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			Introduction

		

		
			The storm in Beethoven’s Pastoral Symphony is a recognized masterpiece in the art of musical tone-painting. The tempest builds, reaches a noisy climax, and then subsides, with meteorological elements such as wind, rain, and thunder identifiable in individual musical devices. It is carefully constructed, and yet conveys a sense of chaos, including several startling effects that are unprecedented for the time. Beethoven evidently seeks to capture the progress of the storm, but also to give his audience a bit of a fright. He was not the first composer to do this, although his methods were a little more unconventional. Musical storm depictions were not a new idea, and examples stretch right back to the operas of more than a century earlier, where audiences could experience spectacular stage effects (including sound effects provided by wind machines and thunder sheets) as well as powerful music for a true assault on the senses. Storm scenes were especially popular in the operas of the French court at the beginning of the eighteenth century, where the plots frequently allowed opportunities for divine intervention. Storms and shipwrecks often reflect the actions of an irate deity, and deliverance could be effected by a benevolent one. This association between storms and the supernatural is of central importance. The Age of Reason could well offer sound scientific reasons to explain extreme weather conditions, but superstitions persisted, and storms still offered a very real sense of danger to anyone unfortunate enough to be caught in one.

			Composers quickly came to realize that in order to write more effective storm music, they would need to find ways not just to represent the storm, but to convey that sense of danger to the audience. This was a gradual process, and it is difficult to pinpoint when this transition took place, but it is fair to say that at the start of the eighteenth century the emphasis was on representing the storm through simple tone-painting, yet by the end of the century there was a clear intention on the part of composers to provoke feelings of terror in audiences. One of the aims of this book is to trace the path of this progression, and to show how it tied in with wider aesthetic trends that dealt with emotional responses to art and literature as well as music.

			The devices that eighteenth-century composers employed for storms in the theatre began to find their way into other kinds of music, including sacred music, where texts that dealt with storms and other terrifying events such as earthquakes and damnation gave rise to appropriately frightening music, although in a church context there were naturally some constraints on excess. Programmatic instrumental pieces with stormy content soon began to prove popular, with picturesque depictions of storms in individual movements of concertos and symphonies. In particular, the emerging genre of the symphony provided the opportunity for composers to introduce stormy-sounding elements in an abstract context, including the so-called Sturm und Drang symphonies of Haydn and a few of his contemporaries. These examples are no mere attempt at tone-painting. The aim seems to have been to explore the territory for rhetorical effect, to gain the attention of the listener by looking for an emotional response. This is achieved by disrupting the conventional musical language of the day, introducing discontinuities in pitch, rhythm, timbre, and dynamics that would unsettle audiences.

			The label Sturm und Drang is demonstrably unsatisfactory as an accurate identifier of such music. The stylistic origins clearly lie much earlier than the German literary movement of that name, deriving from storm scenes (including floods, earthquakes, and conflagrations) in early operas, and a supernatural association is evident because these scenes are invariably instigated, and often quelled, by irate deities. My substituting the term with tempesta avoids this misleading association. Composers and publishers of concertos and symphonies in the eighteenth century frequently used the word as a descriptive label for storm depictions (with works or individual movements headed La tempesta), and the term aria di tempesta for operatic arias of a stormy nature was widely recognised. The Italianate word reflects this tradition, and is intended to complement ombra (the style employed for the appearance of ghosts, witches, oracles, etc.) because the two have associations with the supernatural, and they share many musical characteristics. In both cases, discontinuous elements are incorporated into the music, but the most important difference between the two is the tempo of the music, the slower ombra giving rise to awe and fear, and the faster tempesta conveying terror and panic. When a composer employs either of these styles (or indeed both, since they often occur in tandem, especially in infernal scenes), he can therefore be seen to be going beyond mere pictorialism by aiming to move his audience. For this reason, both ombra and tempesta must be regarded as important forerunners of the expressivity that came to be associated with Romantic music.

			Tempesta operates not just as a piece of tone-painting, but as a way of expressing all kinds of turmoil, both literal and metaphorical. It can communicate rage, panic, passion, pursuit, conflict, or madness, all recurring themes in the Romantic repertoire, but also present throughout much of the music written in the eighteenth century. The audience is expected not just to listen and observe at a distance, but to participate emotionally in the experience. A heroine abandoned in a storm allows the composer both to depict the storm and to convey her terror, as well as inviting the audience to participate in her emotional experience. This dynamic also works when there are no characters or staging involved. In abstract instrumental works, the use of stormy elements is best accounted for in relation to topic theory, where a musical idea derives from one location and is used in another. From the 1760s onwards, tempesta is identifiable as a topic which derives from theatrical storm scenes but which can operate in abstract contexts to create a strong emotional impact on the listener. The prime function of tempesta as a topic within a piece of abstract instrumental music is therefore to stimulate the listener into engaging with the music more closely, and thereby gaining the reward of an emotional frisson. In an age when audience members were easily distracted by the various social activities that might be in progress at the same time as the music, tempesta was a useful way for composers to gain greater attention. By the time that Beethoven came to compose the storm music for the Pastoral Symphony in 1808, a well-established tradition of musical devices was available to him, including the use of flat minor keys, rapid and disjunct motion, dissonance, chromaticism, pauses, irregular metres and rhythms, and dynamic effects (these characteristics and more will be explored in the coming chapters). While such features had been developed to stand apart from the conventional musical language of the day, by Beethoven’s time they had themselves become conventions, to the extent that they were parodied, and this led him to extend the boundaries still further to create the effects he desired. His stated aim had been to express feelings rather than to indulge in tone-painting (“Mehr Ausdruck der Empfindung als Malerei”), but in the case of the storm music, he was also deliberately working on the feelings of his audience.

			Of course there are stormy passages elsewhere in Beethoven’s symphonic output, notably in the first movement of his Symphony No. 5 (premiered alongside the Pastoral), where the music is equally capable of shocking, yet without an obvious programme. The music demands attention by powerfully signifying terror, and encourages active emotional participation by the audience. In the hands of Beethoven, tempesta moves from localized topical reference to the subject of extended rhetorical discourse.

			*  *  *  *  *

			The aim of this book is essentially to provide a companion volume to my earlier Ombra: Supernatural Music in the Eighteenth Century (Lexington, 2012) and for that reason I have preserved the same structure to allow for ease of comparison, since the styles share a number of characteristics. An important difference is that no reference to the term tempesta will be found in that book. It was with some reluctance I had used the phrase Sturm und Drang, as the term is widely understood in musicology, but it has become increasingly clear in recent years that its use is problematic, and it was this that prompted me to propose the new term. The idea was well received in a paper I gave at the symposium “International Conference on Music Semiotics in Memory of Raymond Monelle: Establishing New Musical Topics in the Repertoire and Popular Culture” at the University of Edinburgh in October 2012. Subsequently the term was adopted for my chapter “Ombra and Tempesta” in The Oxford Handbook of Topic Theory (OUP, 2014). The present volume is therefore an expansion of this original idea, providing a more detailed context and a substantial collection of examples to illustrate the evolution of the style. Most importantly, the case is made for the adoption of the term tempesta to replace Sturm und Drang not only for a restricted range of a few middle-period symphonies by Haydn (and a handful of similar examples by his contemporaries), but to account for the wider range of music that exhibits stormy characteristics in opera, sacred music, and programmatic instrumental pieces.

			I am principally concerned with the music, itself rather than the socio-historical factors that produced it. Consequently I have not set out to trace putative influences that one composer may have had on another, because the nexus of stylistic developments is too complex to convey with any clarity. Like ombra, the characteristics of tempesta simply evolved over time, and became part of the expressive toolkit for composers. There are necessarily quite a large number of musical examples, but for many of the case studies it will be desirable to consult a score to engage with the analysis completely. Nearly all of the works covered in any detail are available from online sources such as IMSLP and BnF Gallica, although some editions may not be quite the same there, and in some cases will only exist in manuscript scores or early printed editions, and therefore be lacking in bar numbers. At a local level within individual chapters I have often discussed works within a roughly chronological framework where appropriate, but not slavishly so. I have also grouped some examples from within a particular geographical area, but again this is not a guiding principle. Some national characteristics are observable, but new ideas became rapidly disseminated across Europe. Chapter 1 is an exploration of the aesthetic context of tempesta, taking into account the scholarship of the past century that led to the idea of Sturm und Drang holding sway. It also includes a consideration of eighteenth-century attitudes to frightening music as well as modern ideas about the psychological effects of discontinuities in music. In the chapters that follow, I have restricted myself to the large-scale genres where stormy music had the most impact, mainly opera, oratorio, symphony, and concerto. Tempesta does appear in smaller-scale works such as solo cantatas, chamber music, keyboard pieces, and song, but there was a danger of expanding beyond the boundaries of practicality if the repertoire were widened any further. Opera is the obvious place to start, since the earliest examples are found here, and the storm references are unambiguous. In chapters 2–5 the various factors that contribute to tempesta are identified and examined, with the case studies in chapter 6 demonstrating how they work in combination. Tempesta is less prevalent than ombra in sacred music, but appropriate examples are examined in chapter 7. In discussing the instrumental repertoire in chapter 8, I have made an important distinction between programmatic and abstract music, even though the lines between the two were sometimes blurred. Some pieces are clearly exercises in tone-painting, while others exhibit certain aspects of tempesta for expressive purposes. For the bulk of the study, I have chosen the year 1791 as a cut-off point, as I did in the book on ombra, since this marks the death of Mozart, as well as the year when Haydn composed his last opera. Most sections in each chapter lead to examples by these two composers, thus acknowledging their pre-eminence in the craft of deploying tempesta characteristics. The 1790s saw the evolution of the tempesta style taking a new turn, even for Haydn, and the final chapter offers a brief survey of the stormy repertoire that was written around the turn of the century, including the innovations brought by Beethoven.

			*  *  *  *  *

			I would like to express my gratitude to the following for the contributions they have made towards this study reaching completion: Danuta Mirka for her initial support for the idea of using tempesta as a replacement for Sturm und Drang in The Oxford Handbook of Topic Theory; Kofi Agawu for listening to my first paper on the subject at the Music Semiotics conference in Edinburgh (October 2012) and making very encouraging noises; Julian Rushton for useful pieces of advice and introductions to sources of information. Several friends and colleagues have chipped in with helpful suggestions of repertoire to be explored, including David Vickers, Eric Cross, Peter Holman, Marita McClymonds, and David Coronel. Peter Jones was very kind in sharing his unpublished opera editions, and Martin Lawrence has once again provided expert assistance in the esoteric science of eighteenth-century horn transpositions.

			Translations are my own except where indicated otherwise, and I have adopted formal equivalence to keep as close to the originals as possible, which accounts for the occasionally inelegant flow of the English. I am indebted to Dick Andrews (Italian) and Fiona Smith (German) for their help when I got stuck. I am especially grateful to Charlie Gower-Smith for his meticulous and patient approach to the vital task of creating the music examples. I must also thank the School of Music at the University of Leeds for a one-semester sabbatical which allowed me to get the book started, for showing flexibility in arranging my teaching and administrative duties to allow for extra research time, and for approving funding to pay for the typesetting of music examples. Thanks too must go to my editor Lindsey Porambo and all at Lexington for their professionalism in supporting this project. On a personal note, I would like to acknowledge the continued love and support of my wife Pat, who has endured the process of me creating this book with considerable patience and understanding.

			Most of my professional career has been devoted to the teaching of music. All I have really done is to keep the flame burning, a flame that was kindled by those teachers that inspired me. This book is therefore dedicated to all of them, and especially Ronald Cayless, Richard Hickman, Tom Dodd, Nigel Fortune, and Julian Rushton.
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