mill was premiered successfully in 1764. In 1769 he moved to Marleybone Gardens, and by 1783 he was listed among the composers of the Royal Chapel. In 1789 he became a director of the Academy of Ancient Music, and in 1793 he was appointed as organist at Westminster Abbey. Arnold was one of the most prolific composers of operas in England during the period, his success characterized by his use of pre-extant tunes and melodies coupled with good orchestration. His works include 93 operas (many pasticcios), nine oratorios, 17 anthems, two volumes of Psalms settings, and two volumes of hymn tunes, as well as six services, 10 large odes, over 60 songs, six symphonies, three keyboard concertos, 33 keyboard sonatas, and a large number of catches and glees. He also published the works of George Frederick Handel in 1786 in 36 volumes. His theatre music has been cataloged by Robert Hoskins. See also CARR, BENJAMIN; TAYLOR, RAYNOR.

				ARQUIMBAU, DOMÈNIC [DOMINGO] (1760, CATALONIA, TO 26 JANUARY 1829, SEVILLE). Catalan-Spanish composer. His early training was likely in Barcelona, and he served as maestro di capilla at Tortosa, as well as assistant director at the Barcelona cathedral, until 1785, when he became Francesc Juncá i Carol’s successor at Girona. In 1790 he won the post of assistant at the Seville cathedral, eventually becoming maestro di capilla on the death of Antonio Ripa y Blanques in 1795. In 1815 he was elected a member of the Accademia filarmonica for a Lamentations setting. His music includes three Magnificats, three hymns and an antiphon, and a Mass; the last was disseminated as far away as Santiago de Chile. Much of his music has been lost, however.

				ASIAÍN BARDAXI, JOAQUÍN (20 FEBRUARY 1758, COTELLA, NAVARRA, SPAIN, TO 1828, MADRID). Spanish-Basque monastic composer and keyboardist. Following early training locally he entered the Heironymite order, becoming maestro di capilla at the monastery San Jerónimo in Madrid until its dissolution in 1809. His music has been little known, but includes 60 versos for organ, three Psalms, three Lamentations, a Magnificat, and 10 sonatas for keyboard.

				ASIOLI, BONIFAZIO (30 AUGUST 1769, CORREGIO, REGIO EMILIA, ITALY, TO 18 MAY 1832, CORREGIO). Italian composer, teacher, and keyboardist. Born into a highly respected family, he demonstrated musical talent while still a child, writing his first compositions around the age of 12. By 1782 he had advanced enough in musical study in Venice and Bologna that he was able to return home as maestro di cappella at the local church of San Quirino. The next year he obtained a similar post in Turin and in 1799 was appointed as maestro di cappella in Milan, where he was one of the founding members of the conservatory in 1807. Before his return to Corregio in 1814, he taught Carl Mozart, among others. His musical style is marked by a texture that presages the Romantic period. His most important works were two theoretical treatises on harmony and elements of music published in Milan in 1811–1815. See also MORIGI, ANGELO.

				ASPLMAYR, FRANZ (1 APRIL 1728, LINZ, AUSTRIA, TO 29 JULY 1786, VIENNA). Austrian composer and violinist. Little is known of his youth, save that his musical training was probably obtained from his father, a dancing master. He appears as a secretary to Count Morzin in Lukaveč in 1759, where he probably studied under Joseph Haydn. Upon the dissolution of that court, he became a ballet composer at the Kärntnertor Theatre in Vienna, where for the next decade or so he collaborated with choreographers of the ballet d’action such as Franz Hilverding and Gasparo Angiolini to produce works such as Iphigénie en Tauride in 1768. He later made his living as a violinist in the city, becoming one of the founders of the Tonkünst-lersozietät, though he appears to have died in poverty. Asplmayr can be considered one of the foremost composers of ballets, renowned for their dramatic intensity and dramatic content. He also contributed significantly to instrumental genres such as the string quartet and symphony. His works include 47 ballets, seven stage works (Singspiels and duodramas), 41 symphonies, 43 string quartets, 61 string trios, 70 wind partitas, 18 string duos, six violin sonatas, a violin concerto, and numerous incidental dance pieces.

				ASTARITA [ASTARITTA], GENNARO (1749, NAPLES, TO 18 DECEMBER 1805, ROVERETO, ITALY). Italian composer. He was likely born in or around Naples, beginning his career as an opera composer in a collaborative work with Niccolò Piccinni in 1765. By 1770 he had been appointed as maestro di cappella in Naples, from which he launched an international career in Venice, Bratislava, and finally in 1771 in Moscow at the Petrovsky Theatre. On his second visit to Russia, in 1796, he was asked by Nicolai Yusupov to direct an opera troupe in St. Petersburg. In 1799 he returned to northern Italy, where he spent the remainder of his career. As a composer of mainly opera buffa, he was considered in the same class as Tommaso Traetta or Pasquale Anfossi. He composed 36 operas (almost all buffa), three ballets, a Mass, a litany, six sacred works, three cantatas, and an oratorio.

				ATTWOOD, THOMAS (bap. 23 NOVEMBER 1765, LONDON, TO 24 MARCH 1834, LONDON). English composer and organist. Son of a musician and page to George III of England, he began his musical education as a chorister at the Chapel Royal. In 1781 he was sent to Naples to study under Gaetano Latilla and in 1785 to Vienna, where he took lessons from Wolfgang Amadeus Mozart. In 1787 he returned to London as a courtier, later becoming the tutor to the Duchess of York and Princess of Wales. By 1796 he was appointed organist at St. Paul’s Cathedral. During the 19th century he was active in the musical life of the capital as both a teacher and professor of the Royal Academy of Music and as a composer of opera, beginning with The Prisoner of 1792. His music reflects the styles of his teachers. Works include 34 operas, five services, five Mass movements, 18 anthems, 50 songs, seven trios, three pieces for winds, and a number of organ works.

				AUDINOT, NICOLAS-MÉDARD (7 JUNE 1732, BOURMONT-EN-BASSIGNY, HAUTE-MARNE, FRANCE, TO 21 MAY 1801, PARIS). French singer, dramatist, composer, and impresario. Born in humble circumstances, he arrived in Paris around 1755, becoming a singer at the Opéra Comique specializing in secondary roles around 1758. After a few years, he was able to mount his own work, the opéra comique Le tonnelier, which became an international success following a revision some four years later. At that time, he was employed by the Théâtre Italien (the successor to the Opéra Comique), but in 1767 he left it to pursue his own career as an impresario. After several years mounting puppet shows at the Foire St. Laurent, he succeeded in forming his own theatrical company in 1769, the Théâtre de l’Ambigu-Comique, which served as a popular stage up through the Revolution. As a composer Audinot had few gifts; his few opéras comiques are simple and direct, with conventional harmony and no real drama. These, however, were easily exportable and performed in places such as Sweden, Denmark, Russia, and elsewhere.

				AUENBRUGGER, MARIANNA VON (19 JULY 1759, VIENNA, TO 25 AUGUST 1782, VIENNA). Austrian keyboardist and composer. The daughter of a physician, she became a pupil of Antonio Salieri and Joseph Haydn, who dedicated a set of six keyboard sonatas to her. She died of anorexia. Her sole surviving works are a piano sonata and a song.

				AUERNHAMMER, JOSEPHA BARBARA VON (bap. 25 SEPTEMBER 1758, VIENNA, TO 30 JUNE 1820, VIENNA). Austrian keyboardist and composer. Daughter of a patrician family, she studied music under Georg Friedrich Richter and Leopold Koželuh before becoming a pupil of Wolfgang Amadeus Mozart about 1781. Thereafter she performed frequently in concerts he arranged, and after his death, continued to perform frequently in Vienna. Her own works include six Lieder, 70 sets of variations (her favorite compositional genre), and three keyboard sonatas.

				AUFFMANN, JOSEPH ANTON XAVER (ca. 1720, PROBABLY NEAR KEMPTEN, GERMANY, TO 1778, PRUNTRUT, SWITZERLAND). German composer and organist. His training and early career are unknown. He first appears in history as the successor to Franz Xaver Richter as Kapellmeister to the Prince-Archbishop of Kempten-Allgäu in 1749, a post he held for seven years. In 1756 he moved to Straubing and subsequently probably to Donaueschingen before obtaining the position of organist for the Archbishop of Pruntrut in 1773. His music is all but unknown, although he wrote at least two Singspiels, six concertos, two symphonies, a sacred aria in German, and several organ preludes. 

				AULETTA, DOMENICO (1723, NAPLES, TO 1753, NAPLES). Italian composer and organist. The son of Pietro Auletta, he received his earliest training from his father before settling into a life of complete obscurity in Naples. It is not known where he was employed, but given that his compositional output is entirely sacred, it is likely that he was an organist at one of the smaller churches. His musical style reflects the galant in its use of contrasting phrases and dynamics, though the lyrical lines reflect Neapolitan training. His surviving works include five Psalms, three Regina coelis, two De profundis clamavis, a Dixit Dominus, and three keyboard concertos, as well as a concert aria. 

				AULETTA, PIETRO (ca. 1698, SANT’ANGELO A SCALA, NEAR AVELLINO, ITALY, TO SEPTEMBER 1771, NAPLES). Italian composer. He was trained at the Conservatorio di Sant’Onofrio in Naples under Nicola Porpora. In 1724 he became maestro di cappella at the church of Santa Maria del Nova, composing his first opera Il trionfo dell’amore a year later. Further success followed culminating in performances of his works in Paris in 1737 and Munich in 1758. Although his early operas reflect Baroque styles, his later works are much in the vein of Giovanni Pergolesi. These include 17 operas, two oratorios, seven sacred works (Psalms and hymns), a secular cantata, and a thoroughly modern symphony written around 1750. His music has been largely forgotten and remains unexplored. His son Domenico Auletta also became a composer.

				AUMANN, FRANZ ANTON (24 FEBRUARY 1728, TRAISMAUER, LOWER AUSTRIA, TO 30 MARCH 1797, ST. FLORIAN, UPPER AUSTRIA). German monastic composer. Following training as a chorister in the Jesuit school in Vienna, he became an initiate in the Augustinian Order in 1753 and was ordained as a priest in 1757. At that time he was appointed as regens chori of the monastery of St. Florian, where he lived the rest of his life. His music circulated widely during his lifetime, where it achieved a reputation for good command of counterpoint, as well as the prevalent Neapolitan sacred musical style. His Missa profana is a satire of poor church musical composition, and his two Missae brevissimae are little disguised comments on the Josephian reform movement. His Missa Germanica was one of the earliest Mass settings in the vernacular. His works include 38 Masses, 12 Requiems, 29 Psalms, 25 Magnificats, 22 offertories, 10 litanies, eight responsories, seven vespers, many other sacred motets and arias, four oratorios, two Singspiels in Austrian dialect, numerous songs and canons, three symphonies, and 25 serenades, divertimentos, and parthies. His music was a distinct influence on Anton Bruckner.

				AURISICCHIO, ANTONIO (1710, NAPLES, TO 4 SEPTEMBER 1781, ROME). Italian composer. Nothing is known of his youth or education prior to his debut as an opera composer at the Teatro dei Fiorentini in Naples in 1734 with the comic opera Chi dell’altrui si veste presto si spoglia. Despite successes on the stage, he chose to pursue a path as a church organist, becoming a member of the Congregazione dei musici di Santa Cecilia in 1747 and maestro di cappella at the church of San Giacomo degli Spagnoli in Rome in 1766. His surviving works include seven operas. See also MOREAU, HENRI.

				AUTOS SACRAMENTALES. A uniquely Spanish form of interactive drama first developed in the 13th century. The piece consists of a processional, during which a morality play is presented at several places on the way to the main church. By the 18th century these included complete miniature operatic scenes with arias, instrumental pieces, and other theatrical musical genres. One of the most prolific composers of these was José de Nebra Blasco, who wrote 21. They were prohibited in 1765 but continued to be performed over the next several decades in smaller towns in Spain.

				AVISON, CHARLES (bap. 16 FEBRUARY 1709, NEWCASTLE UPON TYNE, ENGLAND, TO 10 MAY 1770, NEWCASTLE). English organist and composer. Following early education at home, he was taken into the service of the member of parliament for Northumberland, who allowed him to study with Francesco Geminiani in London. In 1734 he returned home to become the organist at two churches, St. John’s and St. Nicholas. Active in the culture of Newcastle, he and John Garth founded the Marcello Society in 1750. Charles Burney described him as an “ingenious and polished man,” and Avison was best known for his opposition to the style of George Frederick Handel, which he outlined in his treatise An Essay on Musical Expression, published in three editions up through 1775. His own works were focused on the concerto grosso and include 54 concertos, 24 trio sonatas, an oratorio, two anthems, and a number of songs and marches, as well as adaptations of the works of Giovanni Clari, Benedetto Marcello, and Domenico Scarlatti.

				AVONDANO, PEDRO ANTÓNIO (16 APRIL 1714, LISBON, TO 1782, LISBON). Portuguese composer and violinist. The son of a Genoese-born violinist, Avondano probably received his earliest musical education from his father and later probably also studied under Domenico Scarlatti. Much of the information concerning his education and training is unknown due to the destruction of documents in the 1755 Lisbon earthquake, but it is known that he was commissioned by the theatre in Macerata, Italy, to compose an opera, Berenice, in 1742. By 1764 he was appointed as principal violinist of the Royal Chamber, a post he held until his death. During this time, he wrote a substantial number of dances for the court, as well as a popular opera, Il mondo della luna, and a pair of oratorios in 1770, Il voto di Jefte and Adamo ed Eva. He also composed a large number of sacred works, including Masses, a Te Deum, Psalms, and other smaller works, in addition to keyboard sonatas, two symphonies, and several works for solo cello, written no doubt for his brother, João Baptista Andre Avondano, who was principal cellist. In 1765 he was part of the revival of a musical guild known as the Brotherhood of St. Cecilia and shortly thereafter organized a musical society called the Assembleia des Naçôes Estrangieras. He also purchased a knighthood in the Orden de Cristo. José Mazza noted that his music contained “great harmony and softness,” but the surviving compositions demonstrate a close affinity to the Neapolitan style of the middle of the century.

				AVOSSA, GIUSEPPE (1708, PAOLA, ITALY, TO 9 JANUARY 1796, NAPLES). Italian composer. At an early age he was sent to the Conservatorio dei Poveri di Gesù Cristo in Naples, where he studied under Francesco Durante and Gaetano Greco. After an early career serving in various churches and monasteries, he obtained the post of maestro di cappella in Pesaro at the city theatre in 1749. In 1758 he returned to Naples in the same post at the Teatro di Fiorentini. There he produced his most successful comic opera, La Pupilla, in 1763. His music has been little studied, although it conforms to the Neapolitan opera style of the time. Surviving works include nine operas (all buffa), three Masses, two Magnificats, and two motets.

				AZIONE SCENICA. See AZIONE TEATRALE.

				AZIONE TEATRALE. Also known as Azione Scenica, this was an opera consisting of a single act that was usually performed for festive or intimate court settings, sometimes in concert, without staging. Larger versions of this were called festa teatrale. An example of this can be found in Joseph Haydn’s L’isola disabitata. See also COMPONIMENTO DA CAMERA.

				AZZOPARDI, FRANCESCO (5 MAY 1748, RABAT, MALTA, TO 6 FEBRUARY 1809, RABAT). Maltese composer and theorist. His earliest training was under composer Michel’Angelo Vella, prior to his being sent to Naples in 1763, where he enrolled in the Conservatorio di Sant’Onofrio a Porta Capuana. His teachers there were Joseph Doll and Niccolò Piccinni. In 1774 he returned to Malta to become maestro di cappella at the Mdina Cathedral of Saint Paul. In 1783 he was appointed as successor of Benigno Zerafa at the St. John’s Co-Cathedral in Valletta, a position he finally attained in 1789. During his lifetime, he was a well-known and much-sought-after composer, particularly of church music. His style reflects the late Neapolitan opera, but his use of instrumental color and harmony are particularly effective. His most famous theoretical work is the treatise Il musico prattico from around 1781. His works include an opera; a festive cantata, Malta felice; an oratorio; 31 Masses; 76 Psalms; six Magnificats; two Passions; six Lamentations; 70 motets; 16 antiphons; and three symphonies of the single-movement da chiesa form. See also ISOUARD, NICOLÒ.
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