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PREFACE

The in tro d u ctio n  — was i t  e s s e n t ia l  to  th e  developing  

symphony in  th e  e ig h teen th  century or was i t  merely an appendage 

placed a t th e  beginning o f  a la r g e  work? What was i t s  fu n ction ?  

Why did a composer use i t  in  some works and not use i t  in  other  

works o f  th e  same period? Is  i t s  fu n ctio n  th a t o f  an in tro d u ctio n  

to  th e  f i r s t  movement o f  th e  symphony or i s  i t  r e la te d  to  th e  en­

t i r e  symphony? Is  i t  th e m a tic a lly  r e la te d  to  th e  remainder o f  th e  

f i r s t  movement or in  fa c t  to  any o f  th e  la t e r  movements, or does 

i t  e x i s t  th e m a tic a lly  as a s in g le  e n t ity ?  Does i t ,  in  f a c t , have 

m elodic in t e r e s t  or i s  i t  p rim arily  a harmonic progression ?  Does 

i t  appear in  con ju n ction  w ith th e  other movements or i s  i t  e x c lu s ­

iv e ly  a f i r s t  movement phenomenon?

I w i l l  attem pt to  answer th e se  q u estion s and o th ers in  

t h is  paper and w i l l  draw my examples from th e  symphonies o f  Joseph  

Haydn, M ichael Haydn, W. A, Mozart, and Ludwig van Beethoven.

i i i
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CHAPTER I

INTRODUCTION

The in tr o d u c tio n , a r e la t iv e ly  sh o r t , slow  s e c t io n  found 

at th e  beginning o f  a symphonic movement i s  an in te g r a l part o f  

many e ig h teen th  and n in eteen th  century com p osition s. I t s  form 

remains rath er c o n s is te n t  throughout th e  works o f  th e  d iv er se  

composers who employ t h is  m usical idea in  th e ir  com p osition s.

I t appears, however, on ly  in  some o f  th e  works o f  each o f  th e  

major composers o f  th e  tim e and i s  not always used in  co n secu tiv e  

works. In a d d itio n  to  being p resen t in  th e  f i r s t  movements o f  sym­

phonies , th e  in tro d u ctio n  o c c a s io n a lly  appears in  other movements 

o f  th e  symphony as w e ll  as in  o v e r tu r e s , m asses, and chamber m usic.

S ince th ere  were hundreds o f  composers connected w ith th e  

V iennese C la s s ic a l Symphony, fo r  th e  purpose o f  t h i s  study th e  

author has chosen to  con cen trate  upon th e  symphonies o f  Joseph  

Haydn, M ichael Haydn, Wolfgang Mozart, and Ludwig van Beethoven. 

Each o f  th e s e  composers i s  important and in  a d d itio n  t o  a g en era l 

d isc u ss io n  o f  th e ir  works, s p e c ia l  a t te n t io n  w i l l  be g iven  to  s e l ­

ected  symphonic in tro d u ctio n s w r itte n  by each o f  th e se  men. The

1
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in tro d u ctio n s  w i l l  be s e le c te d  from a t o t a l  o f  t h ir t y  w r itte n  by 

Joseph Haydn, four w r itten  by M ichael Haydn, four w r itte n  by Mozart, 

in c lu d in g  th e  one which he wrote fo r  a symphony o f  M ichael Haydn 

which has been l i s t e d  in  th e  com plete e d it io n  o f  Mozart as Symphony 

No. 37 , K. 444, and th e  four which were w r itten  by Beethoven.

What then i s  an in trod u ction ?  F ir s t  o f  a l l ,  i t  i s  a group 

o f  one or more phrases which have been w r itten  in  a manner which 

w i l l  co n tra st w ith  th e  main body o f  th e  movement. This co n tra st  

i s  alm ost always ach ieved  through tempo change and may a ls o  be ach­

ieved  through th e  elem ents o f  m eter, key , in stru m en ta tion , tim b re, 

and mood. The idea  o f  co n tra st appears to  be th e  most important 

asp ect o f  th e  in tro d u ctio n .

M etric and rhythmic fea tu res  o f  th e  in tro d u ctio n  in clud e  

th e  use o f  dotted  f ig u r e s ,  runnung s c a le  p a ssa g es , and passages o f  

b lock  ch ord s. H arm onically, th e  in tro d u ctio n  u su a lly  c o n s is t s  o f  

a p rogression  which moves from th e  to n ic  l e v e l  to  th a t o f  th e  dom­

inant . In some ca ses  t h is  may be as elem entary as a s in g le  extended  

cadence, in  o th e r s , each o f  th e s e  to n a l areas may extend fo r  se v e r a l  

phrases w ith  in term ediate harmonic le v e ls  being  explored b efore  

th e  f in a l  or h a lf  cadence on th e  dominant. The m elodic co n fig u r­

a t io n  o f  th e  in tro d u ctio n  tends to  be q u ite  sim ple and u su a lly  con­

s i s t s  o f  conjunct p a tte r n s . Many composers seem to  f e e l  th a t t h is
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elem ent i s  o f  le s s e r  importance than th e harmonic and rhythmic 

elem ents and thus tend to  use more sca la r  p rogression s and chordal 

elem ents for th e bulk o f  th e ir  m elodic m a ter ia l.

The r e s u lt s  o f  t h i s  study show th a t w ith some composers 

th ere  appears to  be l i t t l e  or no r e la t io n s h ip  between th e  in trod u c­

t io n  and th e  body o f  th e  movement, and w ith  other composers s i g i n f i -  

cant r e la t io n s h ip s  e x i s t  between th e  m ater ia ls  used in  th e  in tr o ­

ductions and th o se  used in  other p arts  o f  th e  movement or even in  

la te r  movements.

We must remember th a t th e  in tro d u ctio n  may serve  as th e

in tro d u ctio n  to  a p a r tic u la r  movement on ly ; i t  i s  not an in tr o ­

duction  to  th e e n t ir e  symphony. I t  i s  not a movement by i t s e l f  

but i s  a p o rtio n  o f  a movement which i s  alm ost always th e  f i r s t  

movement.

S ince we have described  th e  in tr o d u c tio n , we must now 

e x p la in  what i s  meant by th e  word symphony. A symphony c o n s is t s

o f  a group o f  o r c h e s tr a l movements arranged in  a p a ttern  o f  con­

tr a s t in g  tempos. There i s  not a d e f in i t e  number o f  movements in  

th e  e ig h teen th  century symphony, but as th e  form d ev e lo p s , four 

becomes th e  average. One o f  th e se  movements, e ith e r  th e  th ir d  

in  th e  ca se  o f  a four movement symphony, or th e  la s t  in  th e  case
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o f  a th ree  movement work, i s  o fte n  w r itten  in  a s t y l iz e d  dance form, 

most commonly th a t o f  the M inuet.

The f i r s t  movement i s  e ith e r  w r itten  in  a sim ple binary  

form or in  th a t form which i s  now known as so n a ta -a lle g r o  form. 

During th e  e ig h teen th  cen tu ry , th e  use o f  so n a ta -a lle g r o  form w ith  

i t s  co n tra sts  in  to n a l l e v e ls  and them atic m ater ia ls  becomes more 

and more standard, and th o se  s e c t io n s  which in v o lv e  th e  working 

out o f  m ateria ls  (p r in c ip a lly  th e  development s e c t io n )  become 

in c r e a s in g ly  more im portant.

The other movements o f  th e  V iennese C la s s ic a l  Symphonies 

u t i l i z e  various forms which in clu d e b in a ry , tern a ry , rondo, and 

theme and v a r ia t io n .
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CHAPTER I I

A BRIEF HISTORY OF THE SYMPHONY

The symphony, as a form, developed from se v e r a l o r c h e s tr a l 

forms o f  th e  Baroque. This development took  p la ce  over a period  

o f  many y e a r s . Most h is to r ia n s  b e lie v e  th at th e  symphony, as an 

independent form, began sometime in  th e  f i r s t  th ir d  o f  th e  e ig h ­

teen th  cen tu ry . I t s  m atu rity , however, was not ach ieved  u n t i l  th e  

la s t  quarter o f  th e  cen tu ry . During t h i s  century o f  change th e  

symphony ro se  from being one o f  many forms o f  music t o ,  in  th e  

words o f  Adam Carse, "the most important form o f  purely  o r c h e s tr a l  

music."'*' A form so popular th a t a moderate e stim a te  assu res us 

th a t more than 1500 such works were w r itten  during th a t century  

o f  growth.

I t  was not u n t i l  th e  seven teen th  century th a t in strum enta l 

w ritin g  became an important f i e l d  o f  com position  and I t a l ia n  and 

Austro-German composers led  th e  r e s t  o f  Europe in  t h is  type o f  

w r it in g . For cen tu r ie s  th e  v o ic e  had been th e  most important

■*"Adam Carse, "Early C la s s ic a l  Symphonies,"  P roceed in gs, 
Royal M usical A sso c ia t io n , 1935-36 , (London: 1 9 3 6 ), p . 39.

5
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and e x p r e ss iv e  medium for m usical communication and instrum ents  

had been used only t o  accompany or enhance i t .  Thus i t  was in  th e  

orch estra  p it  o f  th e  opera house th a t a new s t y le  o f  in stru m en ta l 

w ritin g  began. From th e  sim ple in tro d u ctio n  to  M onteverdi’s "Orfeo" 

(1 6 0 7 ), an in strum enta l fa n fa re , th e o p era tic  overture developed  

in to  an important in strum enta l form. These overtu res were not 

profound works, but sim ply fu n c tio n a l ones s in c e  t h e ir  primary 

purpose was to  gain  th e  a tte n t io n  o f  th e  audience and then perhaps 

to  attem pt to  s e t  th e  mood for th e  opera which they  preceded.

Two ty p es  or forms o f  overture arose and r ec e iv ed  th e  t i t l e s  

o f  I ta l ia n  Overture and French O verture. D esp ite  th e se  r e g io n a l 

t i t l e s , both were commonly used throughout Europe. The I ta l ia n  

Overture or " S in fon ia" g en era lly  began w ith an a lle g r o  s e c t io n ,  

fo llow ed  i t  w ith a sh ort slow  movement, and ended w ith a l i v e l y  

fa s t  movement. More o fte n  than not i t  c o n s is te d  o f  s c a le  and other  

te c h n ic a l passagework, for  m elodic appeal was not p a r t ic u la r ly  a 

concern o f  th e  composer. The French Overture was ch a ra cter ized  by 

a sh o r t , s low , s t a t e ly  in tro d u ctio n  which o fte n  employed a dotted  

rhythmic f ig u r e , fo llow ed  by a fu g a l a l le g r o  s e c t io n . Sometimes 

t h is  slow  in tro d u ctio n  returned a t th e  end o f  th e  o v er tu re , other  

tim es a l ig h t  dance-movement such as a Minuet fo llow ed  th e  im ita t iv e  

a lle g r o .
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7

The r o le  o f  th e  French overtu re as a precedent for th e  
slow  in tro d u ctio n  o f  th e  symphony i s  c o n tr o v e r s ia l.  C erta in ly  
no composer w r itin g  a slow  in tro d u ctio n  could be unaware o f  
th e  long overture t r a d it io n .  Y et, t o  dem onstrate h is t o r ic a l  
r e la t io n s h ip s , one req u ires a c o n tin u ity  between two phenomenea. 
The t i t l e  o f  th e  Martin p u b lic a tio n  ju s t  mentioned [ Symphonies 
e t  ou v ertu res . Op. 4 ,  no. 1 (P a r is ,  1751 )] in d ic a te s  a common 
a r e a , b u t , c u r io u s ly , i t  dem onstrates a sep a ra tio n  ra th er than  
a tr a n s fe r  o f  s t y l e s . Here we fin d  overtu res w ith  slow  b eg in ­
nings but symphonies w ith o u t. Furthermore, th e  overtu res  
r e ta in  th e  t r a d it io n a l  fugato  as a second movement, a fea tu re  
absent from th e  symphonies.

Apart from M artin, th e  c o n tin u ity  between th e  French over­
tu r e  and th e  slow  in tro d u ctio n  i s  hard to  f in d . For exam ple, 
on ly  two o f  G ossec’s f i r s t  t h ir t y  symphonies (Opp. 3 -6 , 1756- 
62) have slow  in tro d u ctio n s (Opp. 5 no. 3; and 6 , no. 1 ) ,  
n e ith er  o f  which seems to  d er iv e  from th e  Grave o f  th e  e a r l ie r  
o v ertu re . At th e  same t im e , A ustrian  composers such as Hoffman, 
l e s s  d ir e c t ly  a sso c ia te d  w ith th e  overture t r a d it io n ,  show more 
in t e r e s t  in  th e  slow  in tro d u ctio n  than th e French. This su g g ests  
th a t th e  r e la t io n s h ip  between French overture and ^ymphonic slow  
in tro d u ctio n  i s ,  a t m ost, incom plete and in d ir e c t .

At th e  same t im e , w holly in stru m en ta l com positions were 

developing in  I t a ly ,  works which bore th e  t i t l e  o f  so n a ta . There 

were two b a s ic  ty p es o f  so n a ta s , th e  sonata da c h ie s a , which con­

s is t e d  in  i t s  t y p ic a l  form o f  four movements; s lo w - fa s t - s lo w - fa s t  

and which might u t i l i z e  contrapunta l w r itin g  or a t  l e a s t  some develop­

m ental te c h n iq u e s ; and th e  sonata da camera which c o n s is te d  o f  a 

number o f  s t y l iz e d  dance movements connected by th e  use o f  a common 

key y e t  con trasted  by rhythmic and m etric in d iv id u a lism s .

o
Egon W ellesz and Frederick  S tern fe ld  e d . , New Oxford H istory  

o f  M usic, Vol VII The Age o f  Enlightenment (London: Oxford U n iv ers ity
P r e ss , 1 9 7 3 ), p. 421.
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A strong  case  may be made fo r  a s se r t in g  th a t th e se  two 

typ es o f  sonatas in  them selves were th e  germ from which th e  e ig h ­

teen th  century symphony ev o lv ed , in  th a t by removing th e  f i r s t  move­

ment o f  th e  sonata da ch ie sa  (or  turn ing  i t  in to  a slow  in tro d u ctio n )  

and adding a dance movement from th e  sonata da camera we fin d  th e  

form o f  th e  t y p ic a l  la t e  e ig h teen th  century symphony. We must keep 

in  mind, however, th e  forms o f  th e  o p era tic  o v e r tu r e s , and to  be 

fa ir  we must look fu r th e r . When we do so  we fin d  th a t  th ere  are  

other in flu e n c e s  upon th e  development o f  th e  c l a s s i c a l  symphony 

which in c lu d e  th e  seren ad e, th e  a r ia ,  and th e  ensemble f in a le  among 

ot h e r s .

Although i t  i s  im p ossib le  to  g iv e  an exact b ir th -d a te  to  

th e  symphony, by th e  second quarter o f  th e  e ig h tee n th  century i t  

had become an e s ta b lish e d  form. Whether i t  was derived  from th e  

Baroque sonata or as Adam Carse b e l i e v e s , from th e  o v e r tu r e s , or 

from a com bination o f  th e se  and other sources cannot be proved.

Carse s t a t e s ,

. . . th e  I ta l ia n  S in fon ia  was taken  over w h o le sa le , thus 
provid ing  th e  f i r s t  A lle g r o , th e  slow  movement and th e  quick  
F in a le , w h ile  th e  French Overture con tr ib u ted  th e  slow  in tr o ­
duction  and th e  M inuet. The fu g a l A llegro  o f  th e  Ouverture 
was r e je c te d ;  th e  slow  in tro d u ctio n  was not always in c lu d ed , 
and when i t  w as, i t  became part o f  th e  f i r s t  movement, w h ile  
th e  Minuet crept in  g ra d u a lly , and e v en tu a lly  became an in t e -
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g r a l part o f  th e  four-movement concert-symphony^as we know 
i t  in  th e  well-known works o f  Haydn and Mozart.

Symphonies were u su a lly  published  in  s e t s  ( s ix  being a 

common number) and some o f  th e  e a r l ie r  examples show c h a r a c te r is ­

t i c s  derived  from both th e  French Ouverture and th e  I t a l ia n  S in fon ia  

w ith in  th e  same s e t .  In London, Thomas Arne’s s e t  o f  e ig h t  symphon­

i e s  ( c .  1740) con ta in s  examples fo llo w in g  both m odels, and Sammar- 

t i n i Ts s e t  o f  e ig h t from approxim ately th e  same year in c lu d es four 

symphonies using th e  French form and four using th e  I t a l ia n .  As 

a g en era l r u le ,  th e  ea r ly  symphonies w r itten  using th e  French model 

are longer and more s u b s ta n t ia l  than th o se  using th e  I ta l ia n  model 

and they  u su a lly  in c lu d e  as a th ir d  and f in a l  movement a l ig h t  

a l le g r o ,  a minuet or even a march. The standard model fo r  th e  

symphony from 1750-1780, however, was th e  I ta l ia n  S in fon ia  w ith  

i t s  th ree  movements; A lle g r o , Andante, and P resto . This la s t  move­

ment could  be rep laced  by a Minuet and ev en tu a lly  both th e  Minuet 

and th e  P resto  were r e ta in e d  to  help  e s ta b lis h  th e  standard four  

movement symphony o f  th e  la t e  e ig h teen th  cen tu ry . Monn’s Symphony 

in  D major o f  1740 may w e ll be th e  f i r s t  example o f  th e  ’’modern" 

four movement symphony.

3
Adam C arse, E ighteenth  Century Symphonies (London: Augener,

c .  19 5 1 ), p . 13.
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Although th e  symphony developed throughout Europe in  th e  

e ig h teen th  cen tu ry , i t  was concentrated  in  se v e r a l m usical cen ters  

which included  northern I t a ly ,  V ienna, Mannheim, B e r lin , and London. 

Each o f  th e se  sch o o ls  developed i t s  own s t y le  and c h a r a c te r is t ic s  

which were to  blend tog eth er  la t e  in  th e  century to  form an in t e r ­

n a tio n a l s t y le  which i s  u su a lly  r e fe r r e d  to  as th e  "Viennese C las­

s i c a l  S t y l e ." Let us now b r ie f ly  look  a t th e se  m usical cen ters  

in  tu rn .

I t a l>;

The most important composer o f  th e  I ta l ia n  sch o o l was 

Giovanni B a tt is ta  Sammartini (1701-1775) who spent most o f  h is  

com p osition a l l i f e  in  M ilan. His symphonies are w r itten  p rim arily  

fo r  s tr in g s  although o p tio n a l horn p arts occur in  some o f  them.

The v io la  part i s  o fte n  la c k in g , although t h is  was q u ite  common 

in  th e  e ig h teen th  century where th e  v io la s  were expected  to  p lay  

th e  ’c e l l o  l in e  an octave h ig h er . There was a ls o  an im plied  k ey-  

board-continuo p a r t . Most o f  h is  sym phonies, l ik e  th o se  o f  h is  

contem poraries,consist o f  th ree  movements, although a Symphony in  

G major, w r itten  between 1735-1740, has fo u r . The la s t  movement 

o f  t h is  symphony i s  a M enuetto, "which may have been added a t a

4
la te r  tim e s in c e  i t  appears a ls o  in  other c o n te x ts ."

^Louise C uyler, The Symphony (New York: Harcourt Brace
Jovanovich , I n c . , 1 9 7 3 ), p . 11 .
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The I ta l ia n  symphony created  few s ig n if ic a n t  in n ovation s and 
only a handful o f  m a sterp ieces . Yet i t s  emphasis on ea sy , 
n atu ra l movement was important in  th e  e v o lu tio n  o f  th e  sym­
phony . French concern for  e leg a n t d e t a i l  and German p reoc­
cupation  w ith  contrapuntal te x tu r e  might have run th e  whole 
idea  o f  th e  development aground; but th e  earthy rhythmic vigour 
and c le a r  m elodic o b je c t iv e s  o f  th e  I ta lia n s  served as channel 
markers to  keep th e  o th ers on a s tr a ig h t  co u rse .'’

Vienna

The V iennese s c h o o l, which included  Monn, W agenseil, H off­

man, and D it te r s d o r f , i s  another important cen ter  o f  symphonic 

developm ent. Georg Mathias Monn (1717-1750) became a popular 

composer in  th e  im p er ia l c a p ito l  due to  h is  ra th er s u b s ta n t ia l  

com p osition s. The composers in  Vienna u su a lly  used th e  four move­

ment symphonic form ra th er  than th e  th r e e  movement form o f  th e  

I t a l ia n ,  Mannheim, and B e r lin  com posers.^ Monn was important in  

h is  in n o v a tiv e  o r c h e s tr a l id ea s  — using  various wind instrum ents  

w ith  th e  b a s ic  s tr in g  o rch estra . He uses th e se  instrum ents both  

as a t u t t i  w ith th e  s tr in g s  and as so lo  tim b res.

Georg Christoph W agenseil (1715-1777) another important 

V iennese composer, developed th e  com p osition a l asp ect o f  th e

^New Oxford H isto r y , pp. 383-383. 

^New Oxford H isto ry , p p . ,4 0 1 , 403.
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symphony. His works are h ig h ly  d eveloped , more complex in  th e ir  

them atic and harmonic r e la t io n s h ip s  than th o se  o f  h is  V iennese

contem poraries. He ”, . . d isp la y s  co n sid era b le  in g en u ity  in

7
developing and extend ing m a te r ia ls ." Thus in  th e  music o f  Monn 

and W agenseil we can s e e  a development o f  com p osition a l s k i l l s  and 

te ch n iq u es , and th e  in tro d u ctio n  o f  a v a r ity  o f  o r c h e s tr a tio n a l  

tim b res.

Mannheim

Another important c o n t in e n ta l cen ter  o f  th e  p r e -c la s s ic  

symphony was th e  Rhenish c i t y  o f  Mannheim. The court o f  Mannheim 

became important in  th e  h is to r y  o f  o r c h e s tr a l w r itin g  and p erfo r ­

mance for a b r ie f  period  in  th e  e ig h teen th  century w h ile  one o f  th e  

b est o rch estras  in  th e  world was lo c a te d  th e r e .

I t  was due to  a v a r ity  o f  h i s t o r ic a l  even ts th a t t h i s  

m usical cen ter  developed , a ra th er  lucky com bination o f  even ts  

as fa r  as th e  h is to r y  o f  music i s  concerned. At th e  same tim e  

th a t a new court was being e s ta b lish e d  in  Mannheim (1 7 4 3 ), one 

w ithout previous t r a d it io n s , many f in e  m usicians were forced  to  

f le e  Bohemia during th e  War o f  th e  A ustrian  S u ccessio n . Thus many 

great m usicians arr ived  a t th e  new and t in y  court o f  Mannheim

7
C uyler, Symphony, p . 13.
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where th ey  were a b le  to  w r ite  and perform music as th ey  p lea sed . 

The fa c t th a t t h is  court had no m usical tr a d it io n s  and th a t th e  

E le c to r , Karl Theodor, wanted to  e s ta b lis h  h is  rep u ta tio n  through­

out Europe caused him to  encourage h is  m usicians to  be in v e n tiv e  

and thus abbetted  t h e ir  m usical experim ents and developm ent.

The b e s t  known composers a s so c ia te d  w ith t h i s  court were 

Johann Stam itz (1717-1757) and F. X. R ichter (1 709 -1789). These 

composers and th e ir  contem poraries u t l iz e d  many d ev ices  th a t  we 

commonly r e fe r  t o  as Mannheim t r a i t s , a l l  o f  which in  fa c t  became 

a part o f  th e  in te r n a t io n a l symphonic language o f  Europe during 

th e  la t e  e ig h teen th  cen tu ry . D evices such as th e  "Mannheim c r e s ­

cendo", "Mannheim ro ck et" , "Mannheim s ig h " , "Mannheimer Walze", 

to g e th er  w ith  th e  French "Premier coup d 'arch et"  were employed 

in  a great number o f  works by most o f  th e  lead in g  composers o f  

th e  l a t e  e ig h teen th  cen tu ry , among them Mozart and Haydn.

The t y p ic a l  symphonies which were produced by th e se  Mann­

heim composers were th ree  movement works w ith  th e  f in a l  movement 

u su a lly  a M inuet. Thus th e  form was fa s t-s lo w -m in u e t. An excep -  

t i o n  t o  t h i s  g e n e r a l  r u l e  was Johann Stam itz who, on s e v e r a l  o c c a ­

s io n s  used a four movement d esign  w ith th e  Minuet as th e  th ir d  

movement.
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A candid assessm ent o f  th e  rep ertory  o f  th e  Mannheim 
sym phonists, made now w ith f u l le r  knowledge o f  com positions  
o f  such men as Sammartini and W agenseil, su g g ests  th a t th e ir  
f l a i r  for th e  orch estra  s e t  them a p a rt.

The p r e c is io n  o f  th e  s tr in g  s e c t io n s  and th e  in creased  use o f

wind instrum ents gave th e se  composers an ex p ress iv e  v e h ic le  for

th e ir  m usical th o u g h ts .

B er lin

The B er lin  or North German School was dominated in  i t s  

ea r ly  years by th e  in flu e n c e s  o f  I t a l ia n  Opera. Centered around 

th e  court o f  Frederick  th e  Great were a group o f  composers who 

were a c t iv e  in  th e  f i e ld s  o f  opera , chamber m usic, and th e  symph­

ony. The most important were Johann G o ttle ib  Graun (1 7 03 -1771), 

Johann A dolf Hasse (1699-1783) who was a c t iv e  prim arily  in  Dresden 

at th e court o f  Saxony, and Carl P h i l l ip  Emanuel Bach (1 7 14 -1788), 

th e  second son o f  Johann S eb astian .

Graun’s symphonic s t y le  i s  marked by a rather co n serv a tiv e  

use o f  th e  th ree  movement I ta l ia n  form. His grea tn ess  i s  seen  in  

h is  e x c e lle n t  development s e c t io n s ,  which in  many ca ses  tend to  

overshadow th e  e x p o s i t i o n s  and a l s o  make t h e  r e c a p i t u l a t i o n s  seem  

far to o  s h o r t . The music o f  Hasse i s  ch ara cter ized  by th e  word

O
C uyler, Symphony, p . 14.
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im a g in a tiv e . In h is  operas and symphonies th ere  are many examples 

o f  h is f la i r  for th e  dram atic, th e  use o f  unusual t im b res , and o f  

a-sym m etrical phrase s tr u c tu r e .

C. P. E. Bach b u ilt  upon th e se  gen era l B er lin  ch aracter­

i s t i c s  and became one o f  th e  most popular composers o f  h is  tim e, 

a man who was known throughout Europe, indeed even America. His 

music i s  a sy n th e s is  o f  Baroque, C la s s ic a l ,  and Romantic elem ents 

and some o f  th e  most ’’personal"  and "emotional" m usical id eas o f  

th e  e ig h teen th  century are to  be seen  in  i t . I t  i s  in  th e  music 

o f  t h i s  Bach th a t we begin  to  se e  many o f  th e  s tr e n g th s , huge id e a s , 

and th e  power th at are such an important elem ent o f  th e  music o f  

Beethoven. Bach’s music i s  concerned w ith th e  polyphony o f  th e  

Baroque, th e  drama o f  th e  Romantic to g e th er  w ith th e  sm all rhythmic 

s tr u c tu r e s ,  in te r e s t  in  th e  development o f  m usical id e a s , and 

s tr u c tu r a l ornam entation o f  th e  C la s s ic .

In most contemporary c o l le c t io n s  o f  18th century symphonies 
. . . th e  works o f  North Germans occupy r e la t iv e ly  l i t t l e  
sp ace . . . . The im plied v erd ic t r e s t s  on th e  unlucky t r a n s i­
t io n a l  p o s it io n  o f  th e c h ie f  northern com posers, who were 
o ld -fa sh io n ed  b efo re  they reached th e ir  prime. . . . By an 
a cc id en t o f  chronology th e  North German composers were never 
f u l ly  a t home in  th e  C la s s ic a l s t y l e .  Hence, d esp ite  th e ir  
in t e l l e c t u a l  ta le n t  for development o f  id eas and th e ir  marked 
o r ig in a l i t y  in  many d e t a i l s , they  wrote few symphonic works 
o f  la s t in g  s ig n if ic a n c e .^

^New Oxford H isto ry , pp. 394-395.
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London

From th e E nglish  sch o o l th ere  emerged th ree  composers o f  

symphonies in  th e  e ig h teen th  cen tury: Thomas Arne (171 0 -1 7 7 8 ),

W illiam Boyce (171 0 -1 7 7 9 ), and Johann C h ristian  Bach (1 7 35 -1782), 

th e  youngest son o f  th e  Baroque m aster. Through Bach’s exposure 

in  th e  opera house w h ile  l iv in g  and composing in  I t a ly ,  he d ev e l­

oped a dramatic s t y le  o f  in stru m en ta l com position  and a p lea s in g  

m elodic l i n e .  His works were popular both in  England and on th e  

con tin en t and th e  young Mozart i s  reported  to  have s ta te d  th a t  

J . C. Bach was th e  g r e a te s t  m usical in flu e n c e  upon h is  l i f e  u n t i l  

th e  tim e th a t he (M ozart) met Haydn.

The symphonies o f  Bach are w r itte n  in  th e  th ree  movement 

I ta l ia n  form. A study o f  th e  G minor Symphony, Op. 6 , No. 6 shows 

a ra th er  in te r n a t io n a l f la v o r  w ith  French and Mannheim d ev ices  

s k i l l f u l l y  in term ingled  w ith  I ta l ia n  melody.

At th e  tim e th a t th e symphony was develop ing in  th e se  

various m usical c e n te r s ,  th ere  e x is te d  in  Vienna a popular form 

o f  music c a l le d  th e Serenade. This form c o n s is t e d , on th e  av era g e , 

o f  f iv e  movements and was t r a d it io n a l ly  played outdoors — o fte n  

under th e  window o f  a g i r l ,  by a group o f  h ired  m u sician s. Like 

th e  sonatas o f  th e  Baroque and e a r ly  C la ss ic  p er io d , th e  movements
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o f  th e  Serenade were a l l  w r itten  in  th e  same key. The f i r s t  movement 

o fte n  was a March, and i f  not a March, i t  was at le a s t  a f e s t i v e  

movement which could  be played as th e  m usicians were approaching 

th e  appointed house. This movement was fo llow ed  by a M inuet. The 

th ir d  movement, an adagio or andante, was slow  and e x p r e s s iv e , a 

m usical p ortraya l o f  th e  lo v e  o f  th e  s u ito r  fo r  h is  g i r l .  This 

was fo llow ed  by another Minuet and then  th e  Serenade ended w ith  a 

fa s t  movement — perhaps a r e tr e a t  as her fa th er  appeared on th e  

scen e .

Within th e  form o f  th e  Serenade we can d iscern  th e  four 

movement C la ss ic  symphony. By removing th e  f i r s t  M inuet, th e  form 

Fast-S low -M inuet-Fast i s  r e a d ily  apparent. Other c h a r a c te r is t ic s  

o f  th e  Serenade which are found in  th e  symphony are a M archlike 

mood in  th e  in tro d u ctio n  o f  th e  symphony, an em otional or exp res­

s iv e  f e e l in g  in  th e  slow  movement, and a f e e l in g  o f  p la y fu ln e ss  in  

th e  f in a le .  Whether or not th e  Serenade was a con sciou s source  

fo r  symphonic form cannot be proved but s in c e  th e  same composers 

wrote both Serenades and sym phonies, i t  can be assumed th a t th ey  

are r e la te d .

What then was an ea r ly  C la ss ic  symphony? I t  was a th ree  

or four movement o r c h e s tr a l work w r itte n  in  one or more keys using  

s tr in g s  fo r  i t s  b a s ic  tim bre w ith a harpsichord and some s e le c te d
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winds to  f i l l  in  th e  harmony and to  provide melodic and te x tu r a l  

c o n tr a s t . I t  was music th a t was designed fo r  easy l i s t e n i n g ,  music 

th a t was not p a r t ic u la r ly  "learned", thus e n jo y a b le  by both a c t i v e  

and p a ss iv e  audiences upon f i r s t  h earin g . Harmonically th e  symphony 

remained sim ple w ith  most excu rsion s away from th e  to n ic  being  to  

c lo s e ly  r e la te d  k ey s. M elod ica lly  i t  o f te n  was composed o f  s e t s  

o f  fa m ilia r  id ea s  or c l ic h e s  put to g e th er  by t h e  composer, thus 

i t  was th e  s k i l l  o f  th e  composer in  combining th e s e  b i t s  and p ie c e s  

th a t was im portant, not th e  o r ig in a l i t y  o f  th e  m elodic id ea s  or 

g i f t s  o f  th e  composer.

As th e  century p rogressed , th e  form o f  th e  symphony became 

more standard ized  and th e  symphony became a com position  which in ­

sp ired  and in tr ig u ed  th e  great com posers. I t  became, in  other  

words, a typ e o f  com position  which was considered  equal to  opera 

as a v e h ic le  for th e  dem onstration o f  com p osition a l s k i l l s  rath er  

than j u s t  a sim ple v a r ity  o f  background m usic. In th e  hands o f  

master composers such as Joseph Haydn, Mozart, and Beethoven i t  

became th e  most important m usical form o f  th e age.
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CHAPTER I I I

THE HISTORY AND FUNCTION OF THE INTRODUCTION

I t  i s  im p ossib le  to  p in p oin t th e  exact date when an in tr o ­

d uction  was f i r s t  used in  a symphony but by th e year 1760 th e  p r in ­

c ip le  had been e s ta b lish e d . In h is  book 18th Century Symphonies, 

Adam Carse r e fe r s  to  th e G major Symphony, Op. 3 , No. 3 o f  Johann 

Stam itz (1717-1757) as having a th ree  measure in tro d u ctio n  w ith a 

t o t a l  f i r s t  movement length  o f  81 m e a s u r e s A s  Stam itz died in  

1757, t h i s  symphony would obv iou sly  date b efore  1760. Among th e  

ea r ly  works o f  Carlos d'Ordonez (1734-1786) th ere  i s  ", . . an 

unusual symphony, in  C major, w ith  a slow  movement connected to  a 

fo llo w in g  A lle g r o , which i s  dated 1756 in  a copy preserved in  the  

Gtfttweig M onastery. Ir̂

In a s e t  o f  e ig h t symphonies o f  W illiam Boyce (1710-1779) 

published  in  London by Walsh in  1760, th ree  con ta in  in tro d u ctio n s

^ C a r se , 18th Century Symphonies, p. 51.

^ New Oxford H isto r y , p . 401,
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12
and another i s  w r itten  in  th e  s t y le  o f  a French O verture. The 

fo llo w in g  y e a r , Leopold Hoffman, V iennese ca th ed ra l K a p ellm eister , 

wrote a symphony using such an in tro d u ctio n , as i s  re c o rd e d  in  th e  

Gtfttweig ca ta lo g u e . This symphony i s  one o f  at le a s t  a dozen o f  

t h i s  typ e  which he wrote b efo re  1770. Hoffman was ". . . one o f

th e  e a r l i s t  composers who c o n s is te n t ly  WTote four-movement symphon-

13ie s  w ith both slow  in tro d u ctio n s and m inuets."  The fa c t  th a t  

h is  symphonies were d is tr ib u te d  w idely  throughout Europe may be a 

fa cto r  in  th e  estab lishm ent o f  t h i s  form o f  th e c l a s s i c a l  symphony.

In th e same year o f  1761, Joseph Haydn wrote h is  f i r s t

symphony in  which he used an in tro d u ctio n  — Symphony No. 6 ( "Le 

Matin”) . This was th e  f i r s t  o f  t h ir t y  in tro d u ctio n s he was to  

w rite  between 1761 and 1795.

Other ea r ly  examples o f  th e  in tro d u ctio n  in  th e  symphony 

in c lu d e  two sym phonies, Op. 5 , No. 3 and Op. 6 , No. 1 o f

F rancois-Joseph Gossec (1.734-1829) which appeared in  P aris in

1762, and symphonies o f  C h ristian  Cannebich (1731-1798) o f  Mann­

heim in  1763, and F lorian  Leopold Gassman (1729-1774) o f  Vienna

12 W illiam Boyce, Symphony in  Bb, ed„ and w ith  a forward 
by Max Goberman, Vol 150 o f  D ile t to  M usicale (V ienna: V erlag
D oblinger, 1964), Forward.

13 New Oxford H isto r y , p . 401.

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



21

in 1767.

M ichael Haydn f i r s t  used th e  i n t r o d u c t i o n  in  symphonies 

o f  1774 and 1778. Mozart did not use one u n t i l  1783 and Beethoven 

used i t  f i r s t  in  a symphony in  1800. However, by th e  l a t e  1770 's  

th e  in tro d u ctio n  had a tta in ed  i t s  p la ce  as an im p o rtan t  part o f  

so n a ta -a lle g r o  symphonic form.

The Function and Occurance o f  th e  In troduction

What was th e  fu n ctio n  o f  t h e  in trod u ction ?  Why was i t  

not always p resen t? There were se v e r a l apparent fu n ctio n s  which 

th e  in tro d u ctio n  served and d if fe r e n t  com posers, indeed d if fe r e n t  

com positions o f  th e  same com posers , show d if fe r e n t  apparent fu n c t io n s . 

The most important fu n ction s were (1 )  to  in c r e a se , red u ce, or con­

t r a s t  th e  em otional te n s io n  w ith  th a t p r e v a i l i n g  w ith in  th e  remainder 

o f  th e movement, (2 )  to  make a va lu e  judgement o f  a p a r tic u la r  work, 

(3 )  to  s e t  a mood, and (4 )  to  permit more freedom in  com position .

The f ir s t  o f  th e se  fun ction s i s  concerned w ith (1 )  pro­

ducing an em otional response and (2 )  provid ing c o n tr a s t , two o f  

th e  most important i d e a s  in  m u s ic ,  indeed o f  a l l  th e  a r ts  and ever  

l i f e  i t s e l f  in  th e  op in ion  o f  t h is  author. The symphonic composer 

could thus s e t  up an em otional response and then q u ick ly  o f fe r  

co n tra st t o  th e  performer and audience by having th e  e x p o s it io n
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be in  o p p o sitio n  to  th e  s t y l e  o f  th e  i n t r o d u c t i o n .

Contrast might be p o s s i b l e  between t h e  in tro d u ctio n  and 

th e  main body o f  th e  movement through th e  mediums o f  m eter, rhythm, 

tempo, key , mode, harmony, melody, te x tu r e , and tim bre. Host o ften  

se v e r a l o f  th e se  elem ents would be used to g e th er  to  heigh ten  th e  

c o n tr a s t . Thus a ty p ic a l  in tro d u ctio n  might be w r itten  in  an op­

posing m eter, in  a d if fe r e n t  tempo, th e  minor mode i f  th e  body o f  

th e  movement was in  th e  m ajor,  and would g iv e  g rea ter  emphasis to  

rhythmic and harmonic elem ents than to  th e  m elod ic. Almost always 

th e  in tro d u ctio n  would end on a dominant seventh  chord w ith  th e  

e x p o s it io n  then beginning on th e  to n ic .

The second important fu n ctio n  or purpose o f  th e  in trod u c­

t io n  i s  to  in d ic a te  a va lue judgem ent, i . e .  to  grant g rea ter  im­

portance to  a s p e c i f i c  work from a la r g e  group o f  works. This 

asp ect i s  d ir e c t ly  r e la te d  to  th e  cerem onial wherein a so r t  o f  

pomp and d ig n ity  i s  g iven  to  a work through th e  presence o f  a slow  

in tr o d u c tio n , o fte n  w ith  dotted  rhythms. Some symphonies which 

were w r itten  s p e c i f i c a l ly  for performance at important occasion s  

have in tro d u ctio n s seem ingly for  t h is  cerem onial purpose a lo n e .

The idea o f  id e n t ify in g  a work as being p a r t ic u la r ly  important 

by g iv in g  i t  an in tro d u ctio n  may be i l lu s t r a t e d  by th e  Symphony 

No. 36 , K. 425 o f  Mozart. S a in t-F o ix , in  speaking about t h is
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symphony s a y s , "At t h is  period  in  h is  a r t i s t i c  career Mozart seems 

to  have regarded a slow  in tro d u ctio n  as alm ost in d isp en sa b le  for 

th e opening o f  a grand symphony. "-*-4

A th ir d  fu n ctio n  and perhaps th e  most important for th e

ca su a l l i s t e n e r  i s  th a t o f  s e t t in g  or e s ta b lis h in g  th e  mood o f  th e

com position  — preparing th e  l i s t e n e r  for th a t which i s  to  come.

This may be i l lu s t r a t e d  by studying a work such as th e  Symphony

No. 53 o f  Joseph Haydn. In d escr ib in g  t h is  symphony H. C. Robbins

Landon says th a t

. . . th e  in tro d u ctio n  i s  now supposed to  se t  th e  s ta g e  for  
an evening o f  en terta in m en t, t o  a c t as a C u r ta in -r a is e r  *, a 
short space in  which th e  audience may become com fortable and 
prepare i t s e l f  fo r  tw e n ty -f iv e  minutes o f  in t e l l e c t u a l  amuse­
ment , undisturbed by anything more am b ition s. M 15

A fourth  fu n ctio n  o f  th e  in tro d u ctio n  might w e ll  be one 

o f  com p osition a l exper i  ment a t io n . An exam ination o f  th e  seven  

in tro d u ctio n s  w r itten  by Mozart (fou r  for symphonies and th ree  

fo r  o v e r tu r e s ) , shows th a t he seemed to  f e e l  somewhat fr e e r  in  

not having to  w r ite  according to  th e  e s ta b lish e d  com p osition a l 

r u le s  w ith in  th e in tro d u ctio n s and thus was ab le  to  experiment

14Georges de S a in t-F o ix . The Symphonies o f  M ozart, tr a n s .  
by L e s lie  Grrey (New York: A lfred  A. Knopf, 1949), p . 157.

15H. C. Robbins Landon, The Symphonies o f  Joseph Haydn 
(London: U n iversa l E d ition  and R o c k c lif f  P u b lish in g  C o., 19 5 5 ),
p . 356.
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harm onically in  ways which he could  only d u p lica te  w ith in  develop ­

ment s e c t io n s , and th ere  only to  a le s s e r  ex ten t due to  th e  pre­

v a il in g  r u le s .

Other rea so n s  for w r i t i n g  in tro d u ctio n s range  from " gettin g  

th e  a tte n tio n "  o f  th e  audience t o  th e  s im ple  fa c t  th a t th ey  were 

fa sh io n a b le . S ince some well-known composers were w r itin g  in tr o ­

duction s i t  was lo g ic a l  for other composers to  a ls o  w r ite  them.

By th e  la s t  ten  years o f  th e  e ig h teen th  century a l l  o f  th e  lead ing  

composers had w ritten  in tr o d u c tio n s . I t  had become th e  p r e v a ilin g  

s t y le  and th o se  symphonies which did not con ta in  in tro d u ctio n s  

became th e  ex cep tio n . Thus a l l  o f  th e  l a t e  symphonies o f  Joseph 

Haydn but one, Symphony No. 95, have in tr o d u c tio n s . In th e  case  o f  

th e  l a s t  th r e e  symphonies which were w r itten  by Mozart in  1788, 

only a few years e a r l ie r ,  on ly  th e  Symphony No. 39 in  Eb has an 

in tro d u ctio n . The other two are s e t  apart by not having an in tr o ­

d u ction . Of th e  n ine symphonies which Beethoven completed between  

1800 and 1824, four con ta in  in tr o d u c t io n s ; Symphonies No. 1 ,  2 ,

4 ,  and 7; and th e  other f iv e  do n o t. Of th e se  in tro d u ctio n s  w r it ­

te n  by Beethoven, th e  one which opens th e  Symphony No. 7 i s  a m aster­

p ie c e  o f  com p osition a l and o r c h e s tr a t io n a l s k i l l s .

Although th e  in tro d u ctio n  may serv e  various fu n ctio n s for
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th e  composer and th e  au d ien ce, indeed se v e r a l sim ultaneous ones 

in  some c a s e s ,  by th e  la s t  f i f t e e n  years o f  th e  e ig h teen th  century  

th e  in tro d u ctio n  was n ecessary  and was an e s ta b lish e d  part o f  

standard symphonic form.
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CHAPTER IV

THE CONSTRUCTION OF THE INTRODUCTION

In t h is  chapter we s h a l l  examine and d iscu ss  the form and 

co n stru ctio n  o f  th e  in tro d u ctio n . We w i l l  attempt to  determ ine 

th e  t y p ic a l  c h a r a c te r is t ic s  o f  th e  in tro d u ctio n .

Length

The length  o f  th e  in tro d u ctio n  in  t h is  period  between  

1750 and 1827 v a r ie s  g r e a tly  from a few measures to  as many as 

s ix ty -tw o  m easures, as seen  in  th e  Symphony No. 7 o f  Beethoven.

As seems to  be found w ith  development s e c t io n s  o f  sonata design  

movements, th e  len g th  o f  in tro d u ctio n s g en era lly  in crea ses  during 

th e  course o f  th e  e ig h teen th  century and on in to  th e  n in eteen th .

It appears th a t in  th e se  s e c t io n s  o f  sonata design  movements ( in ­

tro d u ctio n  and developm ent) ,  composers were a b le  to  use th e ir  com­

p o s it io n a l s k i l l s  in  a manner which allow ed them to  experiment 

with more freedom, thus as they  became more experienced  in  th e  

a rt and c r a f t  o f  m usical com p osition , composers expanded th e s e  

se c t io n s  o f  th e ir  com p osition s. An important poin t to  remember,

26
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however, i s  th a t as th e  in tro d u ctio n s  became lo n g er , so  did the  

e n t ir e  movements — so t h a t , in  f a c t , th e  r e la t iv e  len g th s o f  th ese  

s e c t io n s  remainded approxim ately th e  same.

In examining th e  th ir ty  symphonies o f  Joseph Haydn which 

co n ta in  slow  in tr o d u c tio n s , we fin d  th a t they  range in  len g th  from 

s ix  measures as found in  Symphony No. 6 ("Le Matin”) (1761?) to  

th ir ty -n in e  measures in  th e  Symphony No. 103 ( "mit dem Paukenwirbel”) 

(1 7 9 5 ). These two symphonies co n ta in  r e s p e c t iv e ly  112 measures 

and 189 measures in  th e  remainders o f  t h e ir  f i r s t  movements. As 

th e s e  symphonies show th e  extremes in  len g th  for  Haydn th ey  w i l l  

be used as th e  two examples o f  th e  in tro d u ctio n  o f  Joseph Haydn 

la te r  in  t h is  paper. The len g th s o f  th e  in tro d u ctio n s o f  a l l  th e  

symphonies o f  Joseph Haydn are l i s t e d  below:

Symphony 6 -  "Le M atin” 6 measures 1761?
movement 2 14 measures

Symphony 7 -  ”Le Midi" 10 measures 1761
Symphony 15 34 measures 1764
Symphony 25 23 measures 1765
Symphony 50 12 measures 1773
Symphony 53 -  "L’Im periale" 16 measures c .  1775-78
Symphony 54 17 measures 1774
Symphony 57 31 measures 1774
Symphony 60 -  "11 D is tr a t to ” 24 measures 1775
Symphony 71 7 m easures 1780
Symphony 73 26 measures c .  1781
Symphony 75 23 measures 1781
Symphony 84 20 measures 1786
Symphony 85 -  "La Reine" 11 measures 1785/86
Symphony 86 21 measures 1786
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Symphony 88 16 measures 17 87
Symphony 90 16 measures 1788
Symphony 91 20 measures 1788
Symphony 92 - "Oxford" 20 measures 1788?
Symphony 93 20 measures 1791
Symphony 94 - "Surprise" 17 measures 1791
Symphony 96 - "The M iracle" 17 measures 1791
Symphony 97 13 measures 1792
Symphony 98 15 measures 1792
Symphony 99 18 measures 1793
Symphony 100 -  "Mi l i t  a ir" 23 measures 1794
Symphony 101 -  "Die Uhr" 23 measures 1794
Symphony 102 22 measures 1794
Symphony 103 -  "Drum R oll" 39 measures 1795
Symphony 104 -  "London" 16 measures 1795

In a d d itio n  to  th e  above symphonies which co n ta in  slow  

in tr o d u c tio n s , seven  o f  th e  symphonies o f  Haydn open w ith  an e n t ir e  

movement in  slow  tempo somewhat in  th e  manner o f  th e  I ta l ia n  sonata  

da c h ie s a . These symphonies a re:

c .  1760
c .  1760
1762/64
1764
1764
c .  1765
1768

There are two published  symphonies o f  M ichael Haydn which 

co n ta in  slow  in tr o d u c tio n s . They are both w r itten  in  th e  key o f  

D major and date r e s p e c t iv e ly  from 1774 and 1778. The f i r s t  o f  

th e se  has an in tro d u ctio n  o f  40 measures and th e  second has an 

in tro d u ctio n  o f  20 m easures. Two a d d it io n a l symphonies o f  M ichael

Symphony 5 
Symphony 11 
Symphony 18 
Symphony 21 
Symphony 22 
Symphony 34 
Symphony 49
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Haydn which appear to  have in tro d u ctio n s are l i s t e d  in  th e Perger 

index and date from 1779 and 1784. These symphonies are not pub­

lish e d  and th e  len g th s o f  th e ir  in tro d u ctio n s  a t present cannot be 

determ ined.

Mozart wrote in tro d u ctio n s for th ree  o f  h is  symphonies 

plus one in tro d u ctio n  for a symphony o f  M ichael Haydn which was 

la t e r  published  under h is  name (M ozart) as Symphony No. 37 , K. 444.

Four o f  th e  n ine symphonies o f  Beethoven are w r itten  w ith  

slow  in tro d u ctio n s in  th e  opening movements. The F ir s t  Symphony 

a ls o  has an in tro d u ctio n  preceeding th e  f in a le .

Thus th e  in tro d u ctio n s o f  th e se  four composers range from 

a le n g th  o f  s i x  m easures ( J .  Haydn) t o  a le n g th  o f  s ix t y - t w o  m easures  

(Beethoven) w ith th e  average in tro d u ctio n  co n ta in in g  about tw enty  

m easures. In h is study o f  th e s e  four composers th e  author could  

find only two examples o f  in tro d u ctio n s which were used in  movements

Symphony 36 K. 425 
Symphony 37 K. 444 
Symphony 38 K. 504 
Symphony 39 K. 543

19 measures 17 83
20 measures 1783
36 measures 1786
25 measures 1788

Symphony 1 Op. 21 
4th movement

12 measures 1800 
6 measures

Symphony 2 Op. 36 
Symphony 4 Op. 60 
Symphony 7 Op. 92

33 measures 1803
38 measures 1807
62 measures 181o
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other than th e f i r s t ;  th e  Symphony No. 6 o f  J . Haydn, where th ere  

are in tro d u ctio n s  in  both th e  f i r s t  and second movements, and the 

Symphony No. 1 o f  Beethoven where th ere  are in tro d u ctio n s preceeding  

both th e f i r s t  and fourth  movements. In both o f  th e se  ca ses  the  

second in tro d u ctio n  i s  sh orter  and appears to  be o f  l e s s  s i g n i f i ­

cance th a t th e f i r s t .

Meter

What m etric fea tu res  can be found w ith in  th e se  in tro d u ctio n s  

F ir s t  o f  a l l  in  most ca ses  th ere  i s  a d if fe r e n t  meter used in  th e  

in tro d u ctio n  than i s  found in  th e  fo llo w in g  body o f  th e  movement.

An ex cep tio n  to  t h i s  r u le  i s  found in  th e  la t e  symphonies o f  Joseph 

Haydn in  which Haydn p referred  to  use th e  same meter fo r  both . 

Between 1788 and 1792, he wrote s ix  symphonies w ith  both th e  in tr o ­

duction  and th e  body o f  th e  movement in  3 /4  m eter. A tempo r e la ­

t io n s h ip ,  however, e x i s t s  between th e se  in tro d u ctio n s  and th e  f o l ­

low ing e x p o s it io n s  using th e  same meter which i s  obvious to  th e  

l i s t e n e r  hearing any good perform ance.

The fo llo w in g  chart shows th e  d is tr ib u t io n  o f  various  

m etric com binations in  th e in tro d u ctio n s  o f  J . Haydn, M. Haydn, 

Mozart, and Beethoven.
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In tr o . Expos. Number

Joseph Haydn

0  0  1  example
0  3 /4  1 example
2 /4  3 /4  1 example
3 /4  0  2 examples
3 /4  2 /4  1 example
3 /4  3 /4  7 examples
3 /4  C 5 examples
3 /4  6 /8  3 examples
C 0  2 examples
C 2 /4  1 example
C 3 /4  5 examples -  in c .  1 2nd mvt.
C C 2 examples

M ichael Haydn

2 /4  3 /4  1 example
3 /4  C 1 example

Mozart

0  3 /4  1 example
3 /4  C 2 examples
C C 1 example

Beethoven

0  0  1 example
2 /4  2 /4  1 example -  4 th  mvt,
3 /4  C 1 example
C 0  1 example
C 6 /8  1 example
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Rhythm

A study o f  a l l  th e se  in tro d u ctio n s  shows a pronounced use 

o f  dotted  rhythmic f ig u r a t io n s . Second in  importance are passages 

o f  rapid  n o te s . In h is  book Form in  Tonal M usic, Douglass Green 

a ss ig n s  four c h a r a c te r is t ic s  to  th e  form o f  th e  in tro d u ctio n : th e

h e r a ld ic , m elod ic, m o tiv ic , and c a d e n t ia l s e c t i o n s .^  The h e r a l­

d ic  embraces th e  dotted  rhythmic or fan fare  idea which may have 

been derived  from th e  French O verture.

m

I t  i s  in  t h i s  s e c t io n  o f  th e  in tro d u ctio n  th a t th e  rhythmic element 

seems to  be most pronounced. Indeed, some o f  th e  sh orter  in tr o ­

ductions are merely b r ie f  fa n fa res  which lead  d ir e c t ly  to  th e  p r i­

mary them atic m ater ia l o f  th e  e x p o s it io n . In th e  more complex 

in tro d u ctio n s  which con ta in  more o f  th e se  elem ents or s e c t io n s ,

^ D o u g la ss  Green, Form in  Tonal Music (New York: H o lt ,
Rinehart and Winston, I n c . , 19 6 5 ), p . 212.
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another common rhythmic feature is  th a t o f  a pulsat i nr accompani 

ment, o fte n  w r itten  in  e igh th  n o te s .

rtp-r-f'-
■M *  2

1*. f  r f  f  fr r. r r  r I

This p a ttern  forms th e  background fo r  e ith e r  a m elodic idea as in  

th e  above example or fo r  a s e r ie s  o f  s c a le  f ig u r a t io n s .

Some in tro d u ctio n s use s i le n c e  as an important m usical 

and rhythmic thought. The .-judicious use o f  r e s t  and/or ferm ate  

adds g r e a t ly  to  th e  drama o f  th e  in tro d u ctio n  and was o f  p a r tic u la r  

importance to  Joseph Haydn as may be seen  in  th e  fo llo w in g  example.
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Harmonic

Harmonic a n a ly s is  o f  a r e p r e se n ta tiv e  sample o f  e ig h teen th  

century in tro d u ctio n s w i l l  show a la r g e  number o f  seventh  chords 

and in v e r s io n s . One reason  fo r  th e  la rg e  number o f  in v ersio n s  

found in  th e  in tro d u ctio n s w r itten  during t h is  period  may be th e  

fa c t  th a t th e  aural e f f e c t  o f  chordal in v er sio n s  i s  one o f  l e s s  

s t a b i l i t y  than th a t  produced by p rogression s o f  ro o t p o s it io n  

chords. S ince th e  harmonic movement o f  th e  in tro d u ctio n  i s  p r i­

m arily one o f  to n ic  t o  dominant seventh  w ith  th e  to n a l area o f  V 

o fte n  tr e a te d  as a so r t o f  secondary t o n ic ,  a composer may need 

t o  d ev ise  a nondirect or l e s s  s ta b le  p rogression  so  as to  lengthen  

th e  in tro d u ctio n .

Those in tro d u ctio n s which do not begin  on th e  to n ic  major 

or to n ic  minor key o f  th e  symphony are in  th e  m in ority . In th e se  

c a s e s , th e  composer has th e  freedom , w ith in  th e  r u le s  o f  th e  p er io d , 

to  d ig r e ss  to  a g rea ter  degree b efore  a r r iv in g  a t th e  dominant 

seventh  o f  th e  to n ic  key.

In th e  few ca ses  where th e  in tro d u ctio n  does not end on th e  

dominant sev en th , th e  e x p o s it io n  i t s e l f  does not beg in  on th e  to n ic .  

This may be seen in  th e  Symphony No. 92 ( "Oxford") o f  Joseph Haydn 

where th e  f i r s t  four measures o f  th e  e x p o s it io n  are dominant seventh

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



36

in stead  o f  t o n ic .  In t h i s  c a s e , th e  in tro d u ctio n  ends on VII ̂  o f  V.
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Melodic

The m elodic elem ent o f  th e  t y p ic a l  in tro d u ctio n  i s  not 

o f  as much importance as th e  rhythmic and harmonic e lem en ts . 

Perhaps t h i s  i s  because th e  m elodic elem ent i s  so  strong in  the  

body o f  th e  movement. Few in tro d u ctio n s  even co n ta in  an idea  

which could  r e a l ly  be c a l le d  a melody. An example o f  a tru e  mel­

ody i s  th e  second idea which appears in  th e  in tro d u ctio n  o f  th e  

Symphony No. 7 o f  Beethoven.

if; ; it.
 0.

H b.

m'Umin.

H r n .
(A )

T r .
(D>

A

Vo.
u.Kb .
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When tr u e ly  m elodic m ateria ls  are used , they are o ften  presented  

as sim ple ideas w ilh  some so r t o f  ornam entation superimposed upon 

them such as non-harmonic to n e s , t r i l l s ,  turns and mordents.

Rather than using a tru e  melody, th e  in tro d u ctio n  u su a lly  

i s  con stru cted  o f  various m o tifs . Some o f  th e se  are sc a la r  in  

d es ig n , o th ers are harm onically based . These m otif-based  m elodic 

s e c t io n s  are jo in ed  to g eth er  to  form th e  b a s ic  m elodic contour o f  

th e  in tro d u ctio n . A g iven  m o tif  may commonly be found tr a v e lin g  

throughout th e  various v o ic e s  o f  th e  o rch estra . The shaping o f  th e  

m elodic l i n e  through th e  use o f  th e se  various m otifs i s  u su a lly  

determined by th e harmonic movement in volved  in  th e  s p e c i f i c  in tr o ­

d u ction . For purposes o f  c o n tr a s t ,  u su a lly  two or more typ es otf 

m otifs  are used w ith in  any g iv en  in tr o d u c tio n , a lthough excep tion s  

may be found.

The q u estio n  a r is e s  as to  whether th e  in tro d u ctio n  i s  r e a l ­

ly  a part o f  th e  movement or merely an appendage w ithout any r e la ­

t io n sh ip  to  i t .  A fter examining many in tro d u ctio n s w r itten  between 

1750 and 1815, th e  author has come to  th e  co n c lu sio n  th a t in  a 

g e n e r a l  s e n s e ,  during t h is  p e r io d  t h e r e  i s  a r e l a t i o n s h i p  between  

th e  music o f  th e  in tro d u ctio n  and th a t o f  th e  e x p o s it io n . In most 

ca ses  i t  i s  merely th a t o f  mood or a sim ple m o tif ic  con n ectio n , 

although a few examples show a m elodic contour or s p e c i f i c  rhythmic
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idea p resen t in  both th e  in tro d u ctio n  and th e  body o f  th e  move­

ment. Of th e  four composers whose works are being examined in  th i  

paper, Joseph Haydn i s  th e  only composer who c o n s is te n t ly  ( in  h is  

la t e  w orks) r e la t e s  them atic m a ter ia l from th e  in tro d u ctio n  to  the  

body o f  th e  movement.

S I N F O N I A  No. 90

---

1 ^ 7

Allegro assai

P

P

'  * ' ¥ -

-- ' W P l
? < t

N ineteenth  century Romantic composers such as Schubert 

and B er lio z  used d ir e c t  them atic tran s fe r r a l between th e  in tr o ­

duction  and th e  remainder o f  th e  movement, but th e  composers o f  

th e  V iennese C la s s ic a l T rad ition  as a r u le  did n o t .

Sometimes a bridge was c a r e fu l ly  con stru cted  so  as to
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connect th e  in tro d u ctio n  to  th e  body o f  th e movement. Joseph 

Haydn o fte n  used a ca d en za -lik e  passage in  one o f  th e  wood-winds 

for t h i s  purpose. A famous b rid ge passage i s  found in  th e  Symphony 

No. 7 o f  Beethoven where a dotted  f ig u r a t io n  moves from th e  4 /4  o f  

th e  in tro d u ctio n  to  th e  6 /8  o f  th e  e x p o s it io n .

H h .

(A )

F*.

ft  ~*'VFT-

B r

V c.

FI.

Hb.

Kl.
(A)

H rn .
(A>

crcfic. ).

VI.

Br.

Vc.
u .K b .
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Thus a ty p ic a l  in trod u ction  in  a "Viennese C la s s ic a l  

Symphony" might be ch aracter ized  as a short s e c t io n  o f  music w ith  

much rhythmic in t e r e s t , composed o f  m otifs which lead  to  th e  dom­

inant seven th  chord o f  th e  to n ic  key o f  th e  movement. This in tr o ­

duction  might be th em a tica lly  r e la te d  to  th e  body o f  th e  movement 

but i f  so  th e  r e la t io n s h ip  most o f te n  would be in  a g en era l way 

rath er than in  a s p e c i f i c  manner. The meter o f  th e  in tro d u ctio n  

would o fte n  co n tra st w ith th a t o f  the body o f  th e  movement and th e  

tempo would always supply c o n tr a s t .
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CHAPTER V

AN OVERVIEW OF THE INTRODUCTIONS OF JOSEPH HAYDN,

MICHAEL HAYDN, W. A. MOZART AND LUDWIG VAN BEETHOVEN

As we study th e  symphonies o f  Joseph Haydn, M ichael Haydn, 

Mozart, and Beethoven, i t  becomes apparent th a t each o f  th e se  

composers u t l iz e d  th e  in tro d u ctio n  in  t h e ir  symphonies on ly  a t  

c e r ta in  p eriods in  th e ir  com p osition a l l i f e .  In th e  ca se  o f  Joseph  

Haydn th e r e  were four p eriods out o f  a t o t a l  o f  e ig h t  when he em­

ployed th e  in tro d u ctio n  as a part o f  h is  symphonic form. His 

b ro th er , M ichael Haydn, used th e  in tro d u ctio n  during a middle per­

iod  o f  symphonic com position  and Mozart used th e  in tro d u ctio n  in  a 

s e r ie s  o f  mature sym phonies, r e v e r tin g  to  th e  p r a c t ic e  o f  not u sing  

an in tro d u ctio n  fo r  h is  l a s t  two sym phonies. Beethoven was not as 

regu lar  in  h is  usage and a f te r  th e  f i r s t  two sym phonies, he a l t e r ­

nates symphonies w ithout in tro d u ctio n s  (N os. 3 , 5 , 6 , 8 , 9) w ith  

th o se  which use them (N os. 4 and 7 ) .  Let us now examine th e  sym­

phonies o f  th e se  composers which use th e  slow  in tr o d u c tio n .

42
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Joseph Haydn -  (1732-1809)

Haydn uses th e  in tro d u ctio n  in  t h ir t y  symphonies w r itten  

during four d if fe r e n t  periods in  h is  l i f e .  The f i r s t  o f  th e se  

periods i s  1761-1765. At t h is  tim e he had ju s t  arrived  in  E isen -  

s ta d t and was beginning h is  long period o f  employment w ith the  

Esterha^y fam ily . The s e r ie s  o f  symphonic works which he wrote 

at t h i s  tim e shows him in  a period o f  exp erim en tation ; th e  in tr o ­

ductions are o f  d if fe r in g  form s, and symphonies using in tro d u ctio n s  

are in ter sp ersed  w ith  other symphonies u sing e n t ir e  slow  movements 

as t h e ir  opening movements. In h is  book The Symphonies o f  Joseph 

Haydn, H. C. Robbins Landon sa y s ,

. . . Haydn was s t i  11 not s a t i s f i e d  w:i t h  th e  customary order 
o f  th e  four movements which . . . now c o n s is te d  o f  A llegro  -  
Adagio (Andante) -  Minuet and Trio -  F in a le  (A lleg r o ;P resto ;
Vivace; e t c . ) .  Borrowing a l e a f  from th e  o ld  Church Sonata 
( sonata da c h ie s a ) ,  which u su a lly  commenced w ith an e leg a n t  
Grave or Adagio, Haydn reversed  th e  order o f  th e  f i r s t  two 
movements and began th e  symphony w ith  an e n t ir e  Adagio move­
ment . . . . The two e a r l i s t  examples o f  t h is  new form are  
Symphonies 5 and 11. During th e  year 1764 Haydn wrote two 
fu rth er  works w ith opening Adagio movements (N os. 21 and 2 2 ) ,  
w hile  No. 18 was probably w r itte n  a l i t t l e  b efore  t h is  d a te . 
Nos. 34 ( c .  1765) and 49 (1768) are th e  l a s t  two examples o f  
t h is  type o f  symphony. . . . In s e v e r a l symphonies Haydn a t -  
temped a hybrid form, in  which a long slow  in tro d u ctio n  took  
th e  p lace  o f  th e  opening A dagio; Nos, 6 and 7 employ short 
opening adagios which probably have some s ig n if ic a n c e  in  th e  
gen era l programmatic scheme, but No. 15 a c tu a lly  uses th e  
old  French Ouverture form o f  L ully (s low  -  fa s t  -  s low ) for  
i t s  i n i t i a l  movement. No. 2 5 , apparently  w r itten  about th e
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same t im e , begins w ith a p rotracted  Adagio which i s  n e ith er  
an in tro d u ctio n  in  th e  s t y le  o f  Nos. 6 and 7 nor a com plete 
opening slow  m ovem ent.^

These symphonies are fo llow ed  by th e  group Nos. 26 -  49 which do

not use any in tro d u ctio n s and were w r itte n  between 1766-1772.

Between 1773 and 1775, Haydn once again  wrote symphonies w ith slow

in tr o d u c tio n s . In th e  words o f  Landon,

. . .  Haydn again  tak es up th e  problem o f  quick or slow  opening 
and a r r iv e s  a t the s a t is fa c to r y  s o lu t io n  o f  a slow  in tr o d u c tio n . 
I t  i s  noteworthy th a t a whole s e r ie s  o f  works suddenly in tr o ­
duces a short opening Adagio or Largo: Nos. 50 (1 7 7 3 ), 55
(1 7 7 4 ), 57 (1 7 7 4 ), 60 (1775) and No. 53 ( c .  1778). There i s  
much to  su ggest th a t th e  opening slow  movements o f  th e  e a r ly  
E sterhazy period are th e  d ir e c t  p red ecessors o f  Haydn’s famous 
slow  in tr o d u c tio n s . ^

This period  between 1773 and 1775 thus i s  th e  f i r s t  period  o f  tru e  

in tro d u ctio n s in  Haydn’s com p osition a l growth. The te n  sym phonies, 

Nos. 61 through 70 , w r itten  between 1776 and 1779 once again  do 

not co n ta in  in tr o d u c tio n s . In 1780 and 1781, Haydn retu rn s to  th e  

use o f  th e  in tro d u ctio n  in  Symphonies Nos. 71, 73 , and 75. The 

years 1782-1785 again  bring a group o f  sym phonies, Nos. 76 through 

83 w ithout in tro d u ctio n s . From 1786 through th e  end o f  h is  symphon­

ic  career in  1795, he alm ost always used th e  in tr o d u c tio n . Of th e

21 symphonies w r itte n  during t h i s  period  only th r e e ,  Nos. 87, 89,

1 7

'Landon, Symphonies, pp. 216-218.

18 Landon, Symphonies, pp. 217-218.
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and 95 do not have in tr o d u c tio n s . Thus a study o f  th e  symphon­

ie s  o f  Joseph Haydn shows c y c le s  o f  use and non-use o f  th e  in tr o ­

d u ction .

A. 1759-60 Symphonies 1-5 No in tro d u ctio n s
B. 1761-65 Symphonies 6-25 Some in tro d u ctio n s
C. 1766-72 Symphonies 26-49 No in tro d u ctio n s
D. 1773-75 Symphonies 50-60 Used in tro d u ctio n s
E. 1776-79 Symphonies 61-70 No in tro d u ctio n s
F. 1780-81 Symphonies 71-75 Used in tro d u ctio n s
G. 1782-85 Symphonies 76-83 No in tro d u ctio n s
H. 1786-95 Symphonies 84-104 Used in tro d u ctio n s

During p eriods A, B, and C in  th e  above c h a r t , Haydn a ls o  opened 

some symphonies w ith  com plete slow  movements.

M ichael Haydn (1737-1806)

Johann M ichael Haydn, th e  younger brother o f  Franz Joseph, 

wrote in  th e  symphonic idiom from th e  la t e  1750's u n t i l  1789. Like 

h is  brother he used th e  in tro d u ctio n  only fo r  c e r ta in  symphonies 

and th e s e  symphonies form a b lock  during th e  th ir d  quarter o f  h is  

symphonic w ritin g  (1 7 74 -1785). A le s s  fa m ilia r  composer than the  

other composers s tu d ie d , h is  symphonies have, for  th e  most p a r t ,  

not been p u b lish ed . Landon says th a t "Michael composed se v e r a l

19dozen sym phonies, many o f  which are o f  a high a r t i s t i c  s ta n d a rd ." 

During h is  l i f e t im e ,  for  exam ple, on ly  th ree  were published  —

19
M ichael Haydn, S in fon ia  in  D-Dur, ed . and w ith  a p reface  

by H. C. Robbins Landon, Vol 20 o f  D ile t to  M usicale (V ienna:
Verlag D oblinger, 19 6 2 ), p . 2 .
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2 0by A r ta r ia . S evera l o f  M ichael Haydn’s works in c lu d in g  some 

symphonies were erroneously  published  under th e  name o f  h is  bro­

th e r ,  and a G major symphony o f  1783 was published  as Symphony No. 

37, K. 444 o f  Mozart. In f a c t ,  Mozart wrote on ly  th e  slow  in tr o ­

duction  o f  t h is  symphony o f  M ichael Haydn, performing i t  in  Linz 

in  October o f  1783. At th e  presen t tim e (1976) V erlag Doblinger  

in  Vienna as a part o f  th e ir  s e r ie s  D ile t to  M usicale i s  attem pting  

to  p u b lish  performing e d it io n s  o f  h is  sym phonies, indeed s e v e r a l  

are a lread y  p u b lish ed . Lothar Herbert Perger published  se v e r a l  

scores  to g eth er  w ith  a them atic index o f  M ichael Haydn's in s tr u ­

mental works in  th e  Denkmffler der Tonkunst in  O sterr e ich , (<Jg XIV, 

2 ) V ol. 29 . In stud ying  t h i s  them atic index which l i s t s  33 com­

p le te  symphonies w r itte n  between 1760 and 1789, (p lu s  Nos. 34-52  

as fragments or p a r t ia l  works) and th e  modern published  symphonies 

both in  DTOe and P.M ., th e  author found th a t th ere  appear t o  be 

four symphonies which have in tr o d u c tio n s . Although a l l  four are  

l i s t e d  in  th e  D ile t to  M usicale c a ta lo g u e , a t t h i s  tim e only D.M. 

317 and D.M. 20 are a v a ila b le .  T h erefore, th e se  two in tro d u ctio n s  

w i l l  be d iscu ssed  in  t h i s  paper. The fo llo w in g  chart shows th e  

symphonies o f  M ichael Haydn which co n ta in  in tr o d u c tio n s .

^°Landon, P reface to  D ile t to  M usicale Vol 2 0 , p. 3.
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D ile t to  M usicale Perger Index Key Date

D.M. 317 P. 21 ,
21

P. 11 D major 1774
D.M. 20 P. 42 D major 1778
D.M. 348 P. 14 F major 1779
D.M. 350

00f—
l« Bb major 1784

The e a r l ie r  symphonies l i s t e d  in  th e  Perger index appear 

to  be con stru cted  on th e  fam ilia r  four movement p la n , but in  h is  

la t e r  sym phonies, Michael Haydn p referred  th e  th ree  movement I t a l ­

ian  form. Of th e  four examples which have in tr o d u c tio n s , on ly  th e  

f i r s t  (1774) con ta in s four movements.

M ichael Haydn wrote te n  symphonies between November 1760 

and August 1773, none o f  which used in tro d u ctio n s  but a l l  except 

two o f  which contained  four movements (e x c e p tio n s :  Nos. 4 and 8 ) .

Some o f  th e  symphonies w r itten  between 1774 and 1785 co n ta in  in tr o ­

ductions and some do n o t. In 1779, w ith  th e  Symphony No. 14 ,

Haydn began to  c o n s is te n t ly  use th e  th ree  movement symphonic form 

in stea d  o f  th e  four movement v a r ie ty ,  to g eth er  w ith  th e  in tro d u c­

t io n .  A fter 1784, Haydn used th e  th ree  movement form w ithout 

in tro d u ctio n .

D.M. 317 appears to  con ta in  th e  f i r s t  movement o f  Perger 
21 (10 March 1785) to g eth er  w ith th e  second , t h ir d ,  and fourth  
movements o f  Perger 11 (17 A p ril 1774). The p reface  o f  th e  D ile t to  
M usicale e d it io n ,  however, s ta t e s  th a t th e  com plete symphony i s  taken  
from an autograph sco re  in  th e  Music Department o f  th e  N ational 
Sz£ch£nyi Library under th e mark Ms. mus. I I .  Nr. 68 and w ith  th e  
date S a lisb  [urgi] : 17 Apr: 774 on i t .
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1760-73
1774-85
1786-89

No in tro d u ctio n s  
Some in tro d u ctio n s  
No in tro d u ctio n s

Wolfgang A. Mozart (1756-1791)

Of th e  41 symphonies which were w r itten  by Mozart ( in c lu d ­

ing K. 444 o f  M ichael Haydn), on ly  four use in tro d u ctio n s; Nos.

36 (1 7 8 3 ), 37 ( M.Haydn, 17 8 3 ), 38 (1 7 8 6 ), and 39 (1 7 8 8 ). We se e  

o b v iou sly  th a t Mozart u t i l i z e d  th e  slow  in tro d u ctio n  on ly  in  h is  

symphonies between 1783 and 1788. During 1788, Mozart wrote two 

a d d it io n a l sym phonies, Nos. 40 and 41 which did not use in trod u c­

t io n s .  In th e  period  from th e  f i r s t  occurrence o f  an in tro d u ctio n  

in  h is  symphonies (1783) to  th e  tim e o f  h is  death in  1791, Mozart 

a ls o  wrote s ix  op eras, th ree  o f  which ( Don Giovanni -  1787, Cosi 

Fan T u tti -  1790, and Die Z au b erflo te -  1791) u t i l i z e d  th e  in tr o ­

d u ctio n . Why did Mozart sometimes use th e  in tro d u ctio n  and other  

tim es d isregard  i t ?  In speaking o f  th e  year 1783, Georges de 

S a in t-F o ix  sa y s , "At t h i s  period  in  h is  a r t i s t i c  career Mozart

seems to  have regarded a slow  in tro d u ctio n  as alm ost in d isp en sa b le

22
fo r  th e  opening o f  a grand symphony."

22 S a in t-F o ix , Symphonies, p . 157
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Each o f  th e se  Mozart in tro d u ctio n s has i t s  own p a r ticu la r

q u a lity  due to  various fa c to rs  in c lu d in g  o r c h e s tr a tio n , m o t if ic -

23them atic c o n str u c tio n , and apparent purposes. These symphonies 

are g en era lly  w r itten  for s t r in g s ,  woodwinds in  p a ir s ,  p a irs  o f  

horns and/or trum pets, and tim pan i. Each symphony i s  m issing at 

le a s t  one woodwind instrum ent: No. 36 has no f lu te  or c la r in e t ,

No. 37 has no f l u t e ,  c la r in e t ,  b assoon , trumpet or tim p an i, No.

38 has no c la r in e t ,  and No. 29 has no oboe.

The in tro d u ctio n  o f  th e  Symphony No. 36 , K. 425 has been

24
described  by Tovey a s ,  ". . . an a r c h ite c tu r a l p o r t ic o ."  E in ste in

r e fe r s  t o  i t  as having a , . . hero ic  beginning and th e  p lay o f

l ig h t  and shade th a t fo llo w s , Cleads7 from th e  most tender lo n g -

25
ing to  th e  most in te n se  a g ita t io n ."  An a n a ly s is  o f  t h i s  n in e­

te e n  measure in tro d u ctio n  shows a moderate use o f  f i r s t  in v er sio n  

tr ia d s  and a few seventh  chords. The primary rhythmic fea tu re  

i s  th e  use o f  dotted  p a ttern s in  th e  s t y le  o f  th e  French O verture. 

M elo d ica lly , i t  v a r ie s  between th e  use o f  t r ia d ic  themes and chro­

m atic m o tifs .

2 3 For t h e  p u r p o se s  o f  t h e  in t r o d u c t io n  s e e  page 2 1 .

24 Donald Francis Tovey, Essays in  M usical A n a ly s is , V o ls. I 
and I II  (London: Oxford U n iv ers ity  P re ss , 1935 ), p. 184.

23A lfred E in s te in , Mozart, His Character His Work, t r a n s , 
Arthur Mendel and Nathan Broder (New York: Oxford U n iv ers ity  P ress ,
19 4 5 ), p . 231.
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The in trod u ction  which Mozart wrote for th e  G major Sym­

phony o f  M ichael Haydn i s  tw enty measures in  len g th  and appears 

to  have no outstanding c h a r a c te r is t ic s .  I t seems to  be a s t r i c t l y  

fu n c tio n a l in tro d u ctio n  c o n s is t in g  o f  two b a s ic  m o tifs , ( 1 ) a d is ­

ju n ct p a ttern  o f  quarter n o te , quarter r e s t ,  and s ix te e n th  note;

and ( 2 ) a sim ple m elodic m o tif w ith  accompaniment.

The lo n g est in tro d u ctio n  w r itten  by Mozart i s  th e  one for  

th e  Symphony No. 38 , K. 504 th e  "Prague" symphony. This th ree  

movement symphony which was w r itten  in  1787 between th e  com position  

o f  Le Nozze d i Figaro and Don G iovanni, shares many q u a l i t i e s  w ith  

th e se  two great op eras. An a n a ly s is  o f  t h is  in tro d u ctio n  w i l l  be 

presented  in  Chapter VI.

The la s t  symphonic in tro d u ctio n  o f  Mozart i s  found in  th e

Symphony No. 39 in  Eb, K. 543. This symphony i s  th e  f i r s t  o f  the

f in a l  t r i lo g y  o f  symphonies which was completed between June 26 

and August 10 , 1788. I t  i s  in te r e s t in g  to  note th a t in  th a t same 

y e a r , M ichael Haydn wrote a s e t  o f  seven symphonies w ith in  a s ix  

week period  from January 2 to  February 19. W ritten in  th e b r i l ­

l ia n t  key o f  Eb, th e  Symphony No. 39 has b een  c o n s id e r e d  by many 

m usicians and w riter s  to  be a l in k  between Mozart and Beethoven.
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2 6
Kretchmar, in  f a c t ,  r e fe r s  to  i t  as "Mozart’s E ro ica ."  I t  not 

only shares th e  same key , but a ls o  a p r in c ip a l t r ia d ic  theme w ith  

th e  "Eroica Symphony" o f  Beethoven. There are a ls o  s im i la r i t i e s  

between t h i s  symphony and th e  Eb symphony o f  M ichael Haydn, Perger 

No. 17 (August 1 7 8 3 ), th e  symphony o f  M ichael Haydn which immedi­

a te ly  fo llow ed  th e  G major for  which Mozart wrote th e  in tr o d u c tio n .  

Otto Jahn r e fe r s  to  M ozart’s Symphony No. 39 a s ,  "Mozart’s rom antic 

s y m p h o n y . C e r t a i n l y  th e  in c lu s io n  o f  th e  c la r in e t  in  th e  orch­

e s tr a t io n  o f  t h i s  symphony h elps to  g iv e  i t  a warmer and more r o ­

mantic temperament.

T w enty-five measures lo n g , t h is  Adagio in tro d u ctio n  i s  

w ritten  in  C (Common) m eter. The most frequent rhythmic fea tu res  

are th ir ty -se c o n d  note sc a la r  passages and th e  use o f  dotted  and 

double dotted  p a tte r n s . There are only  s ix  measures o f  th e  e n t ir e  

in tro d u ctio n  which do not con ta in  dotted  rhythm s, and i f  one d is ­

regards th e  four c a d e n tia l m easures, th e  two rem aining measures 

con ta in  syn cop ation . I t  i s  thus an in tro d u ctio n  w ith  con stant  

rhythmic in t e r e s t .  A rhythmic p edalpoin t dominates th e  n in th

“̂ W olfgang A. Mozart, Symphony, K. 543 w ith  a forward by 
Theodor Kroyer (London: Ernst Eulenberg, L td ., n .d . ) ,  n .p .

27Otto Jahn, The L ife  o f  Mozart Vol I I I  (London: Ewer and
Company, 18 8 2 ), p . 34.
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through seven teen th  measures ending w ith th e  c la sh in g  suspension  

d issonance o f  C and Db over a Bb minor chord. Measures 22 to  24 

produce a harm onically u n se tt le d  e f f e c t  through th e  use o f  a m elodic 

l in e  composes o f  a r i s in g  dim inished sev en th , fo llow ed  in  th e  same 

d ir e c t io n  by an augmented fo u rth . This melody i s  then  r e so lv e d  

downward ch rom atica lly  to  th e  cadence. Not only does t h i s  melody 

appear in  one v o ic e  but i t  i s  a ls o  used in  im ita tio n  a t th e  o c ta v e .

Ludwig van Beethoven (1770-1827)

Of th e  n ine symphonies which were w r itten  by Beethoven  

between 1800 and 1824, four co n ta in  in tro d u ctio n s  o f  th e  typ e we 

have been d isc u ss in g  (N os. 1 , 2 ,  4 ,  and 7 ) .  In a d d itio n  to  th e  

in tro d u ctio n  in  th e  f i r s t  movement o f  th e  Symphony No. 1 , th e r e  i s  

a ls o  a sh ort in tro d u ctio n  to  th e  l a s t  movement. The Symphony No.

3 a ls o  has an e f f e c t iv e  in tr o d u c tio n , but i t  c o n s is t s  o f  on ly  two Eb 

’'hammerstroke” chords and thus does not f a l l  in to  th e  g en era l form 

o f  th e  slow  in tro d u ctio n . The slow  in tro d u ctio n s  o f  Beethoven  

belong to  two d if fe r in g  typ es — sim ple and complex. The in trod u c­

t io n  in  th e  seventh  symphony i s  extrem ely complex. I t  i s  d iv id ed  

in to  s e v e r a l  s e c t io n s ,  has important m elodic m a te r ia ls , and i s  

considered  by many to  be th e  g r e a te s t  th a t he w rote. The op p o site  

o f  t h i s  in tro d u ctio n  in  terms o f  com plexity  and le n g th , although  

not o f  e f f e c t iv e n e s s ,  i s  th e  in tro d u ctio n  to  th e  fourth  movement
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o f  th e  f i r s t  symphony. Here Beethoven uses only a s c a le ,  s ta r t in g  

w ith  th ree  notes and by adding one note a t a tim e a r r iv in g  a t a 

seven  note s c a le  beginning on th e  dominant. The aura o f  drama and 

suspense i s  created  by th e  use o f  r i s in g  motion and adding on each 

phrase a su b d iv is io n  o f  th e  b a s ic  rhythm.

The in tro d u ctio n  which opens th e  f i r s t  movement o f  t h i s  C 

major Symphony o f  1800 i s  o f  in t e r e s t  in  a harmonic s e n se . The 

in tro d u ctio n  begins w ith  a s e r ie s  o f  f i f t h  r e la t io n s h ip s  w ith  th e  

f i r s t  chord a major/minor seven th  b u i l t  on th e  to n ic  and moving to  

F. An a n a ly s is  o f  th e  f i r s t  four measures shows th e  fo llo w in g  

harmonic p ro g ressio n : V7/IV -  IV, V7 -  v i ,  V7/V, V. A fter th e

shock o f  th e  b eg in n in g , th e  harmony s e t t l e s  down to  b a s ic  p a ttern s  

using I ,  IV, V, and v i  in  ro o t p o s it io n  and in  in v e r s io n s .

The second symphony in  D major, Op. 35 , b eg ins w ith  a 

s l ig h t ly  more com plicated  in tr o d u c tio n . As opposed to  th e  12 

measures o f  th e  C major in tr o d u c tio n , t h i s  in tro d u ctio n  con ta in s  

33 measures and con ta in s more d iv e r s i f ie d  elem ents than th e  sim ple  

ch ord s, s c a le s ,  and sim ple melody o f  th e  C major symphony. This 

in tro d u ctio n  w i l l  be d iscu ssed  in  d e t a i l  in  Chapter VI along w ith  

other D major symphonies o f  Joseph Haydn, M ichael Haydn, and Mozart.
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The Bb Symphony, Op. 60 was w r itten  in  1807 and begins  

w ith  an in tro d u ctio n  o f  38 m easures. This Adagio in tro d u ctio n  

i l lu s t r a t e s  s e v e r a l Beethoven c h a r a c t e r is t ic s .  I t  opens w ith a 

unison Bb p iz z ic a to  from th e  s t r in g s ,  w ith th e  winds hold ing a 

to n ic  pedal for  f i v e  m easures. (T his in tro d u ctio n  b eg ins in  th e  

to n ic  m inor.) Over th e  to n ic  pedal th e  s tr in g s  move slow ly  through 

i v ,  i ,  and v i  to  end on V. The dominant l e v e l  o f  F i s  m aintained  

w h ile  th e  s t r in g s ,  f i r s t  a lon e and th en  to g eth er  w ith  th e  winds 

o u t lin e  various chords. The e n t ir e  p a ttern  i s  then  rep ea ted , t h is  

tim e w ith th e  pedal ending on v i  as b e fo r e , but ch rom atica lly  

changing to  bring th e  work to  F#. We remain a t th a t harmonic 

l e v e l  fo r  seven  measures adding dim inished tr ia d s  and an F#9 chord 

and suddenly r e so lv e  to  th e  N eapolitan  o f  G. This s e c t io n  i s  f o l ­

lowed by a modulatory one: G, G7,C, A7, d , Bb, E7, a ,  w ith a strong

cadence on A. Beethoven then uses th e  A as th e  th ir d  in  an F7 

chord and ends th e  in tr o d u c tio n . The f i r s t  chord o f  th e  A llegro  

v iv a c e , however, i s  not a to n ic  Bb but in stea d  Beethoven con tin u es  

th e  F7 or dominant seventh  chord. He con tin u es t h i s  chord for  

four measures b efore f in a l ly  a r r iv in g  a t th e  t o n ic ,  and we see  

for  th e  f i r s t  tim e in  a symphony o f  Beethoven a t r a n s it io n  which 

l in k s  th e  in tro d u ctio n  and e x p o s it io n , w ith  equal numbers o f  mea­

sures (4 )  on each s id e  o f  th e  double b ar. This i s  an idea which 

Beethoven w i l l  retu rn  to  in  th e  seventh  symphony when th e  main
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theme and to n a l i t y  o f  th e  e x p o s it io n  w i l l  not emerge u n t i l  th e  

f i f t h  measure o f  th e  e x p o s it io n . The in tro d u ctio n  o f  B eethoven's  

Symphony No. 4 develops beyond th a t o f  th e  second symphony in  th a t  

( 1 ) he employs p ed a lp o in ts  to  a g rea ter  d egree , ( 2 ) he a rp egg ia tes  

chords w ith  sh ort n otes (e ig h th  fo llow ed  by e igh th  r e s t )  as m elodic 

m a te r ia l, and (3 )  he co n stru cts  a new typ e o f  b ridge or t r a n s it io n a l  

passage t o  connect th e  in tro d u ctio n  and th e  e x p o s it io n .

The la s t  symphonic in tro d u ctio n  o f  Beethoven, th a t o f  th e  

seventh  symphony w i l l  be d iscu ssed  in  Chapter VI.
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CHAPTER VI

AN ANALYSIS OF SELECTED INTRODUCTIONS

For ease  in  making comparisons and to  emphasize s e v e r a l  

d if f e r in g  id eas which a r is e  w ith in  th e  in tr o d u c tio n s , th e  author

2
has chosen th e  fo llo w in g  two groups o f  in tro d u ctio n s  fo r  a n a ly s is .

(1 )  One example by each o f  th e  four composers stu d ied  each o f  which 

was w r itten  in  th e  key o f  D major.

(2 )  A second group o f  symphonies which show d is t in c t iv e  in d iv id u a l  

c h a r a c te r is t ic s  w i l l  a ls o  be d isc u sse d .

J . Haydn 
M. Haydn 
Mozart
Beethoven

Symphony No. 6 ("Le Matin") 
Symphony (1774) D.M. 317 
Symphony No. 38 , K. 504 
Symphony No. 2 ,  Op. 36

J . Haydn 
Beethoven

Symphony No. 103 
Symphony No. 7 , Op. 92

28,Scores fo r  th e se  s ix  in tro d u ctio n s  may be found in  th e
Appendix.

56
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Group I

S ince th e  key o f  D major i s  a c o u s t ic a l ly  th e  b est key for  

a l l  s tr in g s  i t  was popular w ith  in stru m en ta l composers during th e  

Baroque and C la s s ic a l  p er io d s . I t  i s  fo r  t h i s  reason  th a t th e  

author has chosen to  begin  t h is  chapter by d isc u ss in g  symphonies 

w ritten  in  t h i s  key by each o f  th e se  four composers.

J . Haydn -  Symphony No. 6 

Both th e  f i r s t  and la s t  symphonies in  which Haydn used th e  

slow in tro d u ctio n  are w r itten  in  th e  key o f  D major (N os. 6 , 1 0 4 ).

In a d d itio n  to  th e se  two sym phonies, Haydn wrote another n ine D 

major symphonies w ith  in tro d u ctio n s  (N os. 15 , 53 , 57 , 73 , 75 ,

86 , 93, 96, 1 0 1 ). The Symphony No. 6 , s u b t i t le d  "Le Matin", con ta in s  

th e  sh o r te s t  as w e ll as th e  f i r s t  symphonic in tro d u ctio n  composed 

by Haydn. Only 6 measures lo n g , i t  opens a movement o f  118 m easures. 

W ritten in  th e  Tonic key o f  th e  symphony, marked Adagio w ith  th e  

e x p o s it io n  marked A llegro  i t  i s  in  common meter (C) w ith th e  ex ­

p o s it io n  w r itten  in  3 /4 . Harmonically th e  in tro d u ctio n  i s  q u ite  

sim ple w ith e ith e r  th e  to n ic  or a to n ic  pedal extend ing fo r  four 

m easures, to  be fo llow ed  by two measures o f  dominant. The to n ic  

i s  rea ffirm ed  by th e  f i r s t  chord o f  th e  e x p o s it io n . The on ly  other

harmonies used in  t h i s  in tro d u ctio n  are IV6 in  measure th ree  and

4
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#IV^ in  measure fou r. A dotted  rhythm i s  used throughout measures 
5

3 -6 .

The f i r s t  v io l in s  beg in  th e  in tro d u ctio n  w ith a dotted  

rhythmic f ig u r e  and th e  seconds jo in  them in  th e  second measure. 

Winds ( f l . , 2 o b .,  b s s . )  en ter  in  measure 3 and con tin u e for  th e  

remainder o f  t h is  in tro d u ctio n . The purpose appears to  be th a t o f  

a fa n fa re  even though i t  b eg ins a t a p ian issim o  l e v e l ,  and i t  an­

nounces th e  beginning o f  t h i s  symphony.

M. Haydn -  Symphony (1774) D.M. 317 

The D major Symphony o f  1774 con ta in s th e  lo n g est  in trod u c­

t io n  o f  th e  four published  symphonies o f  M ichael Haydn. I t  i s  40 

measures long w ith a tempo marking o f  A lleg ro  and a meter s ig n a tu re  

o f  2 /4 .  The fo llo w in g  e x p o s it io n  i s  w r itte n  in  3 /4  meter and i s  

marked A lleg ro  s p ir i t o s o .  This in tro d u ctio n  e x h ib it s  one o f  M ichael 

Haydn’s com p osition a l w eaknesses — th e  c o n s is te n t  use o f  phrases  

o f  equal le n g th . I t  i s  e n t ir e ly  composed o f  four measure phrases 

combining to  form e ig h t measure p er io d s . This r e g u la r ity  may be 

b alanced , but i t  can e a s i ly  bore not on ly  th e  l i s t e n e r  but a ls o  th e  

p e r fo r m e r . I t  i s  th e  use o f  balanced ir r e g u la r ity  th a t s e t s  apart 

th e  tr u ly  great composers from th e  good composers such as M ichael 

Haydn.
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In t h is  in tro d u ctio n  Haydn has used some in te r e s t in g  id e a s , 

however. The f i r s t  phrase ends on th e  to n ic  w h ile  th e  second phrase, 

and end o f  th e  f i r s t  p er io d , ends on th e  dominant. This period  

i s  o r ig in a l ly  p layed by th e  s tr in g s ;  i t  i s  then repeated  w ith winds 

added t o  th e  o rch estra tio n  — 2 ob oes, 2 b assoon s, and 2 horns.

Haydn uses th e  same o r c h e s tr a t io n a l p lan  fo r  th e  next p er io d .

This tim e th e  f i r s t  phrase begins on V2 , ends on V, and th e  second  

phrase b eg in s on I 7 and ends on I .  A fter th e  rep eat o f  t h i s  period  

w ith  th e  w inds, th ere  are two c a d e n tia l phrases o f  four measures 

each , th e  f i r s t  o f  which a lte r n a te s  I  and V, and th e  second ends 

th e  in tro d u ctio n  w ith  th ree  out o f  four measures o f  IV. Ending th e  

in tro d u ctio n  on th e  subdominant i s  not a common p r a c t ic e .  U sually  

an in tro d u ctio n  would end on th e  dominant. Haydn b eg in s h is  expo­

s i t i o n  not on th e  customary to n ic  but on th e  dominant, and does 

not a r r iv e  a t a root p o s it io n  to n ic  chord u n t i l  th e  f i f t h  measure.

The harmonic movement o f  th e  f i r s t  f iv e  measures o f  th e  e x p o s it io n  

i s :  V, I 6 -  V, I 6 , Vg,- and f in a l ly  I .

This in tro d u ctio n  appears to  have much more m elodic appeal 

than th e  average. Of th e  in tro d u ctio n s  o f  both Haydn brothers  

and Mozart, t h is  example i s  probably th e  most " sin g a b le”. The 

opening melody sounds more l ik e  th e  beginn ing o f  an e x p o s it io n  

than an in tro d u ctio n .
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P

This typ e o f  m elodic appeal in  th e  in tro d u ctio n  i s  a ls o  found in  

th e  other symphonies o f  M ichael Haydn th a t were stu d ied  by th e  

author and thus appear to  be an elem ent in  h is  p erson a l s t y l e .

This p a r t ic u la r  in tro d u ctio n  a ls o  con ta in s many ap p oggiatu ras, a 

few more than in  th e  other in tro d u ctio n s  o f  M ichael Haydn. The use  

o f  s ig n if ic a n t  amounts o f  ornam entation a ls o  appears to  be a part 

o f  h is  com p osition a l s t y l e .

W. A . Mozart -  Symphony No. 38, K. 504 

Completed in  Vienna on December 6 , 1786, and premiered 

by Mozart in  Prague on January 6 , 1787, t h is  symphony, l ik e  s e v e r a l  

o f  h is  e a r ly  sym phonies, co n ta in s on ly  th r e e  movements — lack in g  

a Minuet, to -itten  during th e  period  between th e  com position  o f  

Le Nozze d i Figaro and Don G iovanni, th e  "Prague Symphony" shares
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many q u a l i t ie s  w ith th e se  two great op eras. The in tro d u ctio n  i s  

c lo s e ly  r e la te d  to  Don Giovanni not on ly  in  i t s  rhythmic con stru c­

t io n ,  but a ls o  in  th e  use o f  a chrom atic passage near th e  end o f  

th e  in tro d u ctio n  which i s  a sso c ia te d  in  th e  opera w ith th e  s ta tu e  

and th e  symbol o f  heavenly vengeance.

W ritten in  common meter and marked A lle g ro , t h i s  t h ir t y -  

s ix  measure in tro d u ctio n  i s  th e  lo n g est in tro d u ctio n  th a t Mozart 

ever composed. In a d d itio n  to  t r ia d ic  (meas. 1 -3 , 16-27) and 

chrom atic themes (m eas. 10 , 2 9 , 31 , 3 4 ) , th e  tim pani p la y s an 

important m elodic and rhythmic part in  a l l  th e  even numbered mea­

su res from measure 16 to  measure 26 . Even though t h is  i s  ju s t  a 

s in g le  p itc h  in  each measure i t  i s  t r u ly  an important elem ent in  

th e  in tro d u ctio n .
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Tr.

Timp.

Vl.I

vi.n

Via.

Vic. 
e Cb.

Ob.

C o r .

T r.

Timp.

V l.I

vi.n

V ia .

Vic. 
e  C b .

1♦
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The dynamic range used in  t h is  in trod u ction  i s  th e  most 

varied  th a t Mozart uses in  any o f  th e  symphonies or o vertu res:  

pp /  p /  f  /  fp /  s fp . The dynamic range o f  t h i s  in tro d u ctio n  

i s  a ls o  wider than th a t o f  th e  remainder o f  th e  movement which 

uses only f  and p. Diminished chords and chords o f  th e  seventh  

and n in th  make up th e  harmonic language o f  t h i s  in tro d u ctio n .

An in v er ted  pedalpoin t in  th e  la s t  f iv e  measures i s  used in  a 

fa sh io n  which w i l l  become an important c h a r a c te r is t ic  o f  th e  s t y le  

o f  Beethoven. The in stru m en tation  i s  th e  la r g e s t  th a t Mozart 

had used up to  th a t tim e.

Harmonically t h is  in tro d u ctio n  has s e c t io n s  which tend to  

negate key fe e l in g  through th e  use o f  th ir d  r e la t io n s h ip s  (meas. 

3 - 6 ) ,  and s e c t io n s  which s tr o n g ly  reen fo rce  i t  (meas. 2 8 -3 6 ) .

There are s e c t io n s  in  th e  to n ic  major (m eas. 1 -3 )  and in  th e  to n ic  

minor (meas. 16-17) and i t s  submediant (meas. 1 8 -1 9 ).

The in tro d u ctio n  i s  d iv id ed  in to  th ree  s e c t io n s .  The f i r s t  

(meas. 1 -1 5 ) begins w ith  a fa n fa re  m o tif  in  th e  to n ic  (m eas. 1 -3 ) .  

This i s  fo llow ed  by a passage o f  to n a l u n certa in ty  (m eas. 4 - 6 ) .

In th e middle o f  measure 6 we b eg in  th e  second part o f  th e  f i r s t  

s e c t io n  on a dominant seven th  chord. This s e c t io n  uses suspensions  

and chrom atic l in e s  and ends a t measure 15; th e  second major s e c t io n  

(meas. 1 6 -27 ) which b eg ins in  th e  to n ic  minor (d ) and moves to
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i t s  major submediant (B b), i s  dramatic w ith i t s  sudden dynamic 

changes and i t s  rhythmic tympani p ed a l. The th ir d  s e c t io n  (meas. 

28-36) on th e  dominant, i s  b u i l t  above a p ed a lp o in t, f i r s t  in  th e  

’c e l l i  and b asses  (meas. 28 -31 ) and then in  th e  f lu t e s  (meas.

32 -33 , 3 5 -3 6 ). This th ir d  s e c t io n ,  l ik e  th e  f i r s t  i s  d iv ided  

in to  two p arts — w ith th e  f i r s t  part co n ta in in g  double dotted  

n otes marked s fp  a lte r n a t in g  w ith  upward chrom atic s c a le s  with  

crescen d o s. The second part slow s th e  drama and ends w ith two 

measures o f  pp.

Thus we see  th a t t h i s  in tro d u ctio n  i s  d iv id ed  in to  th ree  

s e c t io n s  w ith th e  f i r s t  and th ir d  each subdivided in to  two unequal 

p a r ts . Each o f  th e  th ree  major s e c t io n s  has a d if fe r e n t  dramatic 

purpose, and each d if f e r s  in  i t s  m elod ic , dynamic, and rhythmic 

m a te r ia ls .

L. van Beethoven -  Symphony No. 2 ,  Op. 36 

F ir s t  performed in  A p r il o f  1803, th e  D major Symphony 

o f  Beethoven i s ,  in  th e  au th or’s o p in io n , th e  most jo y fu l  o f  th e  

n in e . The in tr o d u c tio n , Adagio m olto , ( 3 /4 )  i s  33 measures long  

o f  a movement having a t o t a l  len g th  o f  360 m easures. Like th e  

in tro d u ctio n  in  th e  Mozart D major Symphony ju s t  d isc u sse d , t h is  

in tro d u ctio n  i s  d iv id ed  in to  th ree  s e c t io n s .  The f i r s t  s e c t io n ,  

in  th e  hands o f  a le s s e r  composer, might fu n ctio n  as an in tro d u ctio n
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by i t s e l f .  The second s e c t io n ,  in  th e  key o f  th e subm ediant, i s  

more dramatic and th e  th ir d  w ith i t s  long p ed alp o in ts a c ts  as a 

coda. Thus t h is  in tro d u ctio n  m irrors th a t o f  Mozart.

The f i r s t  s e c t io n  (meas. 1 -1 1 ) begins w ith  a unison fan fare

fo llow ed  by a m elodic s e c t io n  w ith  a s o f t  dotted  f ig u r e ,  then  r e ­

tu rn in g  to  th e  fa n fa re . The passage i s  then em bellished  w ith  an 

e ig h th  note pedal in  th e  horns (meas. 8) rep la c in g  th e  dotted  

f ig u r a t io n  o f  measure fou r. The m elodic l in e  a t th e  end o f  measure

e ig h t i s  an in v er sio n  o f  th a t in  measure four which prepares us

for th e  modulation to  th e submediant (B b).

The second s e c t io n  (meas. 12 -22 ) i s  ch a racter ized  by a 

repeated  p ed a l, f i r s t  in  16th n otes (m eas. 12 -16) and then  in  16th  

t r i p l e t s  (meas. 1 3 -2 2 ) . During th e  f i r s t  four measures th e  f i r s t  

v io l in s  and th e  f lu t e  and bassoon a lte r n a te  measures o f  32nd note  

passagework. The la s t  s ix  measures c o n s is t  o f  upward s c a le  passage  

in  64th notes w ith th e  ’c e l l i  and b a sses  p lay in g  th e  f i r s t  h a lf  o f  

each measure and th e  f i r s t  v io l in s  p lay in g  th e  second h a lf .  Beeth­

oven in cr ea se s  th e  drama or em otional content o f  t h i s  s e c t io n  by 

w ritin g  th e  f i r s t  part w ith 16th notes in  th e  pedal a g a in st 32nds, 

and th e second part w ith  16th t r i p l e t s  a g a in st 64th n o te s . Each 

o f  th e se  two s e c t io n s  u t l iz e s  s fp  on th e  downbeat o f  each measure 

and a crescendo in  th e  f in a l  measure. H arm onically, th e  second

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



66

part o f  s ix  measures i s  a c t iv e  w hile  th e  f i r s t  part o f  four measures 

i s  l e s s  a c t iv e  having a constant Bb p ed a l.

The th ir d  s e c t io n  o f  t h is  in tro d u ctio n  (meas. 2 3 -33 ) begins  

w ith  a d minor arpeggiated  fan fare  o f  one measure fo llow ed  by two 

f iv e  measure p h rases. The f i r s t  o f  th e se  i s  b u i l t  above a su s­

ta in ed  horn p ed a l, th e  second w ith an a r t ic u la te d  pedal in  th e  horn 

to g e th er  w ith  16th t r i p l e t  chords in  th e  oboe, f l u t e ,  and bassoon. 

Like th e  second s e c t io n ,  each measure (except th e  l a s t  in  each 

p a r t) begins w ith s f p ,  and th e  la s t  measure o f  each part con ta in s  

a rapid  crescen do. The f in a l  measure, which i s  harm onically a 

dominant sev en th , ends w ith a descending 64th note s c a le  to  th e  

to n ic  a t th e  beginn ing o f  th e  e x p o s it io n .

A Comparison o f  th e  Four In trodu ction s  

The most important d if fe r e n c e  seen  when comparing th e se  

four D major in tr o d u c tio n s , i s  th e  fa c t  th a t th e  two e a r l ie r  ones 

(J . Haydn and M. Haydn) are w r itte n  in  one s e c t io n  w h ile  th e  two 

la te r  ones (Mozart and Beethoven) are w r itte n  in  a typ e  o f  ternary  

form w ith  (1 )  in tr o d u c tio n , (2 )  te n s io n  or drama, and (3 )  coda.

A ll  except th e  in tro d u ctio n  o f  M ichael Haydn, which was prim arily  

m elod ic, con ta in  a la r g e  percentage o f  dotted  notes and rap id  

s c a le  p assa g es . Each o f  th e se  th ree  in tro d u ctio n s a ls o  con ta in s  

passages u sing  p ed a lp o in ts  — e ith e r  su sta in ed  or rep ea ted .
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Dynamic co n tra st i s  important in  a l l  four in tr o d u c tio n s , w ith th is  

aspect o f  somewhat l e s s  importance in  th e  work o f  M ichael Haydn.

Group II

A second group o f  in tro d u ctio n s  w i l l  now be d iscu sse d .

The f i r s t  w i l l  be from th e  Symphony No. 103 o f  Joseph Haydn, a 

symphony in  which m ateria ls  from th e  in tro d u ctio n  form an important 

part o f  th e  r e s t  o f  th e  f i r s t  movement. The second in tro d u ctio n  

to  be stu d ied  in  t h is  group w i l l  be from th e  Symphony No. 7 o f  

B eethoven, an in tro d u ctio n  which not only i s  th e  lo n g est in tr o ­

d uction  w r itten  by any o f  th e se  four com posers, but i s  probably 

th e  most complex in  form and o r c h e s tr a tio n .

J . Haydn -  Symphony No. 103 in  Eb Major

I t  i s  in  t h i s  mature symphony o f  Haydn th a t th e  techn ique

o f  connecting  th e  in tro d u ctio n  and th e  a lle g r o  through them atic

sharing i s  most e a s i ly  p erce iv ed . I t  i s  n o t, however, a unique

example. Haydn began freq u en tly  to  u n ify  th e  in tro d u ctio n s  and the

a lle g r o s  in  th e  period from 1785-1788. Landon sa y s ,

Whether t h is  them atic in terco n n ec tio n  was d e lib e r a te  or sim ply  
one s u b c o n s c io u s  m a n if e s t a t io n  o f  a d e s ir e  to  c r e a te  a more 
u n ifie d  symphonic whole remains an open q u e s tio n . ^

29
Landon, Symphonies, p . 408.
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Of th e  four composers s tu d ie d , Joseph Haydn i s  th e  only one who 

c o n s is te n t ly  uses t h is  tech n iq u e. Mozart uses a short example 

o f  i t  in  th e  Symphony No. 39 where th e  opening Eb descending s c a le  

passage in  th e  f i r s t  v io l in s  retu rn s in  measures 299 and 301 in  th e  

coda. The Symphony No. 103, "With th e  Drum R oll"  o f  Joseph Haydn, 

however, i s  an example where th ere  are se v e r a l re fe ren ces  to  th e  

in tro d u ctio n  w ith in  th e  e x p o s it io n , th e  developm ent, and th e  coda.

This Adagio in tro d u ctio n  i s  39 measures long and i s  w ritten  

in  3 /4  m eter. I t  i s  one o f  th e  few in tro d u ctio n s  in  th e  mature 

symphonies o f  Haydn in  which th ere  i s  a m etric d if fe r e n c e  between  

th e  in tro d u ctio n  and th e  e x p o s it io n . In t h is  c a s e , th e  e x p o s it io n  

i s  w r itten  in  6 /8  m eter. As an in tro d u ctio n  i t  i s  regu lar in  form 

w ith , however, a unique opening. The f i r s t  measure which i s  marked 

Intrada i s  a tim pani so lo  on th e  to n ic  Eb and i s  extended w ith  a 

ferm ata. This i s  fo llow ed  by a s e r ie s  o f  four s ix  measure phrases 

(fou r p lus tw o ), th e  f i r s t  o f  which ends on th e  dominant and th e  

second on th e  to n ic .  These two phrases are then  repeated  w ith  

d if fe r e n t  o rch estra tio n  and w ith  th e  second v io l in s  and la t e r  th e  

v io la s  adding a syncopated accompaniment.

In t h i s  in tr o d u c tio n , Haydn uses o r c h e s tr a tio n  as an impor­

ta n t means o f  ach iev in g  th e  d es ired  mood. A fter  th e  s o lo  tim pani 

o f  th e  f i r s t  measure, th e  ' c e l l i  and b a sse s  to g e th er  w ith  th e
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bassoon p lay  th e  opening melody in  u n ison , th e  b asses c a r e fu lly  

w ritten  so that they w i l l  sound in  unison and not an octave below  

th e  ’c e l l i .
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This s e r ie s  o f  four s ix  measure phrases i s  fo llow ed  by 

a f i f t e e n  measure ex ten sio n  d iv id ed  in to  a te n  measure period  

which b rin gs th e  in tro d u ctio n  to  a cadence on an octave g ( i i i  in  

Eb, th e  to n ic  key) in  measure 35; another c a d e n tia l ex ten s io n  o f  

f iv e  measures ends th e  in tro d u ctio n . In measures 35 , 36 , and 37 , 

a quarter note Ab on th e  la s t  beat i s  accented  w ith  a f z ;  t h is  

se m ito n e  a l t e r n a t io n  w i l l  be used la t e r  in  th e  movement.

The f i r s t  m elodic example o f  th e  in tro d u ctio n  to  be found 

in  th e  body o f  th e  movement occurs in  measures 74 and 75 in  th e
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e x p o s it io n . At t h is  point in  th e  tr a n s it io n  between Group I and 

Group II  m a te r ia ls , Haydn tak es th e  p itch es  from measures 2 -4  o f  

th e  in tro d u ctio n  in  dim inution and tran sp oses them to  th e  key o f  

th e  dominant.

I t  i s  in te r e s t in g  to  note th a t a t th e  corresponding p o in t in  th e  

r e c a p itu la t io n , Haydn does not use th e se  m a te r ia ls .

The second qu otation  from th e  in tro d u ctio n  tak es p la ce  

in  th e  development in  measures 112-125. Like th e  example found 

in  th e  e x p o s it io n , t h i s  q u otation  uses th e  theme in  d im inution .

This t im e , however, i t  appears a t th e  to n ic  le v e l  and i s  jo in ed  

by th e  sem itone Ab-g m otif which was found a t th e  end o f  th e  in t r o ­

d u ction .
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A fter th e  f i r s t  two and a h a lf  m easures, Haydn con tin u es th e se  

two id ea s for th e  balance o f  t h i s  s e c t io n  o f  th e  development

A th ir d  example occurs a t th e  beginning o f  th e  coda where 

in  measures 202-213, an exact q u ota tion  (w ith  added in stru m en tation )  

o f  measures 1-12 i s  found. Haydn expands th e  o r c h e str a tio n  o f  th e  

in tro d u ctio n  to  add v io la s  t o  th e  ' c e l l i  and b a s se s . At th e  cad­

e n c e s , v io l in s ,  horns, and c la r in e t s  are added to  th e  f l u t e s ,  oboes, 

and bassoons th a t were used in  th e  in tro d u ctio n . When th e  a lle g r o  

retu rn s in  measure 214 , i t  i s  th e  q u ota tion  from th e  beginning o f  

th e  in tro d u ctio n  in  d im inution as Haydn used i t  in  measures 74 and 

75 o f  th e  e x p o s it io n  fo llow ed  by four measures which are equal to  

measures 76 -79 . This s ix  measure passage i s  w r itten  in  th e  to n ic  

key as opposed to  th e  dominant as we found i t  in  th e  e x p o s it io n .

No doubt because Haydn wished to  use t h i s  m ater ia l in  th e  to n ic  at 

t h i s  p o in t i s  th e  reason  th a t caused him to  lea v e  i t  out o f  th e  r e ­

c a p itu la t io n .
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I n t r d d a
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Thus we see  th a t in  t h i s  symphony o f  Joseph Haydn th ere  

are in  r e a l i t y  four q u otation s from th e  in tro d u ctio n  used w ith in  

th e  body o f  th e movement; in  th e e x p o s it io n , th e  developm ent, and 

two examples in  th e  coda. A ll  four examples make use o f  th e  same 

melody w ith th ree  using i t  in  d im inution . One example a ls o  uses  

th e  sem itone m otif from th e  end o f  th e  in tro d u ctio n  to g eth er  w ith  

t h is  dim inished form o f  th e  theme. The s tr u c tu r a lly  most important 

and a ls o  most obvious example i s  a d ir e c t  q u ota tion  o f  th e  f i r s t  

tw elve  measures o f  th e  in tro d u ctio n  used as th e  f i r s t  tw elve  mea­

sures o f  th e  coda.

L. van Beethoven -  Symphony No. 7 , Op. 92 

The seventh  symphony o f  Beethoven was completed to g eth er  w ith  th e  

e ig h th  in  1812 and was f i r s t  performed in  Vienna on December 8 , 

1813. The la s t  symphony in  which he had used an in tro d u ctio n  

had been th e  Symphony No. 4 o f  1807 and now, a f te r  an in te r v a l  

o f  f iv e  years he returned to  th e  use o f  th e  in tro d u ctio n  in  th e  

seventh  symphony. This in tr o d u c tio n , however, i s  d if fe r e n t  from 

h is  other in tro d u ctio n s in  s e v e r a l ways. The key r e la t io n s h ip s  

w ith in  t h i s  in tro d u ctio n  are much l e s s  c lo s e ly  r e la te d ,  however, 

th e  form al stru ctu re  i s  more h igh ly  developed than any o f  th e  

in tro d u ctio n s  o f  h is  e a r l ie r  sym phonies. In t h is  in tr o d u c tio n ,  

Beethoven uses m elodic m a te r ia ls , p a r t ic u la r i ly  th e  secondary
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them e, th a t are as long and as b e a u t ifu l as th o se  used in  th e  r e ­

mainder o f  th e  movement. I t  i s  a long in tro d u ctio n  con ta in in g  

62 measures o f  C meter w ith a tempo marking o f  Poco so ste n u to .

This in tr o d u c tio n , in  a b inary form, i s  composed o f  four 

s e c t io n s  o f  unequal le n g th : A -  22 m easures, B -  11 m easures,

A’ -  8 m easures, B* 11 measures p lu s a dominant ex ten sio n  o f  10 

measures which serv es  as a t r a n s it io n  t o  th e  e x p o s it io n . There 

are th ree  important m elodies or m otifs used and we w i l l  r e fe r  to  

them in  th e fo llo w in g  manner fo r  th e  purpose o f  d isc u ss io n :

x i s  th e  four note m otif p layed by th e  oboe in  measures 1 and 2 .

Y_ i s  a rap id  ascending s c a le  p assage.

VJL
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z i s  th e  melody f i r s t  played by th e  oboe beginning in  measure 23 .

The form o f  t h is  in tro d u ctio n  thus might be diagrammed as fo llo w s

x
y
x + y

9 measures 
5 measures 
8 measures

Key o f  A

z + pedal 

x + y

6 measures 
5 measures

8 measures

Key o f  C

E xtension

Dominant ex ten sio n

6 measures 
5 measures

5 measures 
5 measures

Key o f  F

Key o f  A (V)

N otice  th a t th e  two keys used in  a d d itio n  to  th e  to n ic  are  each  

a th ir d  away from th e  to n ic  key o f  A, and th a t in  them selves th ey  

form a dom inant-tonic r e la t io n s h ip  (C to  F ).
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S ectio n  A begins w ith th e  four note m otif x in  th e oboe.

This m o tif i s  then used by th e  c la r in e t ,  horn, and bassoon. M otif 

^ en ters  at measure 10 and i s  reached through a N eapolitan  o f  th e

dominant r e la t io n sh ip  (F to  E ). At measure 15 , th e  second part o f

t h i s  s e c t io n  begins again  in  th e to n ic  (A) w ith th e  s tr in g s  p lay in g  

both m otif x and y_. This i s  a period  o f  a c t iv i t y  and movement w ith  

an abrupt change o f  mode from D major to  d minor a t  measure 20 lea d ­

ing to  th e  key o f  C major a t  th e  beginn ing o f  S ectio n  B.

S ec tio n  B (meas. 2 3 -3 3 ) begins w ith th e  oboe p lay in g  m otif  

an extrem ely b e a u t ifu l Beethoven melody. In th e  second measure 

o f  t h i s  s e c t io n  (meas. 24) th e  e f f e c t  o f  a dotted  rhythm i s  u sed , 

a fea tu re  th a t w i l l  become important in  th e  t r a n s it io n  and th e  

beginning o f  th e  e x p o s it io n . A fter s ix  measures th e z_ m o tif i s  

repeated  by th e v io l in s ,  t h i s  tim e tog eth er  w ith  a repeated  16th  

note pedal which a lte r n a te s  between th e  ' c e l l i  and b asses on th e  

f i r s t  h a lf  o f  each measure and th e  woodwinds on th e  second h a lf  o f

each measure. This phrase i s  f iv e  measures lo n g .

In S ection  A ', Beethoven retu rn s to  an e ig h t measure period  

w here o n ce  a g a in  he uses m otifs  x and to g eth er  as he did in  mea­

su res 15 -22 . This s e c t io n  i s  used to  modulate to  th e  key o f  F 

major in  which key m o tif z_ i s  found a t th e  beginning o f  S ec tio n  B’
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(m eas. 4 2 ) . This tim e th e  melody i s  g iven  to  th e  f lu t e  in stea d  o f  

th e  oboe as in  measure 23. At measure 48 Beethoven b eg in s t o  g iv e  

th e  z_ m o tif t o  th e  v io l in s  w ith  a p ed a lp o in t, as he had done a t mea­

sure 2 9 , but beginning w ith th e  second measure (4 9 ) i t  i s  apparent 

th a t he i s  u sing h is  m ater ia ls  as a harmonic ex ten sio n  — to  b u ild  

t e n s io n . This ex ten s io n  i s  f iv e  measures long and i s  b u i l t  on th e  

to n ic  chord o f  F. At measure 53 , again  through a N eapolitan  o f  th e  

dominant r e la t io n s h ip ,  Beethoven b eg in s th e  e x te n s io n /tr a n s it io n  

t o  th e  e x p o s it io n  Qn E (th e  dominant o f  A, which i s  th e  to n ic  key 

o f  th e  movement).

The dominant e x te n s io n , c o n s is t s  o f  two f iv e  measure p h rases. 

The f i r s t  a lte r n a te s  th ree  measures w ith  repeated  16th note E’s 

w ith  two measures o f  th e  harmonic s tru c tu re  o f  V/V -  V. The second  

f iv e  measure phrase slow s down rh yth m ica lly  w ith antiphorial w ritin g  

between v io l in s  and th e  f lu te  and oboe. Through h is  c a r e fu l rhythmic 

w r it in g , Beethoven i s  s u c c e s s fu l ly  a b le  to  lead  d ir e c t ly  to  th e  

6 /8  V ivace w ithout a break from t h is  4 /4  in tro d u ctio n . I t  i s  so  

s k i l l f u l l y  w r itten  th a t in  a good perform ance, an unschooled au d i­

ence cannot p erce iv e  where th e  in tro d u ctio n  ends and where th e  ex ­

p o s it io n  b eg in s .
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This m asterpiece o f  an in tro d u ctio n  not only prepares the  

l i s t e n e r  fo r  th e  f i r s t  movement o f  t h is  symphony, but in  i t s e l f  

are to  be found a l l  o f  th e  elem ents o f  a great com position .
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CHAPTER V II

THE PERFORMANCE OF THE INTRODUCTION

S ince current id ea s o f  c o rr ec t performance p r a c t ic e  le a v e  

room for th e  in d iv id u a l performer t o  a s se r t  h is  p e r s o n a lity , th ere  

cannot be a d e f in i t iv e  manner or way to  perform any g iven  composi­

t io n .  This does not mean, however, th a t t o t a l  freedom in  p er fo r ­

mance i s  a cce p ta b le . A through study o f  th e  h is t o r ic a l  p er io d , 

th e  composer, and th e  p a r tic u la r  com position  a llow s th e  performer 

t o  perform a com position  in  th e  manner th a t i s  to  him a co rrect  

manner. In t h s i  chapter we s h a l l  attem pt to  s e t  up some g u id e lin e s  

fo r  a reasonably co rrec t performance o f  th e  in tro d u ctio n  in  th e  

V iennese C la s s ic a l  Symphonies. We w i l l  assume th a t th e  reader  

has a broad knowledge o f  e ig h teen th  century s t y le  and thus con­

c e n tr a te  our remarks upon more s p e c i f i c  m atters.

Tempo i s  perhaps th e  most important and most c o n tr o v e r s ia l  

asp ect o f  performance in  th e  in tr o d u c tio n s . This in c lu d es  both th e  

tempo o f  th e  in tro d u ctio n  i t s e l f  and th e  tempo r e la t io n s h ip  between  

th e  in tro d u ctio n  and th e  body o f  th e  movement. In th e  Mozart

79
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Jahrbuch o f  19 6 2 /6 3 , Robert Munster in  an a r t i c l e  e n t i t le d  "Authen-

t i s c h e  Tempi zu der sechs le tz e n  S in fo n ien  W. A. M ozarts?” g iv e s

a s e t  o f  metronome markings which were used by Hummel in  th e  ea r ly

n in eteen th  cen tu ry . This i s  one source fo r  e s ta b lis h in g  tempi for

30a few in tr o d u c tio n s . The metronome as we use i t  today was con­

str u c te d  by Mailzel in  1816 and th e  fo llo w in g  year Beethoven published  

metronome markings for  a l l  e ig h t  o f  h is  symphonies in  th e  A llg e -  

meine M usikalische Z eitun g . 1817, no. 51. There has b een , however, 

much sp ec u la tio n  among m u sic o lo g ists  s in c e  then  as to  whether th e  

metronome th a t  Beethoven used was a ccu ra te , as s e v e r a l o f  h is  mark­

in gs are so  fa s t  as to  be p r a c t ic a l ly  im p o ss ib le . In h is  book 

On th e  Performance o f  B eethovenTs Symphonies w r itte n  in  1906, F e lix  

Weingartner r e v is e s  th e s e  d isputed  metronome markings so  as to  

produce a more m usical r e s u l t .  This volume o f  W eingartner*s i s  an 

im portant t o o l  for  any conductor stud ying  th e  symphonies o f  Beethoven.

The music i t s e l f ,  however, i s  probably th e  b est source fo r  

a c o rr ec t and/or appropriate tempo. In a d isc u ss io n  w ith  Jan La Rue 

t h is  author was reen forced  in  h is  co n ten tio n  th a t  a through study  

o f  th e  music i t s e l f  w i l l  g iv e  th e  c r e a t iv e  performer a sound b a s is  

fo r  e s ta b lis h in g  a good and co rr ec t tempo. The consensus o f  thought

^ R obert M unster, ”A uthentische Tempi zu der sech s le tz e n  
S in fo n ien  W. A. Mozarts?" in  th e  Mozart Jahrbuch 1962/63 (Salzburg:  
In tern a tio n a len  S tif tu n g  Mozarteum, 1 9 6 4 ), p . 192.
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a t  th e  In te r n a tio n a l Haydn Conference held  in  Washington, D.C. in  

October 1975 was th a t many in tro d u ctio n s are performed to o  slow ly  

and out o f  ch a ra cter . This problem i s  o fte n  caused by a m is in te r ­

p r e ta tio n  o f  th e  term a l ia  b rev e . I f  an in tro d u ctio n  i s  marked 

a l ia  breve i t  does not mean th a t i t  i s  to  be performed s lo w , rather  

i t  a ss ig n s  larger  note va lu es to  each p u lse . One must bear in  mind 

th a t in  th e  e ig h teen th  century th ere  was a tremendous d if fe r e n c e  

between regu lar tempo and a l ia  breve tempo. In a dem onstration  

using m u ltip le  record in gs o f  th e  same symphony, th e  audience a t th e  

Haydn C onference, p rim arily  members o f  th e  American M u sico log ica l 

S o c ie ty , preferred  a performance th a t used a fa s te r  tempo for th e  

in tro d u ctio n  and was g en era lly  l e s s  s t r i c t  in  in te r p r e ta t io n .

There i s  undoubtedly a tempo r e la t io n s h ip  between any 

good in tro d u ctio n  and th e movement o f  which i t  i s  a p a r t. Sometimes 

t h is  r e la t io n s h ip  i s  seen  as a doppio movimento a t th e  beginning  

o f  th e e x p o s it io n . A ternary r e la t io n s h ip  might be e s ta b lish e d  

w ith each p u lse  o f  th e  in tro d u ctio n  becoming th ree  p u lses  in  th e  

e x p o s it io n . At other tim es th e  r e la t io n s h ip  i s  more su b t le  c o n s is t ­

ing o f  u n its  o f  s e v e r a l measures being  p laced  to g e th e r . The author 

found g en era l agreement between th o se  he q uestioned  on t h i s  matter 

in c lu d in g  Jan La Rue, Newell J en k in s, and Karl G eirin ger . Thus i t  

i s  th e  duty o f  th e  conductor-perform er to  be c e r ta in  th a t th e  tempo
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r e la t io n s h ip s  between th e  in tro d u ctio n  and th e e x p o s it io n  are 

c o r r e c t ly  e s ta b lish e d  so th a t th e  in tro d u ctio n  can s u c c e s s fu l ly  

serve  th e purposes which i t  was designed to  se r v e .

The dramatic and/or em otional appeal o f  th e  in tro d u ctio n  

may be r e s t r ic t e d  by th e  m u sica lity  o f  th e  conductor, th e  orchestra  

performing th e  work, and to  a le s s e r  d egree , th e  aud ience; th e se  

fa c to r s  are con tin gen t upon th e  music i t s e l f .  We must remember 

th a t th ere  are some in tro d u ctio n s th a t are p rim arily  dramatic in  

con text and oth ers which are calm and l y r i c a l .  The degree o f  

dramatic q u a lity  w ith in  an in tro d u ctio n  i s  determined by th e  b a s ic  

purposes o f  th a t p a r tic u la r  in tro d u ctio n . There i s  hardly a more 

dramatic moment in  th e  symphonic l i t e r a t u r e  than th e  beginning o f  

th e  in tro d u ctio n  o f  th e  Symphony No. 39 o f  Mozart w ith i t s  double 

d otted  chords, rap id  s c a le  p a ssa g es , and abrupt dynamic changes.

The opening o f  Joseph Haydn's Symphony No. 103 using s o lo  tim pani 

i s  another good example showing th e  dramatic character which i s  

so e s s e n t ia l  a part o f  many in tr o d u c tio n s . This opening poses two 

performance problems for  th e  conductor; ( 1 ) th e  len g th  o f  th e  f e r -  

mata and (2 )  th e  dynamic o f  t h i s  tim pani r o l l  as Haydn did not 

in d ic a te  a dynamic l e v e l  u n t i l  th e  second measure o f  t h i s  in tr o ­

d u ction . S in ce , in  th e  op in ion  o f  th e  au th or, th e  in tro d u ctio n  

con ta in s some o f  th e  most dramatic music o f  th e  e n t ir e  symphony,
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t h i s  elem ent should be g iven  s p e c ia l  emphasis in  performance w hile  

rem aining w ith in  th e  bounds o f  good t a s t e .

The q u estion  o f  th e  amount o f  emotion present in  th e  music 

o f  th e  e ig h teen th  century i s  one which has many d if f e r in g  and w idely  

co n tra stin g  answers. How "Romantic” an in te r p r e ta t io n  o f  an e ig h ­

teen th  century symphony can be considered  to  be in  good t a s t e ,  and 

how c lo s e  to  t h is  s t y le  o f  performance th e  conductor w ishes to  

venture i s  a purely p erson al q u e s tio n , a q u estion  which w i l l  d if f e r  

in  i t s  answer for  each tru e  m usician . T herefore, th e  only comment 

th a t t h i s  author w i l l  s t a t e  on t h is  q u estion  i s  th a t th e  performer 

must remember to  study not only th e  music but th e  other a r ts  o f  th e  

tim e and then  to  remember th a t an unem otional human being i s  a 

r a r i ty  in  any h is t o r ic a l  p er iod .

There are only a few te c h n ic a l  problems found in  th e  in tr o ­

du ction  which need to  be examined by th e  conductor. The most com­

mon one i s  th e  changes o f  tempo which sometimes occur freq u en tly  

w ith in  an in tro d u ctio n  to g e th er  w ith r e s t s  and ferm ate. The tempi 

and t h e ir  r e la t io n s h ip s  w ith in  th e  in tro d u ctio n  and between th e  

in tro d u ctio n  and th e  e x p o s it io n  as s ta te d  e a r l ie r  in  t h i s  paper 

must be c a r e fu l ly  c o n tr o lle d  w ith  a l l  r e la t io n s h ip s  between th e  

d if fe r e n t  tempi c o r r e c t ly  e s ta b lis h e d .
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Another freq u en tly  found performance problem in  th e  in tr o ­

duction  i s  th e  correct performance o f  th e  dot and/or double d ot.

Some conductors c o n s is te n t ly  apply th e  French s t y le  double dot 

to  a l l  dotted  notes in  th e  in tr o d u c tio n . Others make a d i s t in c ­

t io n  between s in g le  and double dotted  n o te s . I f  th e  s t y le  o f  th e  

in tro d u ctio n  i s  c lo s e  to  th a t o f  th e  French O verture, double d o ttin g  

might be a reason ab le manner o f  performance but t h i s  author b e lie v e s  

th a t t h i s  i s  not always th e  c a se . I f  double d o ttin g  i s  used in  

p la ces  where th e  music i s  not notated  in  t h i s  manner, c le a r  com­

m unication o f  t h is  idea w ith th e  orch estra  must be e s ta b lish e d  

and th e  e n t ir e  orchestra  must p lay  th e se  notes e x a c tly  to g e th e r .

There i s  p ro p o rtio n a te ly  more ornam entation used in  th e  

in tro d u ctio n  than i s  used elsew here w ith in  th e  symphony w ith th e  

p o ss ib le  excep tion  o f  th e  slow  movements. Thus th e  proper s t y l i s t i c  

r e a l iz a t io n  o f  th e se  ornaments must be c a r e fu l ly  determined by 

th e  conductor and communicated to  th e  o rch estra .

The major in te r p r e t iv e  problem o f  th e  in tro d u ctio n  for  th e  

conductor i s  th e  problem o f  a ch iev in g  m usical u n ity  w ith in  a s e c ­

t io n  o f  a com position  which i s  g e n e r a lly  non-m elodic and which has 

phrases which develop q u ick ly . To ach ieve  a s u c c e s s fu l r e a l iz a t io n  o f  

th e  in h erent fu n ction s o f  th e  in tro d u ctio n  — to  prepare, t o  c o n tr a s t ,  

to  a n t ic ip a te  — are th e  problems o f  th e  conductor.
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Much has been w r itten  on th e  su b ject o f  the s iz e  o f  e ig h ­

teen th  century o r c h e s tr a s , th e ir  se a tin g  p la n s , and th e use o f  

instrum ents not notated in  th e  s c o r e s .  This aga in  i s  a q u estio n  

which th e  conductor must answer fo r  h im se lf a f te r  proper study and 

thought. Should he have th e  bassoon double th e  bass part or not?  

Should o ld  or new instrum ents be used? What about th e  v io la s?

What i s  th e  id e a l number o f  s t r in g s  in  th e orch estra?  Is  i t  co rrect  

and/or s a t is f y in g  to  use an orch estra  o f  e ig h teen th  century s iz e  

w ith  tw en tie th  century instrum ents? How does th e  s i z e  o f  th e  h a ll  

a f f e c t  th e  number o f  perform ers needed? These are but some o f  th e  

q u estion s which b ese t any conductor and th e  author can on ly  su ggest  

th a t  he study a l l  o f  th e  a v a ila b le  m ateria ls  and then  make h is  

d e c is io n s  based upon sch o la rsh ip  th a t  w i l l  ach ieve  a r e s u lt  th a t  

i s  p leasan t and co rrec t for  him.

The author would l ik e  t o  recommend th e  fo llo w in g  b a s ic  

works to  th e  conductor as in te r p r e t iv e  m a ter ia ls  d ea lin g  w ith  

th e  performance o f  th e  Viennese C la s s ic a l  Symphony. Other mater­

i a l s  may be found in  th e  b ib lio g ra p h y .

Landon, H. C. Robbins. The Symphonies o f  Joseph Haydn

S a in t-F o ix , Georges de. The Symphonies o f  Mozart

W eingartner, F e l ix .  On th e  Performance o f  B eethoven’s
Symphonies
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R oth sch ild , F r itz .  M usical Performance in  th e  Times o f
Mozart and Beethoven

With th e  id eas e s ta b lish e d  in  th e se  t e x t s  to g eth er  w ith  

p rior  knowledge and gen era l m u sic ian sh ip , th e  conductor w i l l  be 

a b le  to  beg in  to  e s ta b lis h  a co rrec t performance o f  th e  in tro d u ctio n  

in  th e  Viennese C la s s ic a l  Symphony.
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CHAPTER V I I I

CONCLUSION

The in tro d u ctio n  — was i t  e s s e n t ia l  to  th e  developing  

symphony in  th e  e ig h teen th  century or was i t  merely an appendage 

placed  a t th e  beginning o f  a la r g e  work? We b e lie v e  i t  was e ssen ­

t i a l ,  an important part o f  symphonic form in  th e la t e  e ig h teen th  

cen tu ry . What was i t s  fu n ction ?  We have seen  th a t th e  in tro d u ctio n  

served many fu n c tio n s , indeed th e  sim ultaneous use o f  s e v e r a l  

fu n ction s may be a ttr ib u te d  to  many in tr o d u c tio n s . These fu n ction s  

in c lu d e  ( 1 ) preparing th e  l i s t e n e r  for  th a t which i s  t o  come, ( 2 ) 

provid ing c o n tr a s t , (3 )  provid ing a degree o f  grandeur to  permeate 

th e  symphonic idiom , and (4 )  announcing to  th e  audience th a t th e  

symphony i s  b eg in n in g , .just to  name a few . The in tro d u ctio n  a l ­

lowed th e  Viennese C la s s ic a l  composers to  expand th e ir  m usical 

horizons and experiment w ith sounds and id eas which might not be 

deemed appropriate in  another c o n te x t . I t  allow ed composers to  

in s e r t  more drama and emotion in to  th e ir  symphonic music than was 

p o ss ib le  w ith in  th e  forma1/s t r u c tu r a l  confinem ent o f  th e  so n a ta -  

a lle g r o  form o f  th e  f i r s t  movement, and indeed o f  th e  e n t ir e  symphony.

87
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During th e  period s tu d ie d , when th e  slow  in tro d u ctio n  was 

used , w ith th e  excep tion  o f  th e  la t e  symphonies o f  Joseph Haydn, 

we found th a t th ere  was l i t t l e  or no them atic r e la t io n s h ip  between 

th e  in tro d u ctio n  and th e  r e s t  o f  th e  symphony. However, a l l  o f  th e  

in tro d u ctio n s  stu d ied  were s k i l l f u l l y  connected to  th e  fo llo w in g  

e x p o s it io n s  and n ecessary  to  balance th e  remainder o f  th e  movement; 

thus th e in tro d u ctio n s  are e s s e n t ia l  t o  th e  form o f  th e  movement.

The mature works w r itte n  by th e  four composers stu d ied  

th a t do not con ta in  in tro d u ctio n s appear to  be w r itten  in  more 

o f  a "romantic" idiom o r , as in  th e  ca se  o f  th e  Symphony No. 41 

o f  Mozart, have other strong c o n s tr u c tio n a l fea tu res to  take th e  

p la ce  o f  an in tro d u ctio n . (In  t h i s  case  th e f i r s t  theme group o f  

th e  e x p o s it io n  i s  patterned  q u ite  l ik e  an in tr o d u c t io n .)  Thus 

we fin d  th a t during th e  se c o n d -la s t  decade o f  th e  e ig h teen th  cen­

tury an in tro d u ctio n  was considered  n ecessary  w ith in  th e  form o f  

a ty p ic a l  c l a s s i c a l  symphony.

We have seen  th a t from 1760 to  1812, th e  len g th  o f  th e  

in tro d u ctio n  in creased  from a few measures to  s ix ty -tw o  measures 

in  th e  Beethoven Symphony No. 7 . At th e  same t im e , however, th e  

o v e r a ll  len g th  o f  th e  f i r s t  movements in creased  so  th a t th e  slow  

in tro d u ctio n s  remained p ro p o rtio n a te ly  th e  same in  comparison w ith  

th e  e n t ir e  movements.
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The m etric and rhythmic fea tu res  o f  th e  in tro d u ctio n  did  

not s e r io u s ly  change during th e  s ix t y  years o f  i t s  growth. A ll o f  

th e  examples s tu d ie d , w ith  th e  excep tion  o f  one symphony o f  M ichael 

Haydn, contained  (1 )  dotted  rhythms and (2 )  rapid  s c a le  passages  

or repeated  n o te s . Another common rhythm ic element found in  many 

in tro d u ctio n s  was th e  use o f  ferm ate and r e s t s  — p eriods o f  s i l e n c e .  

With th e  excep tion  o f  th e  la t e  symphonies o f  Joseph Haydn, most 

in tro d u ctio n s  were w r itten  using meters which con tra sted  w ith th e  

meter o f  th e  body o f  th e  movement.

H arm onically, th e  in tro d u ctio n s  were u su a lly  w r itte n  in  

e ith e r  th e  to n ic  major or to n ic  minor key o f  th e  movement. They 

contained  a la r g e  proportion  o f  seventh  chords and chordal in v e r ­

s io n s ,  perhaps to  produce an e f f e c t  o f  l e s s  to n a l s t a b i l i t y .  The 

harmonic scheme o f  th e  in tro d u ctio n s  alm ost always moved from to n ic  

to  dominant thus provid ing a stron g  to n a l beginning for  th e  expo­

s i t i o n .

The m elodic e lem en t, we have s e e n , appears to  be th e  le a s t  

important fa c to r  in  th e  in tr o d u c tio n . The reason  for  t h i s  may be 

exp la ined  in  various ways, but t h is  author b e lie v e s  th a t i t  i s  

p rim arily  because melody i s  such an important part o f  th e  body 

o f  th e  movement, thus a downplay o f  melody in  th e  in tro d u ctio n  

w i l l  provide more c o n tr a s t . Of a l l  th e  in tro d u ctio n s  s tu d ie d ,
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th e  on ly  tr u ly  important m elodies were found in  th e D major 

Symphony (1774) o f  M ichael Haydn, where th e  e x p o s it io n  was not 

o f  equal m elodic q u a lity ,  and th e  Symphony No. 7 o f  Beethoven.

A study o f  th e  four composers which we have d ea lt  w ith  

shows th a t each wrote symphonies w ith  in tro d u ctio n s and symphonies 

w ithout in tr o d u c tio n s . Joseph Haydn appears to  have made th e  in tr o ­

du ction  a more important and more c o n s is te n t  part o f  h is  symphonic 

s t y le  than th e  other composers as he used in tro d u ctio n s  in  a l l  but 

th ree  o f  h is  la s t  tw enty-one symphonies (1 7 86 -1795). The la s t  

two symphonies o f  both Mozart and Beethoven do not use an in tr o ­

d u ction . A comparison o f  th e  in tro d u ctio n s  w r itten  by th e se  four  

composers shows th a t w ith  th e  excep tion  o f  M ichael Haydn, th e r e  i s  

l i t t l e  d if fe r e n c e  between th e  in tro d u ctio n s  w r itten  by th e se  men. 

Joseph Haydn e f f e c t iv e ly  u ses s i le n c e  in  h is  in tr o d u c tio n s , in tr o ­

ductions which appear t o  be more fu n c tio n a l than in s p ir in g . The 

in tro d u ctio n s  o f  M ichael Haydn tend to  be more m elod ic , l e s s  rhyth ­

m ica lly  o r ie n te d , and l e s s  in te r e s t in g  than th o se  o f  th e  other com­

p o sers . Those o f  Mozart supply th e  most dramatic in f lu e n c e , perhaps 

an in flu e n c e  from h is  o p era tic  m astery. Mozart and Beethoven each  

wrote in tro d u ctio n s in  s e c t io n a l  form s, an idea th a t was not used 

by e ith e r  o f  th e  Haydn b ro th ers . With th e  four in tro d u ctio n s  o f  

Beethoven, th e  m usician i s  faced w ith  a s e t  o f  in d iv id u a l works 

o f  a r t ,  each w ith  i t s  own person a l c h a r a c te r is t ic s .
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The in tro d u ctio n  must f u l f i l l  th e  purposes g iven  to  i t  

by i t s  c re a to rs  in  every performance o f  th e  great symphonies o f  

th e s e  master com posers. The duty o f  th e  conductor i s  to  perform  

each and every in tro d u ctio n  in  a s t y l i s t i c a l l y  co rr ec t and m usical 

manner. To ach ieve t h is  g o a l,  he must have t o t a l  command o f  th e  

p a r tic u la r  com p osition , o f  e ig h teen th  century s t y le  and performance 

p r a c t ic e ,  and be firm ly  committed t o  h is  performance o f  th e  in tr o ­

duction  to  make i t  one th a t tr u e ly  g iv e s  th e  in tro d u ctio n  th e  im­

portance th a t i t  demands as an in te g r a l  part o f  th e  V iennese C la s s ic a l  

Symphony.
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APPENDIX

SINFONIA  No. 6
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