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COMMON SUBJECTS IN MUSICAL
RHETORIC AND STYLISTICS. ASPECTS AND
PROPOSALS

Some explanatory notes

For several years now, | have been concerned with the notion of musical
style. In the beginning it was as a concept of art history that had migrated
into musicology, by treating - globally, historically - epochs like the
Renaissance, Baroque, Classic, Romantic or Modern music, or dealing
with the personal style of a composer. My thesis on mannerism in music
may be an example of this. This sort of approach is well known in Romanian
musicology and it reflects older trends in the thinking about style.

What about musical stylistics ? There is a field yet unexploited by our
musicologists and that needs a necessary reference to the theory of
literature. Being interested in a definition of musical stylistics, | discovered
very soon that | must deal, in fact, with musical rhetorics, and that the
field of my research would actually become very large.

The present paper, however, remains basically an introduction to the
problems of musical rhetorics and stylistics. Further details will emerge
by restraining my area of research to the rhetorics of modern and
contemporary music. But the following pages will draw only a general
frame of the discipline (that seems to be an up-to-date subject in many
musicological writings by European or American scholars) and propose a
few hypotheses.

Usefull clarifications and many ideas came from discussions | have
had with Prof. Dinu Ciocan (Academy of Music, Bucharest), Prof. Dr.
Hermann Danuser (Humboldt-Universitat, Berlin) and Dr. Reinhart
Meyer-Kalkus (Wissenschaftskolleg zu Berlin), to whom | express my
gratitude for helping me entering into new territories, both in
“Musikwissenschaft” and “Literaturwissenschaft”. But my work on this
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study was supported first of all by the “New Europe College” and its Rector,
Andrei Plesu, who offered the necessary impulse of intellectual
interdisciplinarity during ten wonderful months.

Modern musicology has been - often successfully - trying to transpose
concepts from other domains in its vision of the sonorous phenomenon,
given the fact that the latter is modelled by various disciplines. Most
frequently, literature and linguistics seem to provide paradigms to follow
- from structuralism to the semiotic approach -, but mathematics and
computer science have been full of resources for musical research.
Interdisciplinarity proves to be indispensable, the more so as we are talking
about a domain, by definition pluralist, musical stylistics. It is supposed to
take into account the type of approach that characterises literary stylistics:
an older and better founded discipline, which is able to provide at least
ideas of a methodological nature.

From rhetoric to musical stylistics.
The rhetorical device as a binder.

First of all, relating rhetoric with stylistics - a commonplace in linguistics
- might offer enough fields to explore in musical composition, especially
in the analysis of rhetorical devices, even though musical rhetoric,
flourishing in the Middle Ages, the Renaissance and the Baroque, has
practically faded away as a science generating real treatises of writing.
But isn’t the situation the same in other humanistic disciplines as well?
From ancient rhetoric, a technique with a pragmatic character (of orally
persuading the audience), the following centuries will gradually lose this
pragmatism, maintaining only the notions of structuring a “beautiful
discourse”. Thus, out of the components inventio, dispositio, elocutio,
pronuntiatio, memoria, all is left in the end is elocutio - as an art of style,
and the last “Rhetorics” of the 18th-19th centuries represent almost a
mere enumeration of devices. And it is not a matter of chance that, as
rhetoric disappears from the educational system (also because of the
romantic spirit, manifestly opposed to rules and classifications), a new
science comes up, somehow “replacing it”: literary stylistics consecrated
at the turn of this century (although the notion of style is much older) as a
direct inheritor of rhetoric.!

Similarly, and to a certain extent, in music, the climactic period of
rhetorical theorising and applications in composition - the Baroque - seems
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to be followed by a total disappearance of the interest in the latter. It was
only for 20th century exegeses to rediscover the Bachian creation from
the perspective of rhetoric and the theory of affections.? At the same time,
though it is also at the beginning of the century that we register the first
musicological-stylistic approaches (Guido Adler, Knut Jeppesen, Ernst
Biicken, Paul Mies a.s.0.), they do not claim derivation from the science
of musical rhetoric - the situation in this case being different from that of
the literary science. However, in order to point out what brings them
together (in a less obvious way), we shall have to describe, as briefly as
possible, the profile of the two disciplines in their historical evolution.

Musicians (in the Renaissance and the Baroque) will take over
musical-rhetorical devices from ancient oratory (Aristotle, Cicero, Quintilian),
and the rediscovery of the work Institutio oratoria by Quintilian (in 1416)
will lead to 16th century musical rhetoric, but the very stylistic delimitation
between the two types of ancient oratoric discourse - Atticist (dense,
concentrated, brief, harmonious, conservative) and Asianic (equivocal,
prolix, purposefully faking the angle of perspective, disharmonical, modern,
loaded with tension). This will subsequently be applied (by art history and,
to a lesser extent, by musicology) in defining stylistic typologies (namely
classical/non-classical or Apollonian/ Dyonisian).

Later on, liturgical chant - of the Gregorian and Byzantine types -, as
well as early polyphony will contain frequent and various reflexes of
rhetoric. But the direct, indisputable impact of rhetoric with music will be
produced starting with the end of the 15th century. It is then that a new
attitude appear, the creator with respect to music linked to a text (be it
sacred or profane), transforming musical composition into a science based
on the word-sound relationship. If in the Middle Ages there are theorists
that (stylistically) classify music into theoretica, practica, then poetica’,
into sacra and secularis or ecclesiastica / vulgaris, and monodic creation
into cantus planus, musica mensurabilis a.s.o, starting with the beginning
of the 16th century we can talk about a conceptualisation of the term
style, most often equivalent with the manner of composition in a certain
genre (such as stile grave / stile madrigale® ). At the same time, humanist
influences bring music (at the time, exclusively accompanied by text)
close to the art of rhetoric by imitazione delle parole, which is absolutely
natural in a creation, be it religious or secular, which is strictly to follow
the significance of the word sung. Thus, stile espressivo will stand for the
climactic point of the expressive emphasis of the text, of the sonorous
reproduction of the affection in a type of creation reserved for the initiated
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- as revealed by its very title, musica riservata. (Out of all these stylistic
“classifications” there also results the specified relationship between the
two disciplines.)

The stylistic break around the year 1600 - acknowledged and defined
as such in all histories of the musical style seen as an age” -, obvious in
the fundamental syntactic change (from modal to tonal, from polyphony
to homophony and polyphony, from vocal to instrumental and vocal etc.),
resulting in the appearance of new genres (opera is the most outstanding
example), will generate a theoretical perspective oriented towards the
“old” and the “new”. Of course, the important syntactic modifications are
due to the new pragmatic attitude towards culture (a certain growing
secularisation of music), to a new musical semantics, given the fact that
stylistic mutations are first of all related to the history of ideas.
Consequently, writings will abound in oppositions of the kind stile antico
/stile moderno, prima prattica/seconda prattica®, where the second
category emphasises the affection. (Giulio Caccini, in Le nuove musiche,
1601, describes modern style by “cantare con affetto”, which will lead
directly to the theory of affections in the Baroque.)

On the other hand, other classifications are based on style as a musical
genre or compartment: musica teatrale, musica da camera, musica da
ballo; stylus ecclesiasticus (masses, motets a.s.0.), cubicularis (the madrigal
a cappella), scenicus (opera). Important authors of treatises develop an
elevated theory of style in the 17th century, from Christoph Bernhard
(who, in Tractatus compositionis augmentatus, ca. 1660, makes a
distinction between stilus gravis or antiquus, illustrated by Palestrina, and
stilus luxurians or modernus, that is free phrase, in instrumental music
included, with rhetoric and the theory of affections as an expression of
human passions) with Athanasius Kircher (who, in Musurgia universalis,
1650, differentiates between musica ecclesiastica and vulgaris, between
stylus impressus and expressus, that is, art influenced by the human psyche
and the art of composition with affections, between stylus ecclesiasticus,
drammaticus, madrigalescus, melismaticus)’ . Athanasius Kircher also
includes in Musurgia universalis a section entitled Musurgia rhetorica, in
order to complete the music-rhetoric analogy by the vitality of rhetorical
concepts: the baroque composer is bound to invent the idea as a suitable
basis for a composition, equivalent to a construction, a development
according to the rhetorical discourse.

Actually, the musical treatises of the Baroque consider composition as
an art of a primarily rhetorical nature, offering real summaries of musical
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figures analogous to the ones in ancient oratory (but | will come back to the
rhetorical figure in more details). For instance, Joachim Burmeister is the
first to come up with a systematic grounding for “musica poetica” (in three
treatises - 1599, 1601, 1606, out of which the last one is even entitled
Musica poetica). Johannes Lippius (Synopsis musices, 1612) considers
rhetoric as a structural basis of a composition and Johannes Nucius (Musices
Practicae, 1613) analyses various Renaissance masters (from Dunstable to
Lassus) as exponents of a new rhetorical-expressive musical tradition® . What
may come out of this enumeration is the growing interest for the music /
rhetoric analogy (especially in the German exegesis) which will come to a
climax in the 17th-18th centuries, finding a way into the multiple levels of
musical thinking - style, form, expression, interpretive practice.

Here is an example of the migration of concepts from one domain into
another, in the making of a composition plan on rhetorical grounds: Johann
Mattheson (Der vollkommene Capellmeister, 1739) proposes the generating
of a work according to the stages inventio (the invention of the idea),
dispositio (the arrangement of the idea into the parts of the musical discourse),
decoratio or elaboratio or elocutio (the elaboration of the idea), pronuntiatio
(the performance of discourse production). Here, the most important stage,
dispositio, contains in its turn exordium (introduction), narratio (telling the
facts), divisio or propositio (foreseeing the main points, to the composer’s
advantage), confirmatio (the affirmative proof), confutatio (opposing
counter-arguments), peroratio or conclusio (conclusion), all these being
nothing else but routine techniques of the composition process”. Thus, a
theory of composition is established, a syntax, a grammar of the text, not
only of the sentence (accomplished definitely through figures), which follows
components of classical rhetoric. Pronuntiatio and memoria are connected
to another creative process, that of musical interpretation, without which,
of course, composition cannot really have a life of its own.

Many other examples of important theorisings, however, may illustrate
the baroque ideal of fusion between music and rhetorical principles (from
Mersenne to Heinichen...), as a distinctive feature of the age-specific
rationalism, but also of the stylistic unity based on those emotional
abstractions called affections. The purpose of rhetoric being, since ancient
times, that of rendering human passions, it will be made in adequation to
the representations of affections, which will appear as a necessity to
baroque composers, especially to those in the German space. (Getting
once again on the territory of interdisciplinarity, we are bound to mention
the origin of the concept of affections in philosophy - Descartes, Francis
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Bacon, Leibnitz -, wherefrom musicians took over the rational rendering
of passions, the objectivisation of emotions). The same above-cited
exegetes - Mattheson, Kircher a.s.o. - will celebrate the expression of
affections in creation, not only in the one with a text, but also in the
instrumental one, in order to transmit emotional states to the audience,
according to the musical message. Therefore, the composer plans the
affective content of the work - he directs the semantics of the work, in
modern terms -, all the sonorous parameters (tonalities, harmonies,
rhythms, forms, timbres) being interpreted effectively. Even if he thus lays
the emphasis on feeling, his approach will however be much different
from that of the romantic creator, based on emotional spontaneity, on a
different kind of ideology, which rejects rationalism (without, however,
being able to entirely avoid it). One must insist upon the fact that resorting
to rhetorical figures (components of a real musical vocabulary) to embody
musical affection is not enough to ensure the value of a musical piece,
which may remain a mere summing up of figures, without getting a place
among masterpieces. Anyway, for the 20th century researcher, rather used
to a syntactic representation of Renaissance and baroque music, the
restoration of the interest for an exact interpretation of the latter, in the
authentic terms that were being circulated at the time, means the obligation
to reformulate the perspective.

This is why all this (brief) outline of certain characteristic notions had
as sole purpose to open a - still opaque - horizon to Romanian musicology
(with the outstanding exception of Sigismund Toduta, in Formele muzicale
ale Barocului in operele lui J.S. Bach). At this time, modern musical writings
abound in references to rhetoric within the analysis of certain creations,
genres or composers in the above-mentioned epochs. But, unlike in
literature, the researchers do not manifestly declare their rhetorical
approaches as related to stylistics, although there is no doubt with respect
to that. On the other hand, studies and volumes written on musical style
and stylistics only briefly refer to rhetoric and only when, for instance, the
author deals with the style of the age - the Baroque, most often -, where
rhetorical concepts cannot be avoided'®.

I would, however, go on, wondering why one couldn’t write a history
of styles through the filter of types of musical rhetoric, which might clarify
many uncertainties, especially within the modern landscape. For instance,
a severe reformulation of musical rhetoric of a traditional type can be
found with Anton Webern, that exponent of the second Vienna school.
He condenses the timing of sonorous events to several minutes for a work
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(which, to many, occasioned a comparison with Japanese haiku art), this
being loaded with information anyway. How are the stages of the musical
“discourse” metamorphosed here'!, what types of rhetorical devices could
we discover in a music that is rather ascetic, purified of any persuasive
“ornament”, practically of elocutio itself? The old baroque wish to
communicate emotional states as diverse as possible seems (but only in a
superficial look) to be missing here altogether. This is where one might
find a profound change in the perception of new music: not so much in
the atonal language, the serial one etc., but rather in another rhetorical
manner, prolongued and radicalized after World War Il by integral serialists
(such as Stockhausen or Boulez) and which has come to a deadlock that
has not yet found its solution. The new type of affections or emotions
might be defined by an appeal to ideology, will, personality, temperament...

Beyond the apparent “exploding into the individual”'? of contemporary
music, what brings together creations that are special from the perspective
of the sonorous system may be the type of rhetoric - or... anti-rhetoric -
used (as in John Cage’s extreme case). A good composer knows how to
combine and graduate his arguments from an initial idea towards a climax,
he infers for how long or in what place to use figures of repetition (to put
it differently - anaphora, repetitio, gradatio, polyptoton, synonymia), of
contrast (antitheton, mutatio toni), of silence (suspiratio, abruptio,
aposiopesis) a.s.o. lrrespective of the sonorous system used or of various
techniques - serialism, aleatorism, modalism, textures, stochastic or spectral
elements etc. - and however far all these may be from the musical tradition,
the configuration of the musical discourse should however respect the
somewhat “organic” laws of rhetoric, with a view to intelligibility and
establishing a relation with the audience, who will undoubtedly feel that
type of construction, even if one of the strictly musical techniques
enumerated is foreign to them. As what is rhetoric if not, ultimately, “a
relationship of communication by means of which an individual, through
his discourse, tries to obtain from an interlocutor his adherence to certain
acts”'?. The discourse must point out and persuade by means of inventio
(the search for arguments), dispositio (the syntax of arguments), elocutio
(the presentation of arguments) - here is a necessity formulated by Aristotle
and constantly valuable for the viability of a work of art.

Ultimately, rhetorical devices are based on old and generally valid
conventions, whose description seems easy: usually, light, the seraphic,
joy or some kind of elevating state of mind will be suggested by means of
the acute register and, on the contrary, the gloomy and the teluric by
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means of the low register. Negating or neglecting such conventions may
constitute an aesthetic in itself (Cage again), but, as demonstrated by the
musical present, reconciliation with the past, if not achieved at the level
of language or forms, could rather be correlated to rhetoric.

In fact, what brings together stylistics and rhetoric, irrespective of the
age or of the composer analysed, that is, rhetorical devices, must first of
all be defined as those means of adorning, of elaborating a discourse on
the basis of a purposeful affective representation, of adding musical
dramatic tension to words and poetic concepts. As basic units, building
stones, elements of vocabulary (situated at the level of the musical phrase),
rhetorical devices - melodic, rhythmic, dynamic, timbral microstructures
- render unity and homogeneity to the musical discourse. Inherent parts
of decoratio, rhetorical devices were theorised and considered essential
in musical composition, at some point. Of course, baroque theorists
borrowed Latin and Greek rhetorical terminology for musical devices,
inventing however many other names, out of specific sonorous needs.
But there is no well-defined system of devices, though 20th century exegesis
has been trying to organize, to classify them on the basis of 17th-18th
century treatises (Burmeister, Lippius, Nucius, Thuringus, Herbst, Kircher,
Bernhard, Ahle, Janovka, Walther, Vogt, Scheibe, Spiess, Forkel)'*. The
most illustrative, concise and eloquent is the suggestion of the Grove
Encyclopaedia to systematically group seven categories of devices that
are most frequently used in creation (wherefrom | have already quoted
repetition, contrast or silence devices): of melodic repetition, based on
fugue imitation, formed by dissonance, intervallic, hypotyposis, sonorous,
as well as break-formed structures.’”

Resorting to linguistics once again, to bring the parallel | have previously
suggested to a conclusion, we shall see that the most widely spread
definition of rhetorical device is the concept of deviation, of modification
of a primary expression which is considered as “normal” (the norm being,
for instance, everyday language)'®. This does not imply that we can find
in music (an exclusively artistic language) the possibility to trace any
distinction of the kind that exists between everyday language/literary
language, the norm will have to be sought elsewhere, but the devices will
stay as much connected to an affective or a decorative purpose. Actually,
discussions around the idea of deviation have generated quite a lot of
controversies in literary theory: not all devices are deviations (according
to an imaginary rule of a language that should have no devices in order to
meet the requirements of the idea of “norm”) and the other way round;
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devices are not a privilege of literary language etc., that is, the entire
scaffolding of deviation from the rule fails at the level of explanation, but
may offer suggestions in a concrete description.!”

Musical style as deviation

The same problems will be raised in the vision of style as deviation, one
of the possible interpretations of particular features in an artistic discourse,
together with style as choice or as elaboration (categories | shall come back
to). Starting from Avristotle (The Poetics), poetic discourse is defined as
deviation, opposed to practical, everyday discourse: these are the origins of
the concept of deviation, seen by Aristotle in two situations, either exteriorised
in concrete elements for the unwontedness of the discourse (devices), or
becoming one with the unwonted discourse itself.'®

Difficulties that may sometimes be insuperable are raised by the need to
specify, to establish a norm according to which one may detect deviation.
To resort to a concrete example, the Bachian style would distinguish itself
as “deviation” from an average baroque style, possibly illustrated by the
works of someone who is a lesser composer, but a great theorician —
Mattheson. His fugues are impeccable from a technical point of view,
however they lack the semantic load, the refinement and the complexity of
Bach’s fugues; only by comparison will one be able to analyse the means to
measure all these Bachian attributes in the score. Or, getting to further details,
the Mozartian style, as compared to that of one of Bach’s sons, Johann
Christian (whose influence on Mozart is a commonplace in music history),
will reveal an increase of poeticity at least at the level of the construction of
musical phrases. With Johann Christian Bach, quadrature has a consistence
that is almost untouched by asymmetries, while the analysis of the musical
text in an instrumental work by Mozart will lead to the discovery of patterns
of the type 3 + 5 barsor 4 + 6 or 6 + 3 etc.

Specifying the four types of literature, and thus a construction that may
reverberate in musical stylistics, Heinrich Plett'® analyses deviation
depending on them. Let us briefly remember - with the inevitable risk of a
schematisation - the typological acceptions. Mimetic literature lays the
emphasis on mimesis, on imitating reality, but not as a mere copy, but as a
representation of a reality that “may exist”, being adequately reflected in
literary genres such as the epic or the tragedy, with the specific man-universe
relationship. Expressive literature means emphasising emotionality,
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spontaneity, originality, the notion of “genius”, it means exteriorising the
poetic ego by a suggestive character, any imitation (both of nature and of
classical models) being “of evil repute” in genres such as lyrical poetry,
autobiography, diary, subjective essay, epistle, memoirs, literature with
philosophical reflections. Receptive literature is translated through the effect,
the impression produced by the work of art on the reader/audience, the
reception being pshychoagogical, sociological, intraliterary, the latter aiming
at the effect of texts on texts and containing references to the sources, parallels
between themes, motives and forms. Finally, rhetorical literature, “that
literature that distinguishes itself by a special linguistic form”, contains the
system of rhetorical devices as deviations that “describe in a differentiated
way the various degrees of linguistic artificiality and of aesthetic and
emotional effects produced by them”.°

If we trace possible correspondences between mimetic literature and
aspects of musical Classicism, between expressive literature and
Romanticism (especially the programmatic one) -, then it is easy to bring
together rhetorical literature and music based on rhetorical devices and
on the theory of affections in the Renaissance and the Baroque. Finally,
receptive literature, offering a scale of values depending on reception,
may also be transposed on musical grounds - as various aesthetics of
reception, hermeneutics or musical pragmatics have already proved. Of
course, it is not for these types to be found in an absolutely pure form in
creation (the author admits their importance only as instruments of
systematisation), but a multitude of valid interferences - such as “a mimetic
text with a rhetorical linguistic form and an affective effect”.

Plett himself signals the connection with historical styles: the
neoclassicists stress the mimetic, but never give up a rhetorical linguistic
form; the romantic passage from mimesis to expressivity does not mean
giving up linguistic art and its effects; rhetoric and reception have always
been in tight connection. And as regards deviation, this comes, with the
mimetic notion of literature, from the opposition between fiction and
reality; with the expressive notion, from the opposition between reference
to the ego and reference to the object; with the receptive one, from the
opposition between the emotional effect and the rational one; with the
rhetorical one, from the opposition between the language of art and
everyday language?' . Only the two median situations can be translated
into musical composition, offering models to follow.

But what reveals many resources for musicology is the specification of
the four criteria of poeticity (two qualitative and two quantitative ones) -
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of course insufficient in themselves to ensure the aesthetic value of a
literary, respectively musical text. Deviation as non-grammaticality, that
is, deviation from the rule by not observing the grammatical norm of
standard language at several levels, a text being however supposed to
combine grammatical phenomena with anti-grammatical ones, may be
illustrated by the example above: Mozart - J. Chr. Bach, at the level where
musical microstructures are intertwined. Deviation as equivalence, a
deviation that strengthens the rule (equivalent structures overlapping the
rules of everyday language grammaticality) may be rendered by means of
synonyms as repetition, correspondence, concordance, identity, similarity,
analogy etc. If here Plett exemplifies by the device of paronomasia, the
latter has a musical equivalent, according to Scheibe??, by repetition of a
musical idea on the same sounds, but with new additions or modifications,
with a view to emphasising it. Deviation as occurrence, a statistically rare
appearance of linguistic phenomena, determines the following alternative:
all that is rare, exceptional, appears as poetic - such as atypical dissonances
and “diabolus in musica” in the Renaissance, the plagius in the tonal
system, the major chord in atonalism (see the C major chord in Wozzeck
by Alban Berg, in Polymorphia by Penderecki or in Winter Music by John
Cage) -, all that is frequent, normal, is non-poetic. Finally, deviation as
recurrence, the statistically frequent return of linguistic phenomena, with
an excess of linguistic elements that is not to be found in everyday language,
may be found in the abundance of rhetorical devices in a baroque musical
text - which however does not ensure its value.

Therefore, structural asymmetry, the multitude of rhetorical devices or
the rareness of a phenomenon are not enough to ensure the poeticity of a
music, but the four principles enumerated may be a good starting point in
a stylistic analysis. But they must be completed by a “literary-aesthetic
pragmatics (performance), that should confirm the validity of one or the
other of the aesthetic norms by certain textual updating in a certain place
and at a certain moment and in a certain society.”?> When applied, for
instance, at the level of styles in an era, they may become the vehicle of
describing, hypothetically, a mannerist period (with a predominance of
non-grammaticality, of occurrence) or a classical one (where equivalence
and recurrence have the status of norms), with an emphasis, respectively,
on singularity, non-predictability, newness or frequency and
predictability.?

A last specification with respect to deviation will be useful to musical
research, for which, as | have already stated, norm cannot be represented
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in everyday language: “linguistic-aesthetic deviation is not only different
from the synchronic everyday norm, but also from a poetic norm of the
forerunners, which it, as a deviation from the deviation, has replaced in
the process of <literary evolution>.”?> This is why we are - for instance -
analysing musical forms or harmony in Romanticism by signalling
permanent “deviations” from the classical norm: widening, structural
“liberties”, as well as the “enrichment” or “chromatisation” of harmony
implies an underlying classical model which the romantics take over,
modifying it.

Musical style as choice

The acception of style as deviation does not exclude the one of style
as choice, which other literary theorists operate with, thus explaining the
option of the author within the elements provided by a given system.?¢ In
this case, there is a musicological approach in the American space -
belonging to Leonard B. Meyer - which grounds the idea of choice in
musical stylistics: “Style is a replication of patterning, whether in human
behaviour or in the artifacts produced by human behaviour, that results
from a series of choices made within some set of constraints.”?” The author
is referring to lexical, grammatical, syntactic choices in a given language,
justified by the premise that the entire human behaviour appears as a
result of a choice. Differentiation comes up in the context of stable styles
(such as Classicism) or of prospection, leaving room for few, respectively
many possibilities of choice, equivalent to alternative modes of saying
the same thing. Meyer does not exclude, however, the possibility of
classifying a style function of deviations, seen as differences of manner
with respect to constant, recurrent features, which actually constitute the
major preoccupation of musicology. This is what a difference of style
perspective in literary criticism and in musicology would consist in: either
does it refer to particular features of a poem, novel etc., or to common
features, reproduced by a musical work, an artist’s work, a movement or
a period. This is maybe why people of letters correlate style with deviation
from norms and conventions, while musicologists insist on common
conventions and norms.

A few specifications made by Meyer - of the “psychological approach”
type of his book?® - configurate the theory of choice. It may for instance
be analysed by the relationship between composition sketches and the
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complete work (starting from Beethoven, a famous source for such
comparisons, this has been common practice) to explain the purposes,
the intentions in the composition choice. Of course, aesthetic elegance
or expressive richness, the wish of a specific master or audience, orders,
interpretation or acoustic conditions, a cultural ideology the author belongs
to may become - separately or in a combined way - the determining
parameters of artistic choice. What is still important is the way in which
imitation turns into influence. According to the specificities of their
personalities, some composers tend to choose more novel relations than
others - Handel seems more of an “adventurer” than Bach (a debatable
assertion!) -, which does not necessarily presuppose the value of the
respective works. Ultimately, particular choices depend to a greater extent
on cultural-musical constraints than on personal inclinations. Innovations
compatible with the inclinations and constraints of the human processes
of knowledge tend to be understood as stable, coherent, memorable.

A key formulation, signalled by L.B. Meyer - “a pattern, concept,
attitude, and so on, is not chosen because it is influential; rather it is
influential because it is chosen”?’ - remains emblematic for a certain
mentality of research. Music history tends to lay the stress on the action of
the past on a passive present - of the kind: Enescu was influenced by
Fauré or by Brahms (etc.)... -, omitting the fact that it is for several
contemporary composers to be exposed to the same virtual influences,
though not all of them take them over, or, if they do, it is not in the same
way. Influence implies interpreting the source: Beethoven’s fugues are
certainly tributary to Bach or Handel, but how big is the distance from the
baroque composers to the classical one! A specific situation thus brings
face to face the classical fugue and the baroque fugue. In the former,
articulations are disjunct (closing cadence, then the new beginning of the
polyphonic discourse) as compared to the second, where they overlap
(the reason probably being in the need for a greater tonal-cadential clarity
with the classics - see Haydn’s fugue in the String Quartet Op. 20 No. 5 or
the fugue-sonata at the end of Mozart’s Jupiter Symphony).

Stylistic change consequently seems to take place not by a gradual
transformation of certain complex entities, but by permuting and
recombining certain more or less discrete features or ensembles of features
which, chosen by the composer, may come from separate sources. It is
not so much the past that models the present, but the present, selecting
from the abundance of its possibilities, models the type of past that we are
building, history thus being the result of a selective present.3°
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In order to establish a repertoire of alternatives out of which the
composition choice will be operated, it is necessary to specify the
constraints, which in the case of the nature of musical style are
psychological and cultural constraints. Conceptualised by musicians in
treatises of composition, harmony, counterpoint, forms, constraints are
analysed by Meyer by means of a hierarchy of laws, rules and strategies.
Namely, laws are transcultural, universal constraints, such as regularity,
repetition, similarity of stimuli and events, generating connections. Rules,
as the highest level of stylistic constraints, differentiate large periods (such
as the Middle Ages, the Renaissance, the Baroque, Classicism and
Romanticism, the 20th century). The discussion is placed within the
dimensions of harmony or counterpoint rules (and, as such, of the history
of the respective treatises) or of dependence rules, which are contextual
and syntactic. Ultimately, the modification of rules in music history leads
to delimiting the epochs in a more or less precise way: the modal, then
the tonal one (starting from ca. 1600) and looking for solutions to avoid
the tonal (after 1900). And strategies aim at the individual by composition
choices within the possibilities established by the rules of a style, thus
resulting an infinity of possible strategies. Changes of rules make new
strategies possible, the strategic game is that which can be defined as an
“exception from the rule”, stylistic theory thus witnessing a combination
of deviation and choice.

In its turn, the composer’s individual choice is also placed at three
levels, according to the above-cited American author. Dialect would be
equivalent with a sub-style, such as Northern / Southern Renaissance music,
Venetian/Roman opera, early/high classical style, impressionism/
expressionism. (Which means, we must add, that 20th century music
engulfs sub-styles within a style that has not yet found its name.) Idiom
would represent the level of individual selection: Bach and Handel use
the same dialect, in different idioms. Idiom - somehow synonymous with
manner - is divided into other sublevels, such as a composer’s creation
stages. Predictably, what is left is the intra-opus style as a level of the
work itself, the distinction between intra-opus style and intra-opus
structure®' generates the differentiation between style criticism and style
analysis (the former being a more refined stage of the latter, according to
Meyer). Stylistic analysis does not deal with what recurs with a certain
constancy, and individual works serve as a basis for generalisation on the
nature of the rules and strategies which guide the option of a composer or
of a group of composers. The style of a work is not only a matter of
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intra-opus constraints, but also of constraints predominating at the level
of idiom and of dialect.

All these classifications, besides pointing out the importance of choice
in the building of a style, have gradually led us to the type of approach,
ultimately to the methodology of stylistic analysis. There are many modern
analytical models focusing on the notion of style, without specifying a
certain position with respect to the understanding of style as deviation or
as choice, nor as elaboration®? , therefore limiting themselves to the musical
arena, without trying to establish any parallels (that may be productive
sometimes) with the literary theory of style. But certain analytical grids
remain of importance in musicology by getting away from structuralist
approaches and opening towards comparison in order to establish the
style of a work, of a composer, of an epoch, of a certain region, a.s.o. - as
we shall see while looking at certain taxonomies proposed.

Analytical models in musical stylistics

A review of the “stylistic consciousness” in 20th century musicology
is, consequently, not without use. Musical stylistics seems to mainly attract
the interest in the context of a fin de siécle “syndrome”, paradoxically as
it may seem in a moment when musical composition - as well as the other
arts - lacks definitions, global stylistic orientations. The fashion of
postmodernism (which anyway did not offer a terminological solution to
musical creation) fades away in the conclusion that there are, of course,
infiltrations of a postmodern aeshetic in the late 20th century art of sounds,
without its being subsumable to an integrating concept. Manifest stylistic
pluralism, the creative individualisation started by Romanticism and
sometimes led to its extremes in our century could be characterised by
one single unifying feature: the experimentation and systematisation of a
getting away from the tonal system or its reinterpretation in a “modern”
perspective.

This is why the types of analysis performed on classical texts can, in
most cases, no longer match the new situations - may they be
impressionistic, expressionistic, serial, aleatory, spectral a.s.o. On the other
hand, new analytical grids are being suggested even for the tonal music
of past centuries, corresponding to the renewing vision of the present.
And, as any valid musical analysis ends up being a stylistic approach -
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even if only owing to its stages of description (putting forth a list of features,
their frequency) and classification, comparison, study of features replicated
in works or a repertoire of works, elaboration of hypotheses and their
interpretations -, modern systems of musical analysis may be almost entirely
circumscribed to stylistic research.

Theorising may take the aspect of a rhetorical analysis, especially with
Renaissance, baroque music (manifestly operating, as we have already
seen, with musical-rhetorical figures, with devices), but extended to other
types of music, including modern and contemporary creation, by analogy
with literary research. Western musicology has already demonstrated this
in various texts, such as Missa Solemnis by Beethoven, for instance?? ; it is
true that, in this particular case, the rhetorical tradition may easier be
discovered in a vocal-symphonic work, with religious lyrics, thus directly
originating from the Renaissance and Baroque musical past. Generally,
vocal music allows rhetorical interpretations, be it in Lieder by Schubert,
Schumann, Wolf, Webern, von Einem?3* or in the opera, where rhetorical
analysis becomes indispensable, irrespective of historical context.?”
Another field of stylistic analysis would aim at computer-assisted generation
of music types in a given style, forcing a dissection - as minute, rigorous
and exhaustive as possible of that style (most often, a composer’s style).3°

For such approaches, the methodological apparatus remains the first
condition to meet, that is, the choice of a method of analysis is fundamental,
and this is why | shall enumerate several modern analytical models, some
of them manifestly stating their stylistic finality. Distinct modalities of
approach to the musical text have challenged modern analysts to try to
create systems based either on the “fundamental structure” (Heinrich
Schenker), on the “thematic process” (Rudolph Réti) or “functional analysis”
(Hans Keller), on stylistic features and parameters (Jan La Rue), on semiotics
(Nicolas Ruwet and Jean-Jacques Nattiez), information theory (Norbert
Bocker-Heil) or the theory of sets (Allen Forte) a.s.0.3” , all these adding to
(and completing, opposing) older, well-known approaches, signed by Hugo
Riemann (phraseological analysis), Guido Adler and Knut Jeppesen
(analysis based on stylistic concepts) or Ernst Kurth and Alfred Lorenz (the
“gestaltists”) etc.

In each case, modern analysis is trying to overcome traditional
guidemarks that created artificial situations of form, frozen patterns,
necessary to study music, but separating it from one of its primordial
elements - temporal movement. The models enumerated more or less
avoid this shortcoming (it is not easy to resist the temptation of a “Procustean
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bed” as an analytical grid), all having, however, comparison as a common,
indispensable method. Another obstacle in accepting traditional analyses
remains their limitation to tonal, functional scores, that is, the impossibility
to use them in exploring a modern or contemporary text.3®

Among the exegeses interested in stylistics, Guido Adler’s modifies
the angle of historical writing on music, introducing the notion of STYLE
(Der Stil in der Musik, 1911), as an ensemble of those features that bring
together the works of a certain historical period. Jeppesen’s works on
counterpoint (especially Palestrina’s Style and Dissonance, 1925) have
consecrated among the most outstanding examples of concrete, detailed
anal