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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

    


    
      In music, as indeed in all the arts, fashions change, and what once appealed becomes dull and uninteresting and passes. This, indeed, is what happened to Baroque music, which reigned supreme from about 1600 to about 1750—these dates being very fuzzy. At any rate, about that latter date, new fashions gained ground, and Baroque music not only ceased being composed but also even being played by and large. Then, in the late 19th century and ever stronger during the early 20th, it was rediscovered and brought back to life, not only as an oddity but also as one of the strongest strands of what is usually called “classical music.” If anything really needs explaining here, it is not so much why Baroque music has made a comeback but how the glorious music of Bach, Handel, Vivaldi, and many others could have been forgotten and some of it actually lost forever. Now that it is indeed back and being performed frequently and enjoyed enormously by many, we still do need to consider the period that produced it more closely to see, among other things, what the basic rules were then and how they were constantly revised and “improved” to the extent that one could already speak of a “stile antico” and a “stile moderno.”


      That is among the tasks taken on by the introduction, which gives us a very insightful look at the period that generated this music. The countless, essential details are then provided by the dictionary section, which among many other things acquaints us with the instruments, some of which have since disappeared while others were modified and are still with us; the forms of music, many of which (such as the opera and concerto) are familiar to all music lovers while others are a bit more distant; the centers of musical life at that time, basically an age when composers lived off the church or nobility; and last but not least, a plethora of composers, including not only the three above but also many others who are known and appreciated today and who shaped the music of that period. No less important are the many entries on technical terms that do require elucidation. Although that all happened long ago, the time sequence is important in following the course of events, and the chronology is most helpful in that respect. For those who want to learn more, the next step is obviously to follow the leads given in the bibliography.


      The very first volume on music in this series is the Historical Dictionary of Sacred Music by Joseph P. Swain, who has also written this Historical Dictionary of Baroque Music. Obviously, the two are closely related in some ways, given the very prominent position of sacred music during this period. And Dr. Swain is a particularly apt choice for both, considering the fact that he has been teaching music history and theory for more than 35 years, directed Tapestry, the All-Centuries Singers for 19 years, and is now organist and director of music at St. Malachy’s Church. This experience has resulted in a number of books along with the aforementioned historical dictionary, some of which are related while others show the breadth of his interests, in particular The Broadway Musical. Once again, he proves an excellent guide for those who are interested in Baroque music—and they are legion—and who want to know more, whether they are part of the general public or scholars.


      Jon Woronoff


      Series Editor

    

  


  
    
      Preface

    


    
      This Historical Dictionary of Baroque Music provides in one volume basic information about the most important traditions, famous pieces, persons, places, technical terms, and institutions of Baroque music, that is, the music of Western Europe dating from about 1600 to 1750. It also provides an extensive bibliography if the reader requires more information about any of the entries. It is intended for musicians at all levels and for readers with diverse interests—students and teachers of music history, students and teachers of the Western tradition, and above all for lovers of Baroque music who wish to inform their listening experiences. The dictionary assumes familiarity with the basic components of traditional Western music—musical notation, the violin, the concepts of melody, harmony, rhythm, and so forth—but at the same time offers entries for many fundamental terms of musical discourse—“key,” “functional harmony,” “meter,” “violin,” to name a few—which have particular meanings in the Baroque context.


      The introduction presents the most important historical developments that characterize the entire period but are too broad or diffuse to capture with individual dictionary entries. It begins with a description of the invention of opera, the crucial event that provided composers with a new set of aesthetic goals transforming not only their art but also the entire musical culture and, to a degree, European society itself. From there, the essay proceeds to subsequent technical developments that assured, all at once, the long-term success of the operatic experiment, the synthesis of Renaissance techniques and genres into the new musical language, and the tremendous accomplishments of the instrumental forms of suite, sonata, and concerto.


      Nearly one half of the entries are biographical, dominated by composers, of course, but also including other important personalities that affected the history of Baroque music: music theorists and critics who summarized ideas and compositional techniques in contemporary language, poets who wrote opera librettos, and a few remarkable 18th-century performers. Not included are modern performers or scholars of Baroque music. In a single volume dealing with such a vast subject area, it is best to keep the music front and center, and in any case, the bibliography should give a good picture of the state of scholarship.


      Another fifth of the entries focuses on Baroque genres of composition (e.g., “concerto,” “cantata,” “opera seria”) and describe their origins, developments, and principal composers. About one tenth of the entries defines technical terms peculiar to the Baroque, such as “figured bass” and “double dotting,” as well as others that appear elsewhere in music history but have particular connotations in the Baroque, such as “cadence,” “counterpoint,” and “inversion.” Other groups of entries include Baroque instruments (e.g., “harpsichord”), not omitting familiar modern instruments, such as “violin,” that have unfamiliar characteristics in their Baroque versions or that play Baroque music differently; historically important cities for Baroque music; and finally some of the landmark compositions of the period, such as the Well-Tempered Clavier and Messiah.


      Except where the most objective technical language allows the audible to be usefully communicated (e.g., “a solo singer with lute accompaniment” or “strophic forms in homophonic arrangements”), the entries do not attempt to describe the sound of the music. Objective facts—definitions, names, dates, places, techniques—make up most of the information. If this treatment of the music seems a bit cold, it allows a much greater coverage, and besides, no writing substitutes for the learning that comes from hearing the music itself.


      In order to facilitate the rapid and efficient location of information and to make this book as useful a reference tool as possible, extensive cross-references have been provided in the dictionary section. Within individual entries, terms that have their own entries are in boldface type the first time they appear. Related terms that do not appear in the text are indicated in the See also. See refers to other entries that deal with this topic.


      To name individual pitches, the dictionary adopts the system typically used in American music theory. Middle C is C4, the octave above is C5. The pitches between these are all superscribed with 4 (e.g., D4, E-flat4, etc.). The pitches of the next higher octave are superscribed with 5, those of the next lower octave with 3, and so on.


      Names and musical compositions with 18th-century spellings are not consistent. In the case of a title of a unique work—Rappresentatione di Anima e di Corpo—the dictionary adopts the spelling used by the composer or publisher, except where usage within the work or set of works is inconsistent—Pièces and Pieces—in which cases the modern spelling is taken. In all other cases, modern spellings are preferred.


      The compiler’s problem with subject as vast as Baroque music is not the acquisition of information but rather deciding what to include and what to omit. Some entries may merit their places because of intrinsic worth, such as Claudio Monteverdi’s Vespers of the Blessed Virgin (1610), a magnificent but unique composition without significant influence. Much more often, precious space is allotted to persons or events that affected the course of Baroque music history in some way, especially in regard to the minor biographies. Generally, the choice of what information to include was governed by the question of what would best inform the reader’s experience of listening to Baroque music.


      A number of friends and colleagues have generously given me their expert advice in various areas of Baroque music, without which I could not have finished the book. In particular, I would like to recognize the contributions of Ms. Laura Campbell, Mr. Ralph Dudgeon, Mr. Thomas Klenck, Fr. Jerome F. Weber, who expertly looked over the entire manuscript, and members of the NYS Baroque Ensemble. The photographs of Baroque instruments supplied by these people were edited by Joseph F. Swain and Cynthia Lee Swain. I must also recognize Jon Woronoff of Scarecrow Press, who offered me the project and offered much valuable advice along the way. And beyond the inestimable support of my wife Jan and our children, who played Baroque music with me on many occasions, I would like to remember members of my own family who unknowingly planted the seeds of this project decades ago: my sister Chris, who introduced me to Messiah one gray December; my brother Bern, who showed me that the Baroque was hardly limited to Messiah; and Katie and John, who tolerated my constant playing of Baroque music on the stereo in the house.


      My deepest appreciation to all who supported this project.


      Joseph P. Swain


      Hamilton, New York

    

  


  
    
      Chronology

    


    
      1563 4 December: The Council of Trent promulgates its final document, upholding the plainsong and polyphonic traditions of liturgical music while rejecting certain characteristics of secular music as inappropriate for the Roman Rite.


      1574–1589 The meetings of the Camerata in Florence.


      1577 Antonio Gardano publishes the first printed score in Venice.


      1580 Jan Pieterszoon Sweelinck appointed organist at the Oude Kerk in Amsterdam.


      1582 Claudio Monteverdi’s earliest publication, the Sacrae Cantiunculae.


      1587 Concerti di Andrea, et Gio. Gabrieli published in Venice. Claudio Monteverdi publishes his first book of madrigals in Venice.


      1588 Jacopo Peri, early opera composer, appointed singer at the Medici court, Florence.


      1589 Performance of the play La Pellegrina with intermedi of Emilio de’ Cavalieri, Jacopo Peri, and Giulio Caccini, all collaborators in the earliest operas, for the wedding festivities of King Henry IV of France and Catherine de’ Medici.


      c. 1590 Claudio Monteverdi appointed viol player at the court of Mantua.


      1592 Antonio Naldi invents the theorbo, an important Baroque continuo instrument, in Florence.


      1597 Giovanni Gabrieli publishes Sacrae Symphoniae in Venice.


      1598 Performance of the first known opera, Jacopo Peri’s La Dafne, during Carnival season at the Medici court in Florence.


      1600 Pope Clement VIII’s Caeremoniale Episcoporum ratifies the practice of substituting organ versets for plainchants at Roman Catholic liturgies. February: Performance of Emilio de’ Cavalieri’s Rappresentazione di Anima e di Corpo, often considered the first oratorio, at the Oratorio della Vallicella, Rome. 6 October: Performance of Euridice, the oldest surviving opera, with music by Jacopo Peri and Giulio Caccini, libretto by Ottaviano Rinuccini at the Medici court in Florence.


      1601 26 November: Claudio Monteverdi appointed maestro di cappella for the court of Mantua.


      1602 Publication of Cento Concerti Ecclesiastici (“One Hundred Sacred Concertos”), Ludovico Viadana’s Opus 12, the first published collection of sacred music to include a figured basso continuo. Publication of Giulio Caccini’s first volume of Le Nuove Musiche, significant collection of vocal monodies.


      1603 Publication of controversial Book IV of Italian madrigals of Claudio Monteverdi.


      1604 Giovanni Girolamo Kapsberger publishes his first of four volumes of guitar music, Libro I d’Intavolatura di Chitarrone in Venice. Michael Praetorius appointed Kapellmeister to Duke of Brunswick-Wolfenbüttel.


      1605 Claudio Monteverdi publishes Book V of Italian madrigals, which required a continuo for the first time. William Byrd publishes his first volume of Gradualia, polyphonic propers for the Roman Catholic mass, London. Michael Praetorius begins to publish his nine-volume set of chorale arrangements, Musae Sioniae.


      1606 Agostino Agazzari’s music drama Eumelio performed during Carnival in Rome.


      1607 Salomone Rossi publishes Sinfonie e Gagliarde for instrumental ensemble and continuo. 24 February: First performance of Claudio Monteverdi’s opera L’Orfeo.


      1608 Girolamo Frescobaldi assumes the position of organist at the Cappella Giulia at St. Peter’s, Rome, and publishes his first volume of keyboard music. 28 May: Claudio Monteverdi’s second opera, Arianna, performed to great acclaim.


      1609 Publication of Monteverdi’s L’Orfeo. Samuel Scheidt appointed court organist in Halle, Germany. Heinrich Schütz arrives in Venice to study with Giovanni Gabrieli.


      1610 Publication of Claudio Monteverdi’s collection of music for vespers and the Missa In Illo Tempore, altogether known as the “Vespers of 1610.”


      1611 Heinrich Schütz’s book of Italian madrigals published as Opus 1.


      1612 Michael Praetorius’s Terpsichore dances published. Oratorio dei Girolamini inaugurated in Naples. 29 July: Claudio Monteverdi dismissed from the court at Mantua. August: Giovanni Gabrieli dies in Venice.


      1613 19 August: Claudio Monteverdi appointed maestro di cappella at St. Mark’s Basilica, Venice.


      1614 Medicean press in Rome publishes the revisions of Roman Catholic plainchant authorized by the Council of Trent. Michael Praetorius begins to publish his four-volume treatise, Syntagma Musicum.


      1615 Heinrich Schütz appointed to the electoral court at Dresden, beginning a lifelong association. Appearance of Giovanni Gabrieli’s Canzoni et Sonate, published posthumously. Girolamo Frescobaldi publishes Recercari et Canzoni. 21 May: Johann Hermann Schein appointed Kapellmeister to the ducal court at Weimar.


      1617 Hermann Schein publishes the Banchetto Musicale, an early collection of instrumental suites.


      1618 Hermann Schein begins to issue his collection of sacred music, the Opella Nova.


      1619 Giovanni Anerio introduces the Italian oratorio with Teatro Armonico Spirituale. Heinrich Schütz publishes his first volume of Psalmen Davids.


      1620 Alessandro Grandi’s reprint of Cantade et Arie, first known occurrence of the term “cantata.”


      1621 Dario Castello’s first volume of solo instrumental sonatas appears. 15 February: Michael Praetorius dies in Wolfenbüttel, Germany. 16 October: Jan Pieterszoon Sweelinck dies in Amsterdam.


      1622 Salomone Rossi publishes Ha-Shirim Asher Li’Shlomo, a set of madrigals on Jewish texts.


      1623 Jehan de Titelouze publishes early French organ versets.


      1624 Samuel Scheidt’s Tabulatura Nova published, an important collection of early organ music.


      1625 Heinrich Schütz publishes motets in stile moderno in Cantiones Sacrae.


      1627 Alessandro Grandi appointed maestro di cappella at Santa Maria Maggiore in Bergamo, Italy.


      1628 Girolamo Frescobaldi appointed court organist to the Duke of Tuscany, Florence. Psalmen Davids, 90 psalm paraphrases, published by Heinrich Schütz.


      1629 December: Giacomo Carissimi appointed maestro di cappella at the Collegio Germanico e Hungarico, Rome. Juan Gutiérrez de Padilla appointed maestro de capilla at the Puebla Cathedral, Mexico. Heinrich Schütz publishes first volume of Symphoniae Sacrae. Heinrich Scheidemann becomes organist of the Catharinenkirche, Hamburg.


      1630 Antoine Boësset’s seventh book of airs de cour calls for a continuo, first instance in France.


      1632 18 February: First performance of Stefano Landi’s Il Sant’ Alessio, an important early oratorio, in Rome. December: Franz Tunder appointed court organist at Holstein-Gottorp.


      1633 12 August: Jacopo Peri dies in Florence.


      1634 Performance of an early English masque, The Triumph of Peace, with music by William Lawes. Girolamo Frescobaldi returns to Rome and the Cappella Giulia.


      1635 Girolamo Frescobaldi’s most important collection of organ versets Fiori Musicali published in Venice. Ben Jonson writes earliest extant ode text “A New-Yeares-Gift Sung to King Charles.”


      1636 Heinrich Schütz publishes his first volume of Kleine Geistliche Konzerte.


      1637 Carnival: First public opera theater, Teatro San Cassiano, opens in Venice with Francesco Manelli’s Andromeda. June: Jakob Froberger wins grant to study with Girolamo Frescobaldi in Rome.


      1638 Earliest known performance of Britannia Triumphans, an English masque including music of William Lawes.


      1639 23 January: Francesco Cavalli appointed second organist at San Marco, Venice. 24 January: Cavalli’s first opera Le Nozze di Teti e di Peleo opens in Venice.


      1640 Premiere of Pietro Della Valle’s Oratorio della Purificazione, first instance of the word “oratorio” applied to a musical work. The term lo stile recitativo first appears in print, in Giovanni Battista Doni’s Annotazioni. Carnival: Claudio Monteverdi composes his late opera Il Ritorno d’Ulisse in Patria.


      1641 Good Friday: Thomas Selle’s Passio secundum Joannem cum Intermediis, first known oratorio passion, performed in Hamburg.


      1642 Francesco Cavalli’s opera Egisto revived in Vienna.


      1643 Carnival: first performance of Claudio Monteverdi’s last opera L’Incoronazione di Poppea. 1 March: Girolamo Frescobaldi dies in Rome. Good Friday: Premier of Giovanni Valentini’s Santi Risorti, earliest known example of sepolcro in Vienna. 29 November: Claudio Monteverdi dies in Venice; buried with full honors of the Republic of Venice.


      1644 Barbara Strozzi publishes her first book of madrigals.


      1646 Francesco Cavalli’s Egisto performed in Paris. February: Jean-Baptiste Lully moves to Paris.


      1647 Franz Tunder assumes post of organist at the Marienkirche in Lübeck, Germany.


      1648 Francesco Cavalli composes opera Giasone. Heinrich Schütz publishes large-scale motets in Geistliche Chormusik.


      1650 Giacomo Carissimi’s oratorio Jephte complete. Athanasius Kircher’s Musurgia Universalis published. The city of Naples sees its first opera, Didone (composer unknown). Heinrich Schütz publishes his last volume of Symphoniae Sacrae.


      1651 Posthumous publication Madrigali e Canzonette of Claudio Monteverdi, in Venice.


      1652 Henry Du Mont publishes his first motets in Paris.


      1653 Juan Hidalgo composes the earliest surviving Spanish-language recitative in Fortunas de Andrómeda y Perseo. Matthew Locke composes first English recitatives for the masque Cupid and Death. 16 March: Jean-Baptiste Lully appointed court composer by King Louis XIV of France. 9 April: Louis Couperin appointed organist at St. Gervais, Paris.


      1655 Matthias Weckmann appointed organist at the Jacobkirche in Hamburg.


      1656 In Rome, Queen Christina of Sweden appoints Giacomo Carissimi music master in her household. Elector Johann Georg II of Dresden begins to reconstruct the Hofkapelle. Les Galanteries du Temps, earliest surviving ballet by Jean-Baptiste Lully, introduces his new orchestra Les Petits Violons. September: The Siege of Rhodes, the first English-language opera, is performed in London.


      1657 Christoph Bernhard publishes theory of music and rhetoric in Tractatus Compositionis Augmentatus. Maurizio Cazzati appointed maestro di cappella at San Petronio, Bologna.


      1658 Jean-Baptiste Lully’s Ballet d’Acidiane presents the earliest known French overture.


      1660 Earliest surviving full-length Spanish opera, Celos aun del Aire Matan of Juan Hidalgo. First oratorio performed in Vienna: Il Sacrifizio d’Abramo. Matthias Weckmann founds Collegium Musicum in Hamburg. Spring: Francesco Cavalli produces his opera Ercole Amante in Paris. 29 September: Henry Cooke appointed Master of Children and begins to restore the Chapel Royal, London. 25 December: Premiere of Heinrich Schütz’s Christmas Oratorio, Dresden.


      1663 26 September: Heinrich Scheidemann dies during the plague in Hamburg, and Johann Adam Reincken succeeds as organist of the Catharinenkirche.


      1664 29 January: Jean-Baptiste Lully’s Le Mariage Forcé, the first collaboration with the dramatist Molière, opens in Paris.


      1665 Maurizio Cazzati publishes his first trumpet sonatas in Opus 35. Early cello sonatas appear in G. C. Arresti’s Opus 4. 11 January: Francesco Cavalli appointed first organist at San Marco, Venice.


      1666 Earliest extant ode compositions in England. Heinrich Schütz composes three passions. April: Juan Bautista Cabanilles appointed first organist at Valencia Cathedral.


      1667 7 May: Jakob Froberger dies in Héricourt, France.


      1668 11 April: Dietrich Buxtehude chosen to succeed Franz Tunder as organist at the Marienkirche in Lübeck. 12 and 14 July: Antonio Cesti’s spectacular opera Il Pomo D’Oro creates a sensation in Vienna. 28 November: Francesco Cavalli succeeds Giovanni Rovetta as maestro di cappella at San Marco, Venice.


      1669 Appearance of Pièces de Luth of Denis Gaultier. In Genoa, Alessandro Stradella composes Il Trespolo Tutore, an early example of opera buffa.


      1670 Arcangelo Corelli admitted to the Accademia Filarmonica, Bologna.


      1671 The Teatro Tordinona opens in Rome. 17 January: Psyché, last collaboration of Jean-Baptiste Lully and Molière, opens in Paris.


      1672 Johann Philipp Krieger appointed Kapellmeister in Bayreuth, Germany, where he remains for 45 years and composes 2,000 church cantatas. The oldest surviving zarzuela score, Los Celos Hacen Estrellas, by Juan Hidalgo. March: Jean-Baptiste Lully acquires royal privilege to produce French-language operas. 6 November: Heinrich Schütz dies in Dresden.


      1673 April: Jean-Baptiste Lully’s Cadmus et Hermione, his first tragédie lyrique, opens in Paris.


      1674 Pelham Humfrey contributes music for The Tempest. Giovanni Battista Vitali appointed vice-maestro di cappella to the ducal chapel at Modena. 12 January: Giacomo Carissimi dies in Rome. January: After the success of Jean-Baptiste Lully’s Alceste, King Louis XIV provides full support for the tragédie lyrique.


      1675 Arcangelo Corelli begins a long residence in Rome.


      1676 Nicolas Lebègue begins to publish three volumes of organ music. Heinrich Ignaz Franz von Biber composes the programmatic “Rosary Sonatas” at Salzburg, Austria. 1 January: Tomás de Torrejón y Velasco appointed maestro de capilla of Lima Cathedral. 14 January: Francesco Cavalli dies in Venice.


      1677 August: Matthew Locke dies in London. 10 September: Henry Purcell succeeds Matthew Locke as composer in ordinary to the king of England.


      1678 Buxtehude expands the Abendmusiken in Lübeck to include oratorios and sacred concertos. Henry Purcell appointed organist at Westminster Abbey. 2 January: Opening of the Gänsemarkt public opera house in Hamburg. 19 June: Johann Pachelbel begins 12-year residency in Erfurt, Germany.


      1679 Alessandro Scarlatti’s early opera Gli Equivoci nel Sembiante premieres in Rome and achieves immediate notoriety.


      1681 Publication of Arcangelo Corelli’s trio sonatas Opus 1 in Rome. 5 January: Giovanni Legrenzi appointed vice-maestro di cappella at San Marco, Venice.


      1682 Antonio Draghi appointed Kapellmeister to the imperial court, Vienna. 14 July: Henry Purcell appointed organist to the Chapel Royal.


      1683 Venus and Adonis, a masque of John Blow, performed in London.


      1684 Johann Kuhnau appointed organist at Thomaskirche in Leipzig. First sojourn in Naples for Alessandro Scarlatti. Arcangelo Corelli and Alessandro Scarlatti admitted to the Congregazione di Santa Cecilia, Rome. 11 August: Friedrich Wilhelm Zachow appointed organist at the Marienkirche in Halle, Germany.


      1685 16 April: Giovanni Legrenzi succeeds Monferrato as maestro di cappella at San Marco, Venice. 21 May: Procurators of San Marco establish a regular ensemble of 34 players, one of the largest in Europe.


      1686 Marin Marais begins to publish suites for viol and continuo.


      1687 Elisabeth Jacquet de La Guerre begins to publish harpsichord works. February: Arcangelo Corelli leads an ensemble of 150 in music of Bernardo Pasquini at the Palazzo Riario, Rome. 22 March: Jean-Baptiste Lully dies in Paris. 23 November: Last tragédie lyrique of Jean-Baptiste Lully, Achille et Polyxène, premieres in Paris.


      1688 Summer: Agostino Steffani appointed Kapellmeister to the ducal court at Hanover.


      1689 Henry Purcell’s Dido and Aeneas. Jean Henry D’Anglebert publishes his Pièces de Clavecin. Giovanni Battista Vitali publishes Artifici Musicali. January: Michel-Richard de Lalande appointed surintendant de la musique de la chambre by King Louis XIV.


      1690 Georg Muffat appointed Kapellmeister of Passau, Germany. François Couperin publishes Pièces d’Orgue Consistantes en Deux Messes, his two organ masses.


      1691 Giovanni Carlo Grimani and Apostolo Zeno found the Accademia degli Animosi to reform opera in Venice. Late spring: First production of Henry Purcell’s very popular semi-opera King Arthur.


      1692 Marin Marais publishes Pièces en Trio, one of the earliest collections of French trio music.


      1693 Carnival: Antonio Lotti’s first opera, Il Trionfo dell’Innocenza. 26 December: François Couperin appointed organiste du roi by King Louis XIV.


      1694 Reinhard Keiser’s first two operas produced in Brunswick and Hamburg.


      1695 Theorist Daniel Merck publishes an early list of standard Italian tempo markings. April: Officials in Nuremberg invite Johann Pachelbel to be organist at the Sebalduskirche without trial. 21 November: Henry Purcell dies in London.


      1696 Johann Caspar Kerll publishes Modulatio Organica in Munich. Giacomo Antonio Perti begins 60-year tenure as maestro di cappella of the basilica of San Petronio, Bologna, Italy. 26 December: Giovanni Bononcini’s Il Trionfo di Camilla opens in Rome.


      1697 24 October: André Campra’s opéra-ballet L’Europe Galante premieres in Paris.


      1698 28 June: Marc-Antoine Charpentier appointed maître de musique at the Sainte-Chapelle, Paris.


      1699 Appearance of Nicolas de Grigny’s Premier Livre d’Orgue. Johann Philipp Krieger makes first settings of Erdmann Neumeister’s reform church cantata texts. Georg Muffat publishes Regulae Concentuum Partiturae, one of the best treatises on playing continuo.


      1700 Johann Kuhnau publishes his Biblical Sonatas for harpsichord. Arcangelo Corelli publishes his Opus 5 violin sonatas, Rome. Neumeister publishes Geistliche Cantaten statt einer Kirchen-Music, earliest reform cantata texts. Tomaso Albinoni publishes his Opus 2 concertos, further establishing the fast-slow-fast form as standard for concertos. Bartolomeo Cristofori completes a prototype of the fortepiano in Florence. Printer John Walsh of London introduces faster and cheaper printing technology.


      1701 Georg Muffat describes Arcangelo Corelli’s “new manner of harmony” in Auserlesene Instrumental-Musik. Giuseppe Torelli returns to Bologna as part of the restoration of music at San Petronio. April: Johann Kuhnau assumes post of Thomaskantor in Leipzig.


      1702 Georg Philipp Telemann founds the Collegium Musicum of Leipzig. Telemann appointed music director of Opernhaus auf dem Brühl, Leipzig.


      1703 J. S. Bach begins his professional career at age 18 as organist in Arnstadt, Germany. Francesco Gasparini appoints Antonio Vivaldi violin master to the Pio Ospedale della Pietà in Venice. Reinhard Keiser becomes general director of the Theater am Gänsemarkt opera house in Hamburg. Sébastien de Brossard publishes his Dictionnaire de Musique. 9 January: Alessandro Scarlatti appointed assistant maestro di cappella at the Congregazione dell’ Oratorio, Rome. 23 March: Antonio Vivaldi ordained to the Roman Catholic priesthood.


      1704 24 February: Marc-Antoine Charpentier dies in Paris. 17 August: Antonio Lotti appointed first organist at San Marco, Venice.


      1705 First documented appearance of the horn in an orchestra, Reinhard Keiser’s opera Octavia in Hamburg. Antonio Vivaldi’s trio sonatas Opus 1 published in Venice. 8 January: George Frideric Handel’s first opera, Almira, premieres at the Hamburg opera. April: Five performances of Jakob Greber’s Gli Amori d’Ergasto introduce Italian opera to London.


      1706 Jean-Philippe Rameau publishes his Premier Livre de Pièces de Clavecin. Friedrich Erhard Niedt publishes a thoroughbass manual in his Musicalische Handleitung, Hamburg. February: Earliest known example of an intermezzo, Frappolone e Florinetta, in Venice. 9 March: Johann Pachelbel buried in Nuremberg. 26 April: Arcangelo Corelli, Bernardo Pasquini, and Alessandro Scarlatti admitted to the Arcadian Academy of Rome.


      1707 Earliest cantatas of J. S. Bach. Carnival: Alessandro Scarlatti’s opera Il Mitridate Eupatore fails in Venice. May: Arcangelo Corelli and George Frideric Handel work together in Rome. 9 May: Dietrich Buxtehude dies in Lübeck. 29 July: Johann Walther appointed organist at the Stadtkirche in Weimar.


      1708 First publication of music for unaccompanied transverse flutes, Premier Livre de Pièces of Jacques-Martin Hotteterre. Alessandro Scarlatti reappointed maestro di cappella at the Royal Chapel in Naples. J. S. Bach appointed organist to the court of Saxe-Weimar.


      1709 Johann Friedrich Fasch founds a second collegium musicum in Leipzig. 8 February: Giuseppe Torelli dies in Bologna. 1 July: Antonio Caldara appointed maestro di cappella to Prince Ruspoli, Rome. 26 December: George Frideric Handel’s first full-length Italian opera, Agrippina, opens in Venice.


      1710 Summer: George Frideric Handel arrives in London.


      1711 Estienne Roger of Amsterdam publishes Vivaldi’s Opus 3 Concertos. February 24: George Frideric Handel’s Rinaldo opens to acclaim, beginning his long operatic career in London.


      1712 Georg Philipp Telemann becomes director of music in Frankfurt and Kapellmeister for the Barfüßkirche, initiating a period of intense composition of instrumental music.


      1713 François Couperin publishes his first book of Pièces de Clavecin. Johann Mattheson publishes his introduction to contemporary music, Das neu-eröffnete Orchestre. 8 January: Arcangelo Corelli dies in Rome. May: Antonio Vivaldi’s earliest known opera, Ottone in Villa, opens in Vicenza. 7 July: George Frideric Handel’s Te Deum celebrates the Peace of Utrecht in London.


      1714 Estienne Roger of Amsterdam publishes Arcangelo Corelli’s Opus 6 Concertos. The Opéra-Comique of Paris opens. March: J. S. Bach promoted to concertmaster at the Weimar court. 22 December: Death of Tommaso Baj, maestro di cappella of the Cappella Giulia in Rome, replaced by Domenico Scarlatti.


      1715 Tomaso Albinoni’s Opus 7 concertos first in Italy to feature the oboe. January: Johann Joseph Fux appointed imperial Hofkapellmeister in Vienna. 1 July: Michel-Richard de Lalande assumes sole directorship of the Chapelle Royale.


      1716 J. S. Bach’s Orgelbüchlein complete. Francesco Gasparini succeeds Caldara as maestro di cappella for Prince Ruspoli, Rome. May: Governors of Ospedale della Pietà reappoint Antonio Vivaldi as “master of concerts.” Late spring: Antonio Caldara begins tenure as imperial vice-Kapellmeister in Vienna.


      1717 George Frideric Handel begins work on the Chandos anthems. Silvius Leopold Weiss begins lifelong residency in Dresden. Fall: Antonio Lotti begins two-year residence in Dresden.


      1718 George Frideric Handel composes Esther, his first biblical English oratorio. Silvius Weiss appointed to the elector’s court at Dresden. Apostolo Zeno begins residence at the imperial court, Vienna. 22 June: Teatro della Pergola in Florence reopens with Antonio Vivaldi’s Scanderbeg.


      1719 Publishing firm of Breitkopf and Härtel founded in Leipzig. 19 April: Leonardo Vinci’s first opera, Lo Cecato Fauzo, opens in Naples to broad acclaim. 29 November: Domenico Scarlatti takes up residence in Lisbon as mestre de capela at the royal court.


      1720 Famous castrato Farinelli makes his first appearances in Naples. Benedetto Marcello publishes his satire of opera, Il Teatro alla Moda. 2 April: Royal Academy of Music opens in London with Giovanni Porta’s Numitore. 27 April: George Frideric Handel’s Radamisto opens with the Royal Academy in London.


      1721 Nicola Porpora and Farinelli score operatic successes in Rome. March: J. S. Bach dedicates his Brandenburg Concertos. 10 July: City of Hamburg invites Georg Philipp Telemann to become cantor. 1 August: Johann Adolf Hasse’s first opera, Antioco, opens in Brunswick, Germany. 17 September: Georg Philipp Telemann installed as cantor in Hamburg.


      1722 J. S. Bach compiles Book I of the Well-Tempered Clavier. Jean-Philippe Rameau publishes his Traité de l’Harmonie, the foundational book for modern harmonic theory. Tomaso Albinoni publishes his Opus 9 concertos. Georg Philipp Telemann appointed director of the Hamburg city opera. Leonardo Vinci composes Li Zite’ngalera, a comedy, in Naples. 5 June: Johann Kuhnau dies in Leipzig. 24 November: Johann Adam Reincken dies in Hamburg.


      1723 May: J. S. Bach begins work as cantor of St. Thomas Church, Leipzig. 13 July: François Colin de Blamont’s Les Festes Grecques et Romaines, a ballet-héroïque, opens in Paris. 25 December: Premiere of J. S. Bach’s Magnificat.


      1724 François Couperin publishes his collection of chamber works, Les Goûts-réunis, attempting a synthesis of Italian and French styles. Johann Adolf Hasse settles in Naples for a six-year sojourn. Benedetto Marcello begins attempt to reform sacred music with the first of eight volumes of Psalms of David. 20 February: George Frideric Handel’s opera Giulio Cesare in Egitto opens in London. 7 April: Premiere of St. John Passion of Johann Sebastian Bach in Leipzig.


      1725 Estienne Roger of Amsterdam publishes Antonio Vivaldi’s Le Quattro Stagioni (The Four Seasons) as part of a collection of 12 concertos, Opus 8. Johann Joseph Fux publishes Gradus ad Parnassum. Antonio Caldara helps to found the Cecilian Society in Vienna. Padre Giovanni Battista Martini appointed maestro di cappella at San Francesco in Bologna. 18 March: Inaugural concert of the Concert Spirituel, Paris. Carnival: Leonardo Vinci collaborates with Metastasio in Rome on Didone Abbandonata, beginning a long series. 22 October: Alessandro Scarlatti dies in Naples; Leonardo Vinci appointed his successor at the royal chapel.


      1726 Founding of the Academy of Ancient Music, London. J. S. Bach begins to publish Part I of Clavier-Übung. François Couperin publishes his collection of trio sonatas, Les Nations. Giovanni Porta begins 11-year tenure at the Ospedale della Pietà, Venice. 18 June: Michel-Richard de Lalande dies at Versailles.


      1727 11 April: Premiere of J. S. Bach’s St. Matthew Passion, Leipzig. 11 October: Premiere of George Frideric Handel’s Coronation Anthems.


      1728 The Royal Academy, George Frideric Handel’s opera company in London, closes. Johann David Heinichen publishes “New and Fundamental Treatise on Thoroughbass in Composition” in Dresden. Jean-Marie Leclair plays concerts of his own music at the Paris Concert Spirituel. Georg Philipp Telemann publishes Der getreue Music-Meister. 29 January: John Gay’s The Beggar’s Opera opens in London.


      1729 19 January: Princess Maria Barbara of Portugal marries Ferdinando of Spain, bringing Domenico Scarlatti to the Spanish royal court. December: revived Royal Academy in London, first performances.


      1730 François Couperin publishes his fourth and last volume of Pièces de Clavecin, a set of eight suites. Giuseppe Tartini begins publishing his violin works, an advance in violin technique. Carnival: Johann Adolf Hasse sets his first Metastasio libretto, Artaserse, inaugurating a long association. Spring: Hasse appointed Kapellmeister to the court of Dresden. 28 May: Leonardo Vinci dies in Naples. August: Metastasio begins residence in Vienna as imperial court poet.


      1732 Johann Walther publishes his Musicalisches Lexicon, combining biographies with musical terms, in Leipzig. 17 May: Thomas Arne and the Haymarket Theater, London, produce an unauthorized version of George Frideric Handel’s Acis and Galatea, possibly reviving Handel’s interest in English oratorio.


      1733 Kyrie and Gloria of J. S. Bach’s Mass in B Minor completed. Pietro Locatelli’s violin concertos Opus 3 appears, an advancement in violin technique. Georg Philipp Telemann publishes Musique de Table. Antonio Vivaldi begins collaborating with Carlo Goldoni in Venice. 10 July: Premiere of George Frideric Handel’s new English oratorio Athalia. 1 September: François Couperin dies in Paris. 5 September: Giovanni Pergolesi’s controversial comic opera La Serva Padrona premieres in Naples. 1 October: Rameau’s first opera, Hippolyte et Aricie, opens in Paris. December: London’s Opera of the Nobility produces Nicola Porpora’s Arianna in Naxo.


      1734 25 December: Premiere of J. S. Bach’s Christmas Oratorio, Leipzig.


      1735 J. S. Bach publishes Part II of Clavier-Übung. Jacques-Christophe Naudot publishes a rare set of solo flute concertos. Governors of Ospedale della Pietà reappoint Antonio Vivaldi maestro di cappella. 23 August: Rameau’s opera Les Indes Galantes begins a two-year run of 64 performances in Paris.


      1736 2 April: Antonio Lotti appointed maestro di cappella at San Marco, Venice.


      1737 Domenico Scarlatti publishes his first volume of 30 Essercizi, expanding traditional keyboard technique.


      1738 George Frideric Handel, Thomas Arne, Johann Christoph Pepusch, and William Boyce found the Society of Musicians in London. March: Antonio Vivaldi dismissed for the last time from Ospedale della Pietà, Venice.


      1739 J. S. Bach publishes Part III of Clavier-Übung. Johann Mattheson publishes Der vollkommene Capellmeister. Georg Philipp Telemann publishes Essercizii Musici. 24 July: Benedetto Marcello dies in Brescia, Italy. 12 September: Reinhard Keiser dies in Hamburg. October: George Frideric Handel completes his Opus 6 Concertos. 1 November: Handel’s Israel in Egypt completed.


      1740 Niccolò Jommelli composes his first opera seria in Rome, Ricimero Re di Goti. Mattheson publishes a biographical dictionary of Baroque composers, Grundlage einer Ehren-Pforte. 5 January: Antonio Lotti dies in Venice.


      1741 J. S. Bach completes the Goldberg Variations. Jean-Philippe Rameau publishes Pièces de Clavecin en Trio, a rare volume of chamber music featuring the transverse flute. Johann Quantz begins lifelong tenure in the service of Frederick, King of Prussia. 13 February: Johann Joseph Fux dies in Vienna. 27 or 28 July: Antonio Vivaldi dies in Vienna. 14 September: George Frideric Handel completes Messiah.


      1742 J. S. Bach’s Art of Fugue. C. P. E. Bach publishes his “Prussian” sonatas. J. S. Bach compiles Book II of the Well-Tempered Clavier. 13 April: George Frideric Handel’s Messiah premieres in Dublin.


      1744 C. P. E. Bach publishes his “Württemberg” sonatas. 10 February: George Frideric Handel’s English-language opera Semele opens in London.


      1745 4 May: Jean-Philippe Rameau appointed compositeur de la musique de la chambre du roy.


      1747 J. S. Bach completes the Canonic Variations on Vom Himmel Hoch and composes the Musical Offering. Jean-Baptiste Forqueray publishes his Pièces de Viole, one of the last important collections for viols.


      1748 Nicola Porpora appointed Kapellmeister to the electoral court at Dresden.


      1749 J. S. Bach completes the Mass in B Minor. George Frideric Handel composes Music for the Royal Fireworks suite.


      1750 Traditional end-year of the Baroque in music history. 4 June: J. S. Bach dies in Leipzig.


      1752 Pergolesi’s La Serva Padrona plays in Paris, igniting the Querelle des Bouffons. Johann Joachim Quantz publishes Versuch einer Anweisung die Flöte traversière zu Spielen. 26 February: First performance of George Frideric Handel’s last major oratorio, Jephtha.


      1757 23 July: Domenico Scarlatti dies in Madrid.


      1759 14 April: George Frideric Handel dies in London.


      1764 12 September: Jean-Philippe Rameau dies in Paris.


      1767 25 June: Georg Philipp Telemann dies in Hamburg.


      1784 The Handel Commemoration at Westminster Abbey and the Pantheon, London, assembles massive performing forces to observe (mistakenly) the centennial year of the composer’s birth. Music of Arcangelo Corelli is also performed.


      1802 Leipziger Singakademie founded, begins to revive a few of Johann Sebastian Bach’s choral works.


      1829 11 March: Felix Mendelssohn revives the St. Matthew Passion of Johann Sebastian Bach in Berlin and begins a widespread Bach revival.


      1832 8 April: François-Joseph Fétis directs the first of his historical concerts in Paris, an opera retrospective including music of Jacopo Peri and Claudio Monteverdi.


      1859 Riedel’scher Verein performs the Mass in B Minor of Johann Sebastian Bach in Leipzig.


      1920 June: Oskar Hagen produces George Frideric Handel’s opera Rodelinda at the University of Göttingen, the first revival of an opera seria of Handel.

    

  


  
    
      Introduction

    


    
      In the history of the Western musical tradition, the Baroque period traditionally dates from the turn of the 17th century to 1750. The opening of the period is marked by Italian experiments in composition that attempted to create a new kind of secular musical art based upon principles of Greek drama, quickly leading to the invention of opera, and the closing of the period is marked by the death of Johann Sebastian Bach on 28 July 1750 in Leipzig and George Frideric Handel’s last oratorio, Jephtha, completed the following year in London.


      Although the Baroque style early on was brought from Italy into Germany by the young Heinrich Schütz and into France by Jean-Baptiste Lully (né Giovanni Battista Lulli), Italians dominated the whole period. It was the Baroque when composers began to specify dynamics, tempo, and expressive performance practices for their works, and this language is still with us in its original Italian: forte, piano, crescendo, allegro, largo, cantabile, and so on. This is the age of Claudio Monteverdi, Arcangelo Corelli, Alessandro and Domenico Scarlatti, Antonio Vivaldi, Tomaso Albinoni, and dozens of lesser-known figures. Throughout the Baroque, many aspiring young musicians from other parts of Europe went to Venice, Florence, Rome, and Naples to finish their education, including Handel in 1706 and, in a sense, J. S. Bach, who never visited Italy but spent countless hours copying the scores of Italian composers. Late in the period, a number of composers of other nationalities, including Georg Philipp Telemann of Germany and Jean-Philippe Rameau and the Couperins of France, achieved international fame in their own right. By the end of the period, there were many important centers of music outside Italy: Paris, London, Vienna, Hamburg, Dresden, and the lasting historical irony is that, in the end, despite pervasive Italian influence throughout the period, the greatest Baroque music came from the minds of two Germans born in 1685 within one month and a day’s journey of one another: Bach and Handel.


      The modern notions of musical “classic” or permanent concert repertory were unknown during the Baroque so that most of this music had passed out of fashion by 1750 and remained unknown and unperformed throughout the 19th and early 20th centuries, until the work of the early music revival began to recover it.


      Because the history of music in the West is a younger discipline than the history of art, music historians have followed the art historians’ lead in the division of that history into time frames and in their names for them. The term Baroque, of uncertain etymology, comprises the same time period, c.1600–1750, in the history of art. Although historians will occasionally defend this borrowing of period names by looking for similar characteristics of the two arts, it does not lead to deeper understanding of either when the analogies are pressed too far. Baroque music is founded on a new purpose of specific musical textures, and the history of the period captures slow but significant changes in the harmonic syntax of the musical language. Since these are features of sound—pitch and rhythm—they can translate into features of color and physical shape only by rather vague and metaphorical abstractions. Perhaps it is true that Baroque painting and sculpture may be described as full of “motion” or even an implied “drama,” but that would seem to say little about music, an art that always conveys a sense of perceived motion and whose Baroque techniques are actually used in the theater and, therefore, emulate true drama much more closely.


      The Origins of the Baroque


      Most changes in musical style, even fundamental ones, are evolutions, comprised of small events and developments taking place here and there that eventually and unintentionally combine into a new synthesis. The synthesis of the Baroque style, however, was sparked by a deliberate musical reform, an idea. To be sure, evolution of musical language had gone on apace throughout the 16th century, mostly in the secular genres of Italian madrigals and songs, which had taken on clearer harmonic functions of dance music to articulate poetic phrases more clearly and more radical chromaticism for the expression of their thoughts. The widening split between traditions of sacred and secular music was made more or less official by the last promulgation of the Council of Trent in 1563 and their subsequent publications, which essentially froze the traditions of church music composition into a classical language like Latin. This became known as the stile antico (“the ancient style”) and la prima pratica (“the first practice”), as it comprised the techniques first introduced to young composers. The textures and harmonies of the madrigalists, on the other hand, were called stile moderno and la seconda pratica. Thus, 16th-century music bifurcated, and the history might have continued smoothly with each branch growing slowly further apart had not a group of intellectuals in Florence, known to history as the Florentine Camerata, redirected the secular branch in the last quarter of the century with its new idea.


      That idea was music drama. The members of the Camerata came to believe that no small part of the great effect of classical Greek drama was that such dramas were sung, and they dreamed of a kind of music where the passions of human drama could be adequately expressed, a dramma per musica (“drama through music”). The first product of this thinking was a new musical texture, lo stile recitativo (“reciting style”), consisting of a single vocal melody with a harmonic accompaniment that supported the singer’s expressions in a natural speech rhythm, without strong meter.1 This is called a monody. The harmony could occasionally provide adventurously dissonant and chromatic accents of the poetry but never eclipsed the singer, the dramatis persona.
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          Example. Peri and Caccini, Euridice, Act I, excerpt. Beautiful mother of Love, from the waves beyond, rise, and with your lovely sparkling light gild the shadowy night.

        

      


      Eventually these experiments led to the production in 1598 of the first full-length music drama, La Dafne, with music of Jacopo Corsi and Jacopo Peri on a libretto of Ottaviano Rinuccini (1562–1621). That opera is lost, but Euridice of 1600, based on the Orpheus myth, with words again by Rinuccini and music by Peri and Giulio Caccini, has survived. A more philosophical effort of the same year, La Rappresentatione di Anima e di Corpo of Emilio Cavalieri in Rome, who also worked with the Camerata, is often considered the first oratorio. Then Claudio Monteverdi composed L’Orfeo for the Duke of Mantua in 1607.


      L’Orfeo both sustained and refuted the theories that had given birth to opera: lo stile recitativo could be a brilliantly effective technique for dramma per musica, but at the same time, recitative alone was insufficient for the evening’s play. Synthesizing the two extremes of the cool, contrapuntal intricacy of the stile antico of the church tradition and the passionate, volatile simplicity of the stile moderno, Monteverdi found a middle way. Many of L’Orfeo’s greatest moments are set in recitative, but they are prepared by long passages that have nothing to do with recitative: Renaissance dances, dancing strophic songs, and choruses, even imitative choruses redolent of the stile antico.


      Thus, L’Orfeo is an exemplar of early Baroque style. With the possible exception of recitative (which has precedents in 16th-century instrumental improvisational forms), any given moment of early Baroque music drama sounds very much like songs, madrigals, dances, and even the more extravagant church music of the time. Virtually all the syntactic elements of 16th-century musical language are present in L’Orfeo and other contemporary dramatic works. What differs is how those elements are focused and exploited, the purposes for which they are fitted. It is the sum of the parts, the synthesis of the elements that is the novelty: dramma per musica. For the first time in the Western musical tradition, music is not put to words for the contemplation of God or human love, nor are the instrumental pieces provided to symbolize liturgical action or for dancing alone. Music becomes a dramatic art, full of narration and reflection. When, in L’Orfeo, Euridice laments that Orpheus has looked back at her as he led her out of hell and, thus, has lost her forever “per troppo amor” (“through too much love”), her harmonies pathetically recall the Messenger’s news of her first death in Act II, about 45 minutes past in real time. No music before this was capable of such an expressive range. When modern descriptions of music refer to “tragic symphonies” or “dramatic modulations” or “seductive melodies,” it is this Baroque aesthetic of music drama that provides these metaphors. That is one reason why the invention of opera is one of the most important moments in music history.


      Admired today as the first masterpiece of opera, it is hard to prove that Monteverdi’s astute synthesis of various musical textures and forms into a single drama singlehandedly vindicated the operatic project in contemporary eyes, but its aesthetic certainly won over the composer. He wrote Arianna the following year, 1608. The opera is lost, but its title character’s famous lament “Lasciatemi morire” was excerpted, arranged, and circulated all over Italy. He continued to compose various kinds of music drama for the rest of his career.


      Public Opera


      In 1637, six years before Monteverdi died, musicians from Rome performed an opera by Francesco Manelli called Andromeda for anyone who paid for admission. Teatro San Cassiano in Venice was so successful that within a decade there were six public opera theaters in the island city. Imitators sprouted abroad, especially in Germany, then in England, Spain, and eastern Europe. In France, the political machinations of the extremely talented Italian-born composer Lully made opera a monopoly of King Louis XIV, and so the tragédie lyrique followed a significantly different course of development but, nevertheless, dominated the musical scene for the rest of the century.


      Teatro San Cassiano’s success profoundly affected the course of music in European culture. For the first time in music history, secular art music became available to people outside the rich and noble classes. To be sure, the entrepreneurs behind these ventures tried to sell expensive boxes to subscribers for an entire season, but in fact, most theaters had less expensive tickets available at short notice for those who could pay. The middle class could begin to enter the world of European art music outside the church.


      Public opera theaters changed the careers of composers too. Until then, aspiring composers could only hope for patronage, either by the church, via an appointment at a large cathedral, or by the aristocracy, as a court composer, or perhaps as a combination of the two. Composers composed on demand, for whatever occasions, sacred or secular, that required new music. Public opera offered a new source of livelihood, a liberation from patronage. Composers could begin to choose, in collaboration with librettists, producers, and singers, projects to suit their interests and talents. They might live as self-made men outside the castle walls.


      Such changes in musical society percolated, but slowly, through the Baroque. Opera tickets would never be cheap enough for the numerous poor, and virtually no composers of the Baroque lived entirely without patronage. But, however slow, the changes were real and affected European society, to the point that by the turn of the 18th century a visit to the opera house might be compared to going to the movies for mid-20th-century Americans; it was a social event taken for granted, even though in many places outside Italy the opera would be sung in Italian. (Libretto translations were usually available for sale at the theaters.) The best singers, especially the male sopranos or castrati, were the rock stars of the age, commanded high fees, and outranked composers and librettists in prestige. The range of possibilities may be seen in the Baroque’s two greatest exponents: George Frideric Handel did enjoy occasional patronage but lived independently and made most of his living from opera and other kinds of musical theater in London, while Johann Sebastian Bach was the last great composer to spend his life, except for a brief period, in the service of the church.


      The first operas established a number of patterns that remained more or less unchanged for the entire Baroque. Although many operas had moments of comic relief, genuine Baroque comedies were rare except in the later Venetian opera, before the Metastasian reform. Most of the time stories were taken from Greek and Roman mythology or history, serious in tone, except that almost all ended with the requisite lieto fine, or happy ending, often tacked onto a plot headed for tragedy.


      The history of operatic music in the Baroque might be summarized as a growing distinction between the two fundamental types of operatic composition: lo stile recitativo and arias or songs, pieces with a strict meter and much repetition of text to fill out the time of a formal musical structure. In Monteverdi, recitative flows effortlessly into aria, and his handling of meter is so subtle that it is often impossible to make a firm distinction. By the end of the 17th century, the difference in sound had become unmistakable and so had their respective dramatic functions. The recitative, with its natural speech rhythms, lost intrinsic musical interest and became the operatic music to convey important plot information or to set dialogue, while the arias, with their extended musical structures now accompanied by instrumental ensembles, gave the characters their chance to reflect at length, as a soliloquy, on their situations. Thus, most Italian operas after 1675 follow a fairly predictable pattern of recitative—aria—recitative—aria . . . until the end of the act. This firm division, with a few hybrid moments, such as the accompagnato (accompanied recitative), lasted until the end of the Baroque, with aria forms, such as the da capo, becoming ever longer and more elaborate.


      Instrumental Music


      The aesthetic of dramma per musica proved so beguiling that, at the beginning of the 17th century, composers could not keep from trying it out in every kind of musical context. In church, the traditional polyphonic masses and motets were utterly transformed, while new operatic genres of sacred concerto, sacred symphony, church cantata, and oratorio were born. The aesthetic also energized an extremely important trend continuing from the 16th century, in parallel with the growing prestige of secular music: the rise of composition for instruments alone and the influence of virtuoso instrumentalists. Here begins the history of the sonata and the concerto.


      The 17th century is the first in which almost all the great composers—Monteverdi, Giovanni Gabrieli, Girolamo Frescobaldi, Lully, and finally Corelli—are organists, harpsichordists, and viol or violin players primarily rather than singers. But this growing prestige would seem to oppose the new aesthetic of dramma per musica, since instrumental music has no words on which to found a drama. And yet, the Baroque is a period rich with instrumental music, much more familiar to most modern music lovers than its operas. How was the contradiction of “instrumental drama” resolved?


      The first solution occupied the first half of the 17th century. Grafting the opera aesthetic, essentially vocal, onto purely instrumental music in the early 17th century meant abstracting it, making a solo instrument stand in for the solo voice. If the accompaniment were simple, a basso continuo, the result was a solo sonata (It. “played”). Later in the century, if the accompaniment were a larger ensemble, contrasting the sound of the solo against the mass, the result was a concerto.2


      But what is lo stile recitativo when played by an instrument? The earliest solo sonatas of the Baroque by Dario Castello and Biagio Marini (1594–1663) have traditional imitative passages contrasting with others of sudden changes of tempo and tonality, with no sustained pattern, metric, harmonic, or other, lasting very long, very much in the manner of recitative. Such instability is meant to convey the abstracted passions of some anonymous character, just as the music of an actual recitative can turn quickly to match the mood of the words.


      To the modern ear, an early Baroque solo sonata can sound like an improvisation, a flight of the fancy with little intrinsic structure, isolated moments of delight with little relation among them. Written-out improvisations on harpsichord and organ already had a long history in 16th-century fantasias and ricercari, and they would live on into the Baroque keyboard preludes in the so-called stylus phantasticus. But such works never dominated Baroque instrumental music, even though important figures such as Sweelinck, Frescobaldi, Couperin, and J. S. Bach contributed to the repertory throughout the period. The “instrumental recitative” could not succeed on any large scale because it lacks the very element that makes recitative in opera tolerable, its text. The text, in its syntactic patterns on the low levels and then its semantic relations to the larger plot, supplies the structural frames on several levels that listeners need to comprehend long passages of music.


      Early attempts at an instrumental idiom that captured the operatic aesthetic brought out the intrinsic contradictions in the two. Dramma per musica, at least in the minds of those who imagined it, must be full of contrasts, sudden shifts, and complete flexibility in order to express human passions, the only thing worth expressing. Instrumental music, on the other hand, having no words, requires highly organized and calculated patterns in order for its abstract pitch relations to be processed and enjoyed by the human mind. All its unifying techniques—unity of melodic subject, of tempo, of meter, of tonal center—depended on consistency and continuity and abhorred sudden shifts of sound that could only destroy them. The difference in character might be visualized by comparing a Baroque painting of Paolo Veronese, showing dozens of figures in a great variety of poses and activities, with a nonrepresentative decorative arabesque. The Veronese has a title, usually a story behind the picture, and the entire canvas is full of human figures and other familiar objects, that is, semantic references such as has a text, which the viewer can understand to make sense of the riot of color and action. The arabesque subsists perhaps on a few shapes and line patterns, repeated over and over, beautiful in their predictability. There is no story, so we must have structure to make sense of it.


      There was no shortage of structural techniques for music at the turn of the 17th century. The young composer inherited two principal ones from the previous century. One was the technique of imitation characteristic of the stile antico, the church music style, the kind of counterpoint whereby the same melody appears in different voices, staggered at various time intervals.
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          Example. Palestrina, motet Sicut cervus, mm. 1–8

        

      


      The entrances of the subject create the necessary articulations or events of the structure, and their overlap with one another ensures the necessary continuity to keep the music going. Indeed, the 16th century already had a substantial repertory of instrumental genres that exploited this technique. But imitation seemed antithetical to the aesthetic of dramma per musica and, in fact, had been explicitly criticized by the Florentine Camerata because it obscured the text so badly through its overlapping texture. Moreover, it reminded one instantly of church music, not the theater, because that was where such techniques had been cultivated for so long.


      Dance music offered a second structural technique. Dance forms followed a system of symmetrical phrasing, suited to formal dance patterns, that organized entire sections of music. These sections might be repeated or alternated with others to make large structures. These dance forms, in collections called “suites” or “partitas,” would continue to be very important for Baroque instrumental music. The French clavecinistes alone have left hundreds of them. But those works date from the middle to later 17th and 18th centuries, whereas at the beginning of the period, around 1600, the staid, predictable forms of dances again seemed opposed to the aesthetic of dramma per musica.


      How could music isolate a solo violin or flute as an abstract character and yet without words keep the music going with some kind of organization?


      The solution arrived at fairly quickly would seem to be the simplest possible: keep the music going with an incessant pulse, a steady beat somewhere in the musical texture that would maintain the perceived motion and extend musical structures forward.
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          Example. Monteverdi, ritornello from L’Orfeo, Act I, showing constant eighth-note pulse

        

      


      The idea was not new. Imitation, with its constant overlap of melodies, can produce the same effect, and much instrumental music of the 16th century did just that. The difficulty for the Baroque aesthetic was to make this work in a texture for one prominent instrument going forward without help from other overlapping melodies. The listener, confronted with this stream of pulses, requires some means of organizing them to avoid overloading cognitive capacities, in other words, to make some sense of them. This was partly accomplished by a clear meter, the grouping of beats. Renaissance dances, of course, all have clear meter; otherwise, they would not be successful dances. However, the sense of meter that developed in the Baroque was subtly different because it allowed phrasing other than the predictable four or eight bars. Motor rhythm could be tailored to phrases of variable length, at last a source of passionate expression, by exploiting in a new way the most important gift of the dance tradition: harmonic functions.


      Harmony in the stile antico is traditionally considered a consequence of counterpoint. When the four voices in the Palestrina passage above each sing an independent melody at the same time, chords naturally arise, and it is the composer’s business to ensure that no awkward dissonances occur as this happens. That, in a nutshell, is the ancient art of counterpoint. But for technical reasons of melodic construction that developed in the 16th century, certain sequences of chords became preferred and then virtually obligatory. This occurred especially in dances in order to make crystal clear their phrase endings or cadences, so important for the dancers to hear. In other words, harmonies in and of themselves, abstracted from their generating melodies, acquired a grammar or syntax independent of melodic construction. This syntax is called “harmonic function.”


      Early Baroque composers learned how to control these harmonic functions in order to extend a prominent instrumental melody beyond the predictable phrases of the dance and reach for more flexible and expressive patterns.


      Certainly, the techniques of imitation from the stile antico and the traditional dance forms did not disappear in the early Baroque. They are heard throughout the period, but they were slowly transformed by the motoric pulse and new feeling for meter, until by the high Baroque (c. 1690–1750) they could be synthesized with the primary technique of motor rhythm. The difference between the imitative ricercar composed early in the period and the imitative fugue composed later on is not merely chronological but that a high Baroque fugue is characterized throughout by the highly integrated techniques of motor rhythm. Dance music found in the high Baroque suites lost its historical relation with actual dancing because of this transformation. The so-called French and English Suites of Bach, his suites for solo violoncello and solo violin, and the first part of his Clavier-Übung, as well as the suites of the French clavecinistes and the eight “great” suites of Handel, form the peak of the Baroque suite tradition. They observe the external formal markers for allemandes, gavottes, and so on but are so stylized that it is not always easy to hear the standard dance patterns. The dance forms merely provide the frame and a certain character stamp for the mature and relentless Baroque continuity.


      Instrumental Structures: Compound Melody and Harmonic Embedding


      As the Monteverdi ritornello shows, the instrumental music of the early 17th century could be delightfully inventive and expressive but inevitably short-breathed. Each phrase in Monteverdi’s ritornellos, unless imitative, strikes quickly for the harmonic cadence like a drowning man for solid ground. The harmonic functions could be slowed only so much, the cadence delayed only so long. Time is the composer’s canvas, and the expressive possibilities of instrumental movements could not aspire to the monumental without some way of extending the structure yet again.


      In 1681, Arcangelo Corelli published his trio sonatas Opus 1, the first of six publications that became so famous throughout musical Europe that he became a legend in his own time. (They had probably circulated in manuscript form for years beforehand.) His music exhibits techniques that would greatly affect not only all writing for instruments but also the relation of melody and harmony in the 18th-century musical language. In these measures from Op. 1, No. 3, the second violin part apparently executes a single melodic line (monophony), as a violin normally would, playing one note at a time. But Corelli’s melody is not cantabile, not “singable.” It is full of large and rapid melodic leaps such as no singer of the time would be asked to sing but which are quite idiomatic for the violin and for most other instruments of the time.
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          Example. Arcangelo Corelli, Op. 1, No. 3, “Allegro”

        

      


      In the listener’s perception, the fast tempo and large leaps cause the melody to split into various pitch ranges, so that the single written melody has the illusion of counterpoint.


      This illusion is called a compound melody. It is fundamentally instrumental in character and has two crucial effects. First, it enriches the texture of any “melodic” instrument (those limited to one note at a time) so that even a trio sonata—or, later, in the case of J. S. Bach, a solo violin or cello—can project a variety of unsuspected polyphony. Second, it can decrease the rate of harmonic change, the harmonic rhythm, without slowing the fundamental pulse (here, eighth notes). This allows Corelli to extend the range of his harmonic phrases.
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          Example. Analysis of compound melody in Corelli, Op. 1, No. 3, “Allegro,” mm. 35–37

        

      


      But the compound melody is not the only new technique of Opus 1. These pieces are among the first to exploit harmonic function on more than one level of structure. In short, a complete harmonic sentence with its internal functions itself becomes a unit in a series of ordered harmonic events. In natural language, this is called syntactic embedding.
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      The sentence “He wanted the car,” complete with subject, verb, and object, itself functions as the object of a higher-order sentence.


      Syntactic embedding in natural language allows the extension of a basic subject-verb-object pattern so that very long sentences may be routinely created and understood. Similarly, embedding in harmonic function creates another level of structure, making it much easier for the human mind to grasp the harmonic information coming in and thus allowing an exponential increase in the range of a harmonic form.


      No one can with assurance assign all the credit for the conception and first techniques of harmonic embedding to Corelli alone. The specific techniques are many: pedal point (probably the oldest), sequence, “borrowed” dominant functions, false cadences, chromaticism, to name the most common, and these were part of the current musical language. But documentary evidence makes it clear that, even at the time, music lovers all over Europe who bought Corelli’s music realized that there was something special about it. The German composer Georg Muffat referred to a “new type of Harmony,” without having the theoretical apparatus to explain it.


      But no one doubts the importance of this change in the musical language. Virtually all the later achievements of the high Baroque, including the mightiest compositions of Bach and Handel, would be inconceivable without it. Beethoven’s vaunted expansions of musical form depend on it, and indeed, the entire history of harmonic structures right through the 19th century could be written as an exploration of this concept.


      One of its first effects was to integrate the ritornello into a larger form, which composers from Vivaldi to Bach would exploit for all kinds of compositions both instrumental and vocal. The ritornello is nothing more than an ear-catching tune, a complete melodic/harmonic structure that ends with a cadence. In early 17th-century operas, ritornellos, such as Monteverdi’s above, are very short interludes, complete in themselves, that help to build an operatic scene. By the end of the century, the ritornello became the mainstay of a continuous form. Because of harmonic embedding, the listener understands that this statement, though complete in itself, is only an opening, the first building block of a higher form in which the ritornello will alternate with variations and contrasting ideas played in different tonalities, or keys, finally concluding with a restatement of the original ritornello in its original tonality.


      Ritornello Form, one possible scheme:
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      Using one of these forms as a building block on yet a higher level yields the largest Baroque structure, appearing in countless operas, cantatas, oratorios, and to some extent even in concertos: the da capo aria.


      Da Capo Aria
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      Thus, in a historical irony, it was operatic vocal music at the beginning of the 17th century that encouraged new structural techniques in instrumental music, only to be itself reformed by those techniques at the century’s end. The great instrumental repertory of the high Baroque, including all the sonatas, concertos, suites, and organ music of Vivaldi, Scarlatti, Albinoni, Torelli, François Couperin, Rameau, Telemann, Johann Pachelbel, Bach, Handel, and countless other lesser-known figures, plays out as explorations of these fundamental principles of composition inherited from the earlier part of the 17th century. The groundwork of the composition is the steady pulse, which could be slow or fast, in a clear and strong metric framework. Over this lies a much freer network of rhythmic articulations: metric groups, harmonic/melodic phrasing, harmonic rhythm at several levels, points of imitation. These create the articulate small forms, such as the ritornello or fugal exposition, and establish the character of the work: dance-like, imitative, in the manner of a French overture, cantabile, and so on. These small forms are organized by tonal centers, which, with modulation, can change in key (pitch center) or mode (type of scale, major or minor) or both at once, and offer a higher level of articulation and structure. In another historical irony, the ancient forms of dance and the ancient techniques of stile antico counterpoint, especially imitative counterpoint, once rejected in the early Baroque as inimical to the expression of passions, return, transformed by integration into the new musical language, to new glory in the high Baroque.


      Sacred Music


      The Baroque has left a treasury of sacred music. The opera aesthetic exercised its influence on Baroque sacred music almost as persuasively as in secular music, and its effect was amplified by an event that preceded its invention, the Council of Trent (1545–1563). The final session of the Council (1563) decreed that “lascivious or impure” aspects of secular music must be kept from the music of the divine liturgy.3 The long-term effect, enforced less and less as distance from Rome increased, was to enshrine the traditional church polyphony as the stile antico. The invention of opera at the beginning of the Baroque confirmed two distinct strains of sacred music: compositions in the increasingly anachronistic stile antico and compositions that set sacred words in the operatic stile moderno. Traditional sacred texts, most of them liturgical or biblical, appeared in the new genres of sacred concertos, sacred symphonies, and oratorios but in musical textures using solo voices and simple accompaniment as in the opera. It did not take long for church composers to experiment with the new techniques. Ludovico Viadana’s Cento Concerti Ecclesiastici (“One Hundred Sacred Concertos”) with an obbligato figured bass appeared in 1602. The best-known composer of sacred concertos and sacred symphonies today is Heinrich Schütz, a German who composed from 1612 to at least 1666.


      Traditional genres, such as the mass and the motet, were similarly transformed. The courts of King Louis XIII and Louis XIV boasted le grand motet of vocal soloists, choruses, and fully orchestrated accompaniments by Lully, Marc-Antoine Charpentier, and Michel-Richard de Lalande. The text of the mass was broken up into short segments that could more easily be sung as choruses and solo arias. This is known as the Neapolitan mass, and the greatest exponent is J. S. Bach’s Mass in B Minor. The sacred music known as a “church cantata” actually sprang from the secular Italian cantata (It. “sung piece”), which might be likened to a film short, a kind of chamber music drama for one or two singers, a simple instrumental accompaniment of a continuo and perhaps a solo instrument or two. Some dramatic premise, such as Alessandro Stradella’s lament of Seneca about to commit suicide, justified a couple of recitative—aria pairs lasting 10 to 20 minutes. In Lutheran Germany, these basic operatic techniques were fitted with biblical texts late in the 17th century along with choruses to create the church cantata. Dietrich Buxtehude, Pachelbel, Johann Kuhnau, Telemann, and of course Bach contributed thousands of sacred pieces to this repertory. In England, the Anglicans enlivened their own anthem tradition with solo voices featured in verse anthems, the most brilliant examples being Handel’s Chandos Anthems and Coronation Anthems.


      In 1749, Pope Benedict XIV criticized the infection of liturgical music with operatic elements and wished for a return to traditional polyphony in his encyclical Annus qui, but it was far too late and had little reforming effect. In Protestant lands, there appears to have been little concern about the new musical style’s place in worship, except in the Calvinist reform churches. To be sure, most Baroque composers made some effort to compose sacred music that distinguished itself from pure opera by some musical means or other, to create a difference in sound and not merely words. Most often this meant simply the inclusion of choral movements, which, except in France, were rare in opera. J. S. Bach pioneered the integration of Protestant hymn tunes (chorales) into the Lutheran church cantata so that, in the manner of the ancient cantus firmus, the prominent melodies might have some sacred associations. Imitative techniques in much sacred music, again reminiscent of the stile antico even though transformed by the new Baroque sense of rhythm, provided similar semantic cues.


      The closest cousin to opera in church was the oratorio. Arising from the musical interludes accompanying devotions in oratories, houses of prayer in late 16th-century Rome, and, later on, from the desire for some kind of musical theatrics during Lent when theaters were closed, the oratorio became a kind of sacred opera by the middle of the 17th century. The plot was not mythological but biblical, the text might be in Latin, there might be an occasional chorus, and there was no staging, but in all other respects, the oratorio was dramma per musica. Giacomo Carissimi in Italy and Charpentier in France are important oratorio composers. In Germany, this idea combined with the ancient tradition of singing the Gospels recounting the crucifixion of Jesus just before Easter to produce the musical passion, sung in Palm Sunday or Good Friday liturgies. The two surviving passions of J. S. Bach, the St. John Passion and the St. Matthew Passion, are universally regarded as the climax of this tradition. In England, Handel, under the influence of the great English choral tradition and Jean Racine’s biblical tragedies, invented his own peculiar, marvelously successful English oratorio, of which Messiah is by far the most famous but least typical example.


      There is no better illustration of the stylistic proximity of Baroque operatic and sacred music than the practice of parody. Baroque composers by and large were expected to compose quickly and at times on very short notice, such as for the funeral of an important personage. Often, rather than compose a new piece, it seemed easier to adapt an older one to fit the purpose. Sometimes this meant little more than changing the words, usually from a secular theme to a sacred one, and touching up the orchestrations, as when J. S. Bach recast his secular cantatas BWV 213–215 as the Christmas Oratorio. At other times, the adaptation required more substantial changes in orchestration, the rewriting of vocal parts to suit a particular singer or fitting out what once was an instrumental movement for a chorus, as when Handel converted his Concerto a Due Chori into the chorus “Lift Up Ye Heads” from Messiah. What is remarkable is how little sense of incongruity the music causes in either its secular or sacred guises.


      In the Baroque, parody seems to have caused little of the moral revulsion occasioned by later concepts of inspired art or plagiarism. Bach, except in his early career when he arranged Italian concertos for organ to teach himself Italian compositional techniques, parodied only his own works. Handel too borrowed from himself but also from others, at times quite liberally and rather infamously in his oratorio Israel in Egypt. This did raise some eyebrows, but in his own lifetime, he was defended as much as he was criticized for the practice. The German composer, theorist, and critic Johann Mattheson believed that using another’s thematic idea in a new work actually complimented the originator.


      End of the Baroque


      There is no single, discrete event to mark the end of the Baroque as there is to mark its beginning—although the death of J. S. Bach in 1750 is certainly a historiographical convenience—but rather a number of long-developing and imperceptible changes that begin to coalesce about that time to signal that the age has passed. Certainly, the nurturing aesthetic of music as a dramatic and narrative art did not cease—indeed, it is alive to this day—but the means of articulating and expressing it changed.


      The Baroque can be understood as a midway phase between two very long and significant evolutions in musical language, the very sound materials that musicians learn from their cultural environment, with which they attempt to create a style. One is the evolution of tonality, how the sense of key is conveyed, and the other is the decline of melodic syntax, or voice leading, in the face of ascendant harmonic syntax.


      Before the Baroque, and well into the period, the concept of tonal center was expressed by its mode, not far from the worldwide concept of mode as a kind of melodic pattern. By 1600, there were 12 modes, all having the same set of pitch-classes, which can be imagined as the “white” notes on a standard keyboard. What made the D mode different from the A mode was how these pitches were used in melodic writing: which notes started and ended the melody, which were emphasized, and so on. The “black” notes were decorative auxiliaries, chroma (Gk. “color”) or chromatic pitches. After the Baroque, the concept of tonal center was expressed by its key. There are 24 keys, each having a unique set of pitches, and all the black and white notes are structurally equivalent. What makes D major different from A major is the use of G-natural in the first and G-sharp in the second. The difference between the two concepts, mode and key, was expressed in two famous collections of keyboard music that included by design one composition in all possible tonalities: J. S. Bach’s Well-Tempered Clavier (Books I and II, 1722, c. 1742) and Frederick Chopin’s Preludes Opus 28 (1839). Bach follows his first piece in C major with one in C minor because for him, C major and C minor, though quite different in pitch-class set, are different “modes” or “manners” of playing in the same tonal center of C. Chopin follows his C-major prelude with one in A minor because the pitch sets of those keys are nearly identical, although their tonal centers differ.


      The practical difference is that in the latter system a composer can signal a change of tonal center from D major to A major quite suddenly simply by sounding a G-sharp. Modulations could be sudden, surprising events. Earlier composers took more time to let the new key of a piece “settle in” by sounding the new starting pitches, ending pitches, and so on.


      The taste for sudden, “dramatic,” changes within the continuity of a single piece may have also increased the importance of purely harmonic syntax over intricate relations with melodic syntax, or counterpoint. Once again, the Baroque stands midway. Before the Baroque, composers learned the art of voice leading, how to construct melodies that could be gracefully sung. When these careful melodies were combined and sung simultaneously, harmonies arose, but the order (function) of those harmonies was not the chief concern. After the Baroque, drastic disjunctions in melody could be justified by harmony alone, and these could be quite drastic indeed.


      Baroque music presents these warring priorities of voice leading (melodic syntax) and harmonic function (harmonic syntax) in constant tension, sometimes showing one in the ascendant, sometimes the other, reconciling them as much as possible, depending upon the genre of composition and the particular disposition of the composer. Sometimes, these priorities change within a single movement. Baroque instrumental music, with its idiomatic compound melodies blurring what were once separate melodies, certainly weakened the voice-leading aesthetic. In one sense, when harmonic construction consistently outweighs the integrity of all the melodies in a texture around the middle of the 18th century, the Baroque is over.
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