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PRELIMINARY THOUGHTS (2023)

This 1000-page Doctor of Music dissertation, written from 1981 — 1985, was created with two purposes:
1) ostensibly, to call attention to, and discuss, the solo keyboard works of Georg (Jifi) Benda.

2)more importantly, to provide insight into the understanding and interpretation of keyboard music
written between circa 1740 and 1820.

While fulfilling the lacuna of information regarding the keyboard music of Georg Benda was an incentive
in itself, the writer spent those four years researching and writing primarily for the independent piano
teacher, for the undergraduate or graduate music student, the amateur adult, and even the high school
student, who seeks more understanding of all 18" century keyboard music.

The writer laments the fact that so much information exists from 18™ century writers on how to
perform the music of that time, which has gone largely unexplored by those who play this music today.
Knowing that few people in today’s frenetic world will have the time, or take the time, to read the 18"
century treatises or the many commentaries on them, the writer aimed to bring to 20*" and 21 century
readers the valuable messages of those 18 century musicians.

The writer, at the time of his writing, believed there to be no comprehensive guide to the interpretation
of keyboard music written between 1740 and 1820, which provided sufficient essential detail and yet did
not present more details than many readers might wish to encounter. Sandra P. Rosenblum’s magnificent

volume Performance Practices in Classic Piano Music: Their Principles and Applications did not appear
until 1988, although its large amount of wonderful detail could prove to be more than some readers
might desire.

Musical scholarship is useless unless it is made relevant to performance and listening. It was the writer’s
purpose to create a practical resource, not only for scholarly musicians in academia, but also for music
enthusiasts of all ages and levels. He aimed to make everything as simple and approachable as possible,
while still being thorough and comprehensive. Part of what has made this work so large is that it aims to
address the large number of parameters necessary for understanding 18" century music. The writer
never assumed that any single person would read every word of this tome. It was intended to be a
smorgasbord, of an encyclopedic nature, from which the reader can select those portions which meet
his/her needs and desires.

The many quotations were provided to remedy the fact that most readers will never read the original
sources. Extensive footnotes were provided not only to support the information, but also to supply the
reader with the locations where subjects can be pursued in more depth.

The writer considered abridging or editing this volume before placing it on the Internet. However, he
rejected that idea, believing that there are some people who might wish to learn everything possible
about Benda and his keyboard works, and that a product written in one’s early 30’s should be left intact
rather than incorporating the older, and hopefully wiser, insights of a septuagenarian.



Most readers will skip the portions pertaining particularly to Benda and focus on the aspects which are
most relevant to the works of Bach, Haydn, Mozart, Beethoven, and Schubert which they are playing or
hearing.

A list is provided below of the high priority information which would be most useful to the non-scholar.
The writer believes the information in these pages is crucial to the performance of 18" century music.

The reader is welcome to copy any portions for personal use or that of his/her students, since this
document is not under copyright.

The most useful portions for most readers :
Chapter 3  Views of the Sonata by 18" Century Musicians

Chapter 5 18™ Century Style Influences
Chapter9 On Performance in General

Pages 32-37
Pages 72-95
Pages 152-181

Chapter 11 Sonata Form in General Pages 203-205
Chapter 13 Tonality Pages 320-340
Chapter 14 Harmony Pages 347-349
Chapter 19 Tempo Pages 408-482
Chapter 20 Flexibility of Tempo Pages 509-532

Chapter 21
Chapter 23
Chapter 24
Chapter 25
Chapter 26
Chapter 28
Chapter 30

Aspects of Rhythm in Performance
Dance Elements

Phrasing , Articulation and Accentuation
Dynamics

Repeat Signs

Essential Ornaments

The Instrument Question

Pages 543-565
Pages 578-598

Pages 601-602, 613-642

Pages 657-679
Pages 683-687
Pages 710-779
Pages 870-878
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ABBREVIATIONS

Several abbreviations are used consistently

throughout this study: the anthology Musica Antiqua
Bohemica is referred to as MAB; the individual movements
. of sonatas are identified by lower case Roman numerals,
e.g., the lst movement of Sonata 1 becomes Sonata 1li; the
addition of an Arabic numeral, e.g., Sonata 1i,l5, refers
to a specific measure of the movement.

In the Bibliography each entry has been assigned
a one or two word identification label. These labels are
used throughout the paper in the text and the footnotes
when referring to the bibliographic sources.

Two types of footnotes have been employed: content
and reference. Content footnotes primarily elaborate on
‘material in the text, are labelled by asterisks, and are
found at the bottoms of the appropriate pages. Reference
footnotes primarily cite sources, are numbered consecutively

within each chapter, and appear at the end of the chapter.
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PREFACE

Like 18th century musical creations, this study is
intended for both the Kenner [connoisseur] and the Liebhaber
[amateur]. While the author expects that musicologists,
theorists and performers may be able to derive new insights
and discover useful information, he has also written with
teachers and students of all levels in mind, in the hope that
they too will avail themselves of the contents of this volume.

William Newman referred to the sonatas and sonatinas
of Georg Benda as having "yet to be studied in any detail."
He further stated that "the only survey of consequence" is
the nine page section in the 1930 dissertation Stilz/BERLINER.*
One other source which discusses Benda's keyboard works is
Heuschneider/GERMANY. However, most of her 14 pages on
Benda's works are devoted solely to their structural aspects,
since the stated aim of her volume is to trace the develop-
ment of the sonata and particularly of sonata form. Only a
few paragraphs are devoted to other aspects of style, and
the sonatinas are not studied at all. Therefore, the present

writer resolved to help fill the lacuna in research on

*Newman/SCE, pp. 13, 435-436. A search of all
standard sources by the present writer failed to reveal any
completed or in progress dissertations dealing specifically
with Benda's solo keyboard works. In addition, Music Index
did not list any article which devoted more than one para-
graph to these works.
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Benda's keyboard works.

While the sonatas and sonatinas have remained his

central focus, discussions of related areas not always

considered in an exclusively stylistic analysis have been

included. The reasons for their inclusion are:

1.

It is the conviction of this writer that an artist's
works cannot be fully understood without a knowledge

of the creator's background.

Information pertaining to Benda is not readily avallable.
Nearly all the major sources are in German, and are
frequently difficult to procure. While scattered
references appear throughout many other sources, the
present writer came to view the assemblage of detailed
information of Benda's life in one volume as a useful
contribution to scholarship, as well as a benefit to

any individual interested in studying Benda's works.

It is unfortunate that Benda's primary fame is through
history books which usually mention only his pioneering
use of melodrama and his success in Singspiel composition.
This writer hopes to stimulate additional interest in

the performance of Benda's keyboard works.

The performance practice of 18th century music is poorly
understood by many musicians. Therefore, while consider-
ing aspects of performance in Benda's works; the present
wWwriter came to believe that a need exists to promulgate

a more accurate and thorough understanding of 18th
century music in general, from that termed "late Baroque"

to that known as "classical." The fact that Benda's

xiv



music was written during a period when musical styles
and fashions were in an unusually active state of flux
is one of the fascinating aspects of studying his works.
5. The present writer admits to approaching his research
in the spirit which Joshua Rifkin described as his own
attitude as a musicologist:
When I get swept away by something I go at it
hammer and tongs. . . . You just want to embrace
the thing in its totality, to get everything, to
have everything, and to know everything.2
The writer hopes that the perusal of this volume
will stimulate further study. As Goethe remarked:
No one learns anything purely by hearing, and
whoever doesn't pursue a thing himself has only
a partial and superficial knowledge of it.3
Therefore, a large number of quotations and footnotes have
been employed in this study to provide bibliographic assis-
tance to readers wishing to undertake their own research,
as well as to support this writer's beliefs and conclusions.
Very often the writer has found himself frustrated over
sources which are only sparsely documented, and he concurs
with Jan LaRue's statement: "Overdocumentation may be a bore,
but underdocumentation leaves the reader whirling in a
chamber of echoes."4
All of the above factors have resulted in a work of
unusual scope, length and comprehensiveness for a Doctor of
Music paper. However, the writer believes that a doctoral
document ought to aim to reflect the ideals of the Indiana

University doctoral degree,5 and not merely its requirements.

The writer has attempted to make a practical contri-
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bution which transcends Benda's sonatas and sonatinas. It
is his fervent desire thét this work not merely adorn a
shelf, or be occasionally consulted by those interested
only in Benda. Instead, he hopes that it will be consulted
as a general resource. Knowing that its circulation will
never be extensive, he hopes it may at least be of assis-
tance to musicians at Indiana University. In this way he
can indirectly repay his debt to those at Indiana University

who have given so much to him.

Footnotes

lA serious student wishing more knowledge of
Benda's life will wish to consult Helfert/BENDA;
Lorenz/BENDA; Gerber/LEXICON, pp. 330-336; Schlichtegroll/
BENDA.

2Joshua Rifkin, quoted in Kozinn/RIFKIN, p. 14.

‘ 3Goethe to Eckermann, February 20, 1831, quoted
in Rudolf/BEITRAG, p. 223.

4LaRue/REVIEW, p. 566.

5Indiana University Bulletin: School of Music,
Bloomington Campus (1980-~1981), p. 59.
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PART O N E:

HISTORTICATL BACKGROUND



CHAPTER I

BENDA'S LIFE

Chronology of Benda's Life

June 30, 1722  Born in Staré Benitky, Bohemia

1735-1739 Attended Piarist secondary
school at Kosmonosy

1739-1742 Attended Jesuit university at
Ji¢in

March 5, 1742 Emigrated to Berlin

1742-1750 Served as 2nd violinist in
court orchestra in Berlin

May 1, 1750 Appointed Kapellmeister at
Gotha

November 23, 1751 Married Christiana Eleonore
Leichnam (she died August 1,
1768) ‘

October 10, 1765- Travels in Italy

June 5, 1766
April 20, 1778 Resigned position at Gotha
1778-1779 Searched for new position

(included visits to Berlin,
Vienna, Mannheim, Hamburg)

1779-1795 Spent retirement in Georgenthal,
Ohrdruff, Ronneburg, and
Kostritz (with occasional
travels elsewhere)

November 6, 1795 Died in KOstritz, Saxony



The Benda Family

Like the Couperin family of France and the Bach
family of Thuringia, the Benda family of Bohemia produced
musicians over many generations.* The first Benda known
to have been a musician flourished during the mid-16th
century, at Cilec, near Nymburk. The family contained two
main branches: one centered in the Skalso area, and the
other located in the area between Nymburk, Lysa-on-the-Elbe,
and Staré Bendtky on the Jizera.l The former branch included
the weaver and village musician Martin Benda (1676-1746),
and his son, the famous Prague organist, Felix Benda
(1708-1768). The latter branch included Georg Benda.

Georg Benda's father, Jan Jit{ Benda, was born in
1685 in the village of Staré Benadtky (0ld Venice), 21 miles
northeast of Prague. He was a linen weaver by profession,
and was well known as a performer on several popular instru-
ments which he played frequently in village taverns. These
instruments included the fiddle, shawm, bagpipe, dulcimer and
xylophone. Georg's mother, Dorota Brixi, also a weaver, was

descended from an equally renowned musical family in east

*Until recently, the name Benda was thought to have
been derived from a contraction of the Hebrew Ben David. MGG,
which contains many inaccuracies, and Krehm/NFMC. However,
Schoenbaum/BENDA, p. 140, has shown that there were various
forms of the name Benda in use in the 12th and 13th centuries,
all of which were Czech translations of the Latin Benedictus.
(This article corrects several of the errors in the MGG article.)




central Bohemia near Plzen.
Of their six children who survived to adulthood,

four sons and one daughter became well-known professional

musicians:

1. Franz (Franti%ek) (1709-1786) 2
2. Johann (1715-1752)
3. Georg (Ji*{ Antonfin) (1722-1795)
4. Josef (1724-1804)*
5. Anna Fréncesca (Anns Franti%ka) (1728-1781) **

It was the employment of Franz at the musical establishment
of Frederick the Great in 1733 that paved the way for his
parents, all of his brothers, and his sister to escape
religious persecution and emigrate to Berlin by 1742.
Descendants of these individuals remained in
Germany and carried on the Benda family musical tradition
through work as composers, conductors, vocalists, musicolo-

gists and teachers.***

*Johann and Josef both became violinists in the
Berlin orchestra.

*¥Anna Francesca became a well-known coloratura
soprano. She moved to Gotha immediately after Georg
received his appointment there, and married the conductor
and concertmaster of the Gotha orchestra, Dismas Hattasch
(1724-1777). She later appeared in some of Georg's operas.

***Two of Franz's sons served in the Berlin orchestra
for their entire professional lives, and two of his
daughters were singers and pianists, with one of these in
addition, being a composer. Both married famous musicians--
composer Ernst Wilhelm Wolf (1735-1792), and composer~-writer
Johann Friedrich Reichardt (1752-1814). Five of Georg's own
children, as well as his foster daughter, became professional
musicians: 1)Friedrich Ludwig (1752-1792), was a violinist in
the Gotha court theater orchestra from 1775-1779. He then
lived in Berlin and Hamburg before taking up the post of
composer at the court of Schwerin in 1782. The last three



Youth in Bohemia

The modern state of Czechoslovakia, a political
state created in 1918, encompasses the regions of Bohemia,
Moravia and Slovakia,3 each of which has its own distinct
geography, history, and social and musical traditions.
While Slovakia has been heavily influenced by nations
lying to its east, Bohemia's history has been closely
intertwined with that of western Europe. While this was
responsible for some cultural enrichment, it also led to
many centuries of constant struggle with German neighbors,
who surround Bohemia on three sides. But in spite of
frequent foreign domination and religious strife, Bohemia
has enjoyed periods of great cultural achievement. The
14th and 16th centuries were its golden ages, with Prague

being the seat of the Holy Roman Empire.¥

years of his short life were spent in Kbnigsberg. Theater
works comprised the bulk of his compositions. 2)Heinrich
Benda (1754-c. 1806), spent most of his life as a violinist
in Berlin. 3)Catherina Justina Benda (1757-1810), was a
singer in Hamburg, and married Carl Friedrich Zimdar, an
actor who wrote libretti for various Singspiele. 4)Hermann
Christian Benda (1759-1805) was a violinist in Gotha, and
later a singer in the Weimar theater. 5)Carl Ernst Benda
(1764-1824) was an actor and singer in Berlin. 6)Susanne
7ink, Benda's foster daughter, was a singer who married
Christian Gottlob Neefe. (These children of Benda are dis-
cussed in detail in Lorenz/BENDA, pp. 115-154.) Two of
Josef's sons followed the tradition of their father and
uncles, serving as violinists in the Berlin orchestra. One
well-known modern day descendant was Hans von Benda
(1888-at least 1968) conductor, teacher and head of the music
division of the Berlin Radio.

 *Tn the 1l4th century when the king of Bohemia served
as Emperor of the Holy Roman Empire, Guillaume de Machaut
(c. 1300-1377) spent many years at the thriving court,
introducing French music and poetry. In 1348, the first
university in Europe was established in Prague. In the



However when the Hapsburg court moved back to
Vienna in 1612, and the Bohemian aristocracy followed it,
Bohemia's cultural life declined rapidly. A few years
later, sparked by events transpiring in Bohemia, the Thirty
Years' War erupted, utterly devastating the region. By
1648, the population had been reduced from 3,000,000 to
900,000. Three quarters of the nobility and a large per-
centage of the bourgeoisie had emigrated, and the cities lay
almost abandoned. The countryside was in ruins, and in
addition to these social and economic disasters, Bohemia
had suffered a tremendous spiritual collapse from which it
took two centuries to recover.

The bleak conditions which began during the Thirty
Years' War continued for 150 years afterwards. The Hapsburgs
increased their policies of repression, which amounted to an
attempt to further Germanize all facets of life. The Czech
language was nearly eliminated. The government was adminis-
tered through absentee or feudal landlords. The economy was
reduced to that of a feudal state, with the peasants enslaved
in total serfdom and oppressed by enormous taxes. A family
such as the Bendas, during the period which comprised the
first 14 years of Georg's life, was expected to pay 73% of
its meager income to the state, the church, and landlords.

A Counter-Reformation was launched with the Jesuits

16th century, when the Hapsburgs again moved the seat of the
Empire to Prague, Philippe de Monte (1521-1603) and Jacobus
Gallus (1550-1591) were two of the foreign musicians in
residence.



and Piarists being given complete control of education, and
the government attempted to take away all privileges from
Protestants. By 1735, Protestantism was completely outlawed,
and in 1752 being a Protestant was punishable by death.4
During these especially dark times, music became a
source of consolation to the Czech people. This was not a
new phenomenon, as the tremendously important role of music
in the lives of the Czechs goes back centuries. One of the
primary traits cited in nearly all discussions of the Czech
people's make-up is musical feeling. "Every Czech is a
musician," is an old saying, which is echoed in an old pro-
verb, "Every Czech is born, not indeed with a silver spoon
in his mouth, but with a violin under his pillow."5 Mozart
proclaimed the Czechs to be "the most musical people in
Europe."6
Music was taught regularly in the schools, which

were always extremely well attended despite the rural en-
vironment and deprived economic conditions. Along with his
astonishment at the living conditions which he termed "the
most melancholy spectacles I ever beheld," Burney recounted
his amazement at the knowledge the common people in Bohemia
showed about music:

Not only in every large town, but in all villages,

where there is a reading and writing school, children

of both sexes are taught music.
He went on to cite entire schools of six- to ten-year-old
children "playing on violins, hautbois, bassoons, and other

instruments," as well as, in one instance, boys playing on

the schoolmaster's own four clavichords. Although most



students did not pursue music vocationally, they continued
to sing in church choirs, and sang and played folk songs and
dances for recreation.*

For those of special talent, excellence in music
provided a means of achieving upward social mobility.
Instead of remaining a peasant, one might gain employment
at a court. Although this usually meant combining musical
duties with another type of work, musical skill at least
provided the opportunity for a young person to rise to the
highest level of servanthood.

While Bohemia in the 18th century offered an in-
sufficient future to the exceptionally talented musician,
courts in other parts of Europe were eager to employ the
highly talented Czech musicians. The resulting movement
of these highly prized Czech musicians to posts throughout
Europe led to Bohemia's having been called, in the 18th
century, "the conservatory of Europe."7

Members of the Jan Ji¥{ Benda family studied
several instruments, including the violin and oboe, at
home. They frequently performed in taverns and at festi-

vities such as weddings. An idea of what being a Bierfiedler

at a tavern was like can be gleaned from Franz's colorful
autobiography. Although he did not care for the tavern
atmosphere, he greatly benefitted from the musical experience:

"I am convinced that playing for the dance had done no

*Burney/TOURS, p. 134, aptly termed non-vocational
musical activities "among the best and most unexceptionable
purposes that music can be applied to." Burney's. visit to
Bohemia is described in Burney/TOURS, pp. 131-138.



harm to my artistry, particularly in regard to keeping
time."8

Through such experiences, Franz became exposed to
musicians such as the blind tavern fiddler, Lebel. This
musician in particular had such an influence on the develop-
ment of Franz's beautiful violin tone, that Franz frequently
throughout the rest of his life spoke thus of Lebel:

He was able to make his instrument sound exceedingly
sweet, although his violin was not particularly good.
I often followed him to have the opportunity to think
about the way he played and I must honestly admit that
I received more stimulation from him than from my
master.*

The type of musician Lebel typified was very impor-
tant to the musical life of towns in all the Slavic countries
and in Germany for many centuries. Such folk musicians
greatly influenced composers and performers of serious music,
as well as having provided enjoyment for the common pe‘ople.9

It is known that in his youth Georg Benda had a
small amount of exposure to the works of the most famous
composers of the early 18th century. When he occasionally
performed at the Manor Castle in Nove Benétky, owned by
Count von Klen, he heard concerti grossi and trio sonatas

by Vivaldi and Corelli. Through church choirs, he heard

and sang in performances of works by Alessandro Scarlatti,

*Franz Benda, quoted in Nettl/FORGOTTEN, pp. 210, 212;
Burney/TOURS, p. 175. Giuseppe Tartini, in Geiringer/
CRITICAL, p. 179, expressed a similar notion: "Everybody,
and again everybody must be listened to, and I myself in
Venice used to pay very little worry to those blind violin
players becuase I have learned from them too.™



Francesco Durante, Leonardo Leo, Leonardo Vinci, J. J. Fux,
Antonio Caldara and Antonio Lotti, as well as the Bohemian
composers Bohuslav éernohorsky and G. H. Stdlzel.

Benda's first formal schooling was at a town school
such as Franz Benda mentioned in his autobiography, and
Burney described in his journal.lO His later musical educa-
tion at the Piarist and Jesuit institutions appears to have
been especially influential. His studies included rhetoric
and oratory, which in addition to training his mind, were
important with respect to his later operatic writing.ll
Thesé studies also may have made him especially sensitive
to the relationship between music and rhetoric which 18th
century musical writers continually stressed.

Oratorios and musical dramas were frequently per-
formed at these schools. These works contained a pathos
and intensity which could have had a significant influence
on Benda's future compositions. His cousin, Viktorin Brixi,
who attended the same institutions, wrote the music for
some of these dramas.

Although opinion seems to be divided on the question
of how much significant training in composition and perform-
ance Georg Benda actually received in Bohemia, Vladimir
Helfert stressed the importance of the training Benda re-

ceived from his family and from the schools he attended.12

Apprenticeship in Berlin

Although one should not underestimate the importance
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of the overall musical background Benda gained in Bohemia,
it does appear that as a composer, Benda's major education
took place in Berlin. His contemporary biographers Ernst
Ludwig Gerber and Friedrich von Schlichtegroll stated that
Benda was virtually self-taught, and only in Berlin received
exposure to great music.

He never really had instruction in composition.

By means of his genius and feeling for beauty

he formed his own rules.*

Benda was officially employed as a violinist in
the Berlin Court Orchestra, where he received a salary of
250 thaler.** The full 42 member orchestra (as of 1754)
was used only for opera performances,13 and players drawn
from the court orchestra performed extremely frequent
evening chamber music programs.

In Berlin, Frederick the Great (1712-1786) was as
much a cultural dictator as a political ruler. His taste
dominated every facet of musical activity-—-composition,

performance, theory and criticism, and this taste tended

*Gerber /LEXIKON, p. 331; Schlichtegroll/BENDA, p. 14.
Schlichtegroll (1765-1822) was an early biographer of many
musicians, and Benda was one of several composers for whom
Schlichtegroll wrote lengthy obituaries. This was the source
of much of Gerber's (1746-1819) information on Benda in his
biographical dictionary.

**%According to Helm/FREDERICK, pp. 113, 143, 159,
174-175, C. P. E. Bach only received 300 thaler for his
accompanying duties--an indication that present day practices
which take advantage of accompanists is nothing new. (Bach's
salary was only raised to 500 thaler after 16 years of
service.) Frederick's Kapellmeister, K. H. Graun received
2000 thaler, as did Quantz, although Quantz also received

ponuses. But the top opera singers brought to Berlin received
2000-7000 thaler! According to Loesser/PIANOS, p. 26,
J. S. Bach's total annual income in the 1730's was 700 thaler.
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to be quite conservative. Every musical development subsequent
to Vinci, K. H. Graun, and J. G. Hasse and Quantz was sus-
pect. "Whoever dares to profess any other tenets than those
of Graun, is sure to be persecuted," wrote Burney.¥*

According to Ernest Eugene Helm, Frederick's three
attributes for good music included:
1. a singable and interesting melody (This trait was

especially associated with Italian music.)

2. deep feeling (something the Germans were noted for)
3. correctness (intellectual, as well as emotional
interest).14

That this last trait was especially predominant in
Berlin is not surprising, in view of the rationalistic
spirit which Frederick fostered there. A symptom of this
attitude was the incredible amount of writing and discussion
about music which took place. Burney's 1772 account of
Berlin is not inapplicable to Berlin in the 1740's when
Benda resided there:
Musical controversies in Berlin have been carried
on with more heat and animosity than elsewhere;
indeed there are more critics and theorists in this
city than practitioners.
Therefore, the eight years which Benda, a poor

Bohemian of humble stock,l6 spent in Berlin, exposed him

to some of the greatest musical minds of the 18th century.

*Burney/TOURS, p. 207. Burney devoted one—~fifth of
this work to musical activities in Berlin, pp. 159—207.
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Kapellmeister at Gotha

On May 1, 1750, Benda, at the age of 28, left
Berlin and assumed the position of Kapellmeister of the
musical establishment at Gotha.* He had auditioned in
February, 1750, and was selected over his famous Berlin
colleague, Johann Friedrich Agricola (1720-1774). (Benda's
skill as a keyboardist, as well as his being a Freemason,

l7) Benda succeeded Gottfried

helped him gain the position.
Heinrich sStdlzel (1690-1749), a rather famous and prolific
composer.** Benda's chief responsibility at Gotha was to

perform and compose church music and Schlossmusik, as

there was no court opera or permanent court theater until
after his return from Italy*#*%

Benda found Gotha a stimulating environment, since

*Gotha lies east of Eisenach and west of Erfurt and
Weimar. It was the. center of the duchy of Saxe-Gotha, one
of the 300 or so sovereign principalities which made up
Germany at that time. Gotha is very near the Thuringian
forest, which is among the most beautiful areas in Germany.
The present writer vividly recalls the peaceful stillness
which pervades the air in this region of Germany, which was
home to so many great figures in history including the Bach
family and Martin Luther. The present writer's 1976 diary
contains the following description of the Thiringerwald near
Eisenach: "The air is as fresh as is possible, 'and sound
almost emanates from the hills. . . . The honesty of the
beauty moves one in the deepest of ways." Benda is known
to have been a great lover of nature, and surely revelled
in such an atomosphere.

**Some of StOlzel's works appear in the Notenbtichlein
der Anna Magdelena Bach, compiled by J. S. Bach and his
family.

***%*By studying Haydn's many duties at Eszterhéza, which
are thoroughly documented in Landon/HAYDN, one can gain an
appreciation for the vast responsibilities of a Kapellmeister.
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the city, with a population of 11,500,* was a major center
for the transmission of the ideals of the French Enlighten-
ment. The guiding forces for this intellectual and cultural
atmosphere were the Duke of Gotha, Friedrich III (1699-1772),
and his wife, Louisa Dorothea (1710-1767), of the Saxon-
Meiningen family. She corresponded with the great minds of
the age, and invited them to Gotha. (Voltaire accepted her
invitation in 1757.) However, the death of the Duchess on
October 22, 1767, resulted in the cancellation of many
musical activities and plans, and a lessening of intellectual
interest at the court. The next seven years were not stimu-
lating ones for Benda. But Gotha came to life again in 1774,
after Ernest II (Friedrich's successor) had established
himself and turned his attention to cultural matters, and
when the Seyler theatrical troupe arrived in June of that
year.

It was at this time, at the age of 52, that Benda's
most productive and successful years as a composer began.
Lorenz/BENDA provides a list of the musicians who traVelled
to the court at Gotha and the dates of their visits during

Benda's tenure.**

*Lorenz/BENDA, p. 19. Gotha's population in 1971
was 57,200. For more information on Gotha, see Lorenz/BENDA,
p. 19; TRAVEL GUIDE, pp. 168-171; BRITANNICA, "Gotha."

**[,orenz /BENDA, pp. 52-56. Information is nonexistent
today on most of these individuals.
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Travels in Italy

For the past 700 years, musicians from northern and
central Europe have yearned to travel to sunny Italy. The
results of such travel have definitively shaped the course
of European music since nearly every composer who has
journeyed to Italy has returned to his homeland with a new
outlook.

Benda was no exception. Although in Berlin, he had
been exposed to Italian musical influences of the first
third of the 18th century, he had little contact with later
Italian musical developments, and was, in fact, prejudiced
against many aspects of Italian music. However, his six
month sojourn in Italy, at age 43, changed his attitudes and
altered the entire course of his life.

Up to that point, Benda had spent 15 busy years in
Gotha and, not having had an opportunity to travel, felt
the need of contact with other musical centers. "To hear
something extraordinary of music from other lands is indis-
pensible to my craft," Benda wrote his employer,18 who
rewarded him with a stipend for the trip.

Having left Gotha on October 10, 1765, Benda and
his travelling companion, Friedrich Wilhelm Rust, arrived
in Venice on November 26. There, Benda had the opportunity
to meet Johann Adolph Hasse, who greeted him warmly.19 vThe
most important result of the stay in Venice, however, was

Benda's first exposure to an opera by Baldassare Galuppi.¥*

*Galuppi himself was not in Venice at the time, being
in residence in St. Petersburg.
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Being accustomed to fuller sonorities and orchestration,
and richer harmonies, Benda was at first infuriated by what
he heard. He dubbed it "empty tinkling," and after the
first act angrily stormed out of the opera house. Rust,
however, remained and even made plans to return for a sub-
sequent performance. Benda decided to accompany Rust and
give the opera another chance. This time he was so
enthralled that he attended as many remaining performances
as he could during his 12 day stay in Venice. He told
friends thereafter, that it was the "clear, transparent
manner" of Galuppi which shed new light on theater music.
This experience, additionally, caused Benda to seek every
influence he could find to contribute to his own music.20

On the way to Rome, Benda spent three days in
Bologna and two days in Florence. In Bologna, Benda visited
the same two musicians whom Burney enthusiastically would
seek out less than five years later: Padre Giambattista
Martini (1706-1784) and the castrato Carlo Broschi (1705-1782),
known as Farinelli.* 1In Florence, Benda heard for the first
time a performance of Gluck's reform opera, Alceste.

In Rome, where he stayed from December 17-February 14,
and passed through aéain in. March on the way home from Naples,

Benda availed himself of as much religious music as possible.

‘ *Burney/PRESENT, p. 198, claimed Martini was "regarded
by all Europe as the deepest theorist," as well as being a
historian and composer of church and instrumental music, and
he hailed Farinelli as the "greatest practical musician of
this, or perhaps of any age or country."” Burney/PRESENT
provides information on all the cities and many of the same
people Benda is known to have visited.
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In this environment, he composed what is, according to
Gerber, one of his finest choral works, a cantata for the
birthday of his patron. He also attended a performance of
Antigone by Tommaso Traetta (1727-1779).* 1In Naples,
where he spent nearly three weeks, Benda heard the Stabat
Mater of Giovanni Battista Pergolesi. Benda returned to
Gotha on June 5, 1766, and for the rest of his life, talked
with delight about his journey to Italy;
Reichardt wrote:

Before the trip he composed in the manner of the

Berlin School, but in Italy he learned to appreciate

the effect that distinguished theater music from

chamber music as large-scale painting is from miniature
painting.2l

Retirement

On March 20, 1778, after 28 years of service,
Benda impetuously resigned his position. A major factor
in his decision was the favoritism which Benda perceived
was being shown to Anton Schweitzer, a rival composer,
who had been in Gotha for several years. Although Benda
had believed that his fame would enable him to find a position
in a major musical center, subsequent travels to Berlin,
Hamburg, Vienna and Mannheim during the following year and
a half failed to result in employment. Disillusioned, he
returned to Gotha on August 27, 1779, and at the age
of 57 began the modest, withdrawn existence which continued

for the remaining 16 years of his life. His life

*Garrett/BENDA, p. 238, claims Traetta's works
influenced Benda.
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was lonely. A widower for 15 years, whose children had
left the area, Benda wrote in a letter of 1783, "once I was
the first, now I am the last Benda in the fatherland of my
children."22
Although occasionally wintering in the urban centers
of Mannheim and Heidelberg, he primarily lived in a series
of small villages. In May of 1780, he moved to Georgenthal,
a pleasant forest village in a valley with ponds full of fish.
This village, three hours from Gotha, had 450 inhabitants,
many of whom raised cattle. He moved to nearby Ohrdruf, a

23 Ronneburg, in

mountain village of 4,150 in May of 1783.
the area of Altenburg, became Benda's residence in 1788. A
famous spa, which Benda used frequently, was located here.
Not finding Ronneburg secluded enough, in 1790 he settled

in nearby K&stritz, although still spending significant
periods of time at Ronneburg.*

While these last 16 years of Benda's life were
lonely, especially when he was bedridden during his last
year, they did afford him the peace and quiet he so craved.
The years at Gotha had been hectic and the life of any opera
composer was always anything but peaceful. "Good-bye
Theater, with your ugly daughter Cabal," he wrote to his

24

friend Rust in 1780. One of Benda's aphoristic statements

*K8stritz, a romantic village, had been the birthplace
of Heinrich Schitz in 1585. It is still the home of a
well-known brewery, famous for its rich dark beer, which
Benda drank for medicinal purposes. Benda died and was
buried in Kbstritz.
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summarizes his attitude during this last period of his
life:
Distancing oneself from disgust, worries, and burden,
along with a little philosophy are the whole secret
of living longer and staying young forever.25
It was in this contemplative atmosphere that Benda prepared

for publication the sonatas and sonatinas and other works

which make up his 6 volume Sammlungen.26

Footnote

lA map showing many of these areas, as well as
locations of important places in Georg Benda's life is
located in Helfert/BENDA.

2Franz Benda is discussed on pages 107-109 below.

3Ten maps showing the political/geographical
development of these regions from the ninth century to
1945 are found in J. F. N. Bradley, Czechoslovakia,
Short Histories of Europe, Vol. 2 (Edinburgh: University
of Edinburgh Press, 1971).

‘Kerner/BOHEMIA, pp. 13, 14, 45, 197, 312-313;
Thomson/CZECHOSLOVAKIA, pp. 150-151; Murphy/BENDA, which
contains much information on the history of Bohemia and
the Benda family; Johnson/SLAVIC, pp. 38-41.

5Dostal/CZECH, p. 47; Newmarch/CZECHOSLOVAKIA, p. 1.
Nettl/CZECHS, contains much information on music in
Bohemia.

6Freed/NOTES. Burney/TOURS, p. 131, stated that
he "had frequently been told" the same statement.

7Holzknecht/PRAGUE, p. 62.

8Franz Benda, quoted in Nettl/FORGOTTEN, p. 212.
See also Newmarch/CZECHOSLOVAKIA, pp. 21-22, for evidence
of Georg's having performed at weddings.

9See Nettl/FORGOTTEN, pp. 28-37. Louis Kentner,
in Walker/LISZT, pp. 204-205, discusses the distinction
between the Musikant, the instinctive, natural musician
and the Musiker, the formally trained musician. See
also Isacoff/FOLK, and David/BACH, p. 238. Today's
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performers of serious music could benefit from more of
this Musikant influence as opposed to the exclusive
influence of the Musiker.

1OFranz Benda, quoted in Nettl/FORGOTTEN, p. 204;
Burney/TOURS, pp. 131-138.

llFor specific details see: Garrett/BENDA, pp. 236-237;
Helfert/BENDA, pp. 196-199; Pelman/ASTHETISCH, pp. 46.

12Helfert/BENDA, p. 202.

13Helm/FREDERICK, pp. 119-120.

14Helm/FREDERICK, pp. 71-75. This work is the basic
source in English on the Berlin musical environment during
Frederick's reign.

15Burney/TOURS, p. 205.

l6Franz Benda, quoted in Nettl/FORGOTTEN, p. 242,

l7Lorenz/BENDA, p. 17.

18Benda, quoted in Lorenz/BENDA, pp. 59-60.

19 urney/TOURS, pp. 94-96, 107-109, 118-120,
discusses his own visit with Hasse.

20Gerber/LEXIKON, pp. 331-332; Schlichtegroll/BENDA,
pp. 15-17. v

21J. F. Reichardt, Musikalischer Almanach, quoted in
Lorenz/BENDA, p. 63. Sources dealing with Benda's trip to
Italy include: Lorenz/BENDA, pp. 59-63; Helfert/BENDA,
pp. 251-252; Gerber/LEXIKON, pp. 331-332; Schlichtegroll/
BENDA, pp. 15-17, 28.

22Letter of May 28, 1783, quoted in Schlichtegroll/
BENDA, p. 31.
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Lorenz/BENDA, pp. 19-20.

24Letter of February 27, 1780, quoted in Lorenz/
BENDA, p. 97.

25Letter to Gotter, February 23, 1794, quoted in
Lorenz/BENDA, pp. 106-107.

26Regarding Benda's Sammlungen, see pp. 28-31, 42-49.
124-135 below.




CHAPTER II

BENDA THE MAN

Benda appears to have had a well-rounded and
complex personality.l Gerber stated that "in his youth
and during his active life he manifested much sensuality,"
which included having an "exceptional desire to eat" and
drinking a "great deal of wine."* Benda loved gambling
and card games, stating that a good composer had to be good
at card and table games. However, it seems his losses were
more frequent than his successes, and he sometimes went
into debt.**

A sociable person, Benda was famous for his wit
and aphorisms. "He expressed his thoughts in an original,
sometimes purely humorous, sometimes purely witty manner
and speech." He is said to have spoken German (which he
would not have spoken in his youth in Bohemiaz)‘very well,

although with a Bohemian accent. But he wrote German even

*Schlichtegroll and Gerber compared Benda in this
respect to Handel, Jommelli, Gluck, and Bach. - (The use of
the name Bach in the 18th century usually referred to
C. P. E. Bach and not to J. S. Bach. However, Gerber
possibly could have been referring to J. S. Bach since his
father knew J. S. Bach personally, and Gerber spent his life
in the same vicinity that J. S. Bach had lived.) Newmarch/
CZECHOSLOVAKIA, pp. 21-22, contains an anecdote testifying
to Benda's love of food even in childhood.

**Mozart's similar love of games comes to mind, as
does Domenico Scarlatti's reputation as a gambler.

20
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better, "and with sententious expression."*

Benda's absent-mindedness and fofgetfulness were
legendary. Schlichtegroll, Gerber, and Reichardt provided
a number of examples in their accounts of Benda's life,

and in addition, the Allgemeine Musikalische Zeitung pub-

lished an entire article consisting of 11 anecdotes which
deal with Benda's eccentricities, almost all of them per-
taining to his forgetfulness.3 Some of these anecdotes
relate antics such as Benda's having arrived at court with
a clothes brush under his arm instead of a hat, wearing
stockings of unmatched colors; his knocking repeatedly on
a next-door church, thinking it was his home; his acciden-
tally leaving his wife behind in a distant city, after
having journeyed there with her.

While some of these stories simply illustrate
absent-minded forgetfulness, others are more significant
indications of Benda's character. His impulsive enthusiasm
is shown by his having dashed to the home of his librettist
to show him his newly completed aria--at 2:00 a.m.4 That
Benda was a person of deep feeling is attested to by the
fact that, as part of a discussion regarding the most appro-
priate kind of text to set to music, he

ran to the Klavier and sang the aria "Meinen Romeo"
with such feeling that tears ran down his cheeks
and also those of the people who were there, who

ignored his ugly voice, broad Czech accent, and
wild gesticulations and grimaces.

. *The Prefaces to Sammlungen 1 and 2 furnish examples
of Benda's writing style. Their translations appear in
Appendices B and C.
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Benda's sensitivity was reflected in his feeling
things deeply and his being slow to forgive any slight or
insult. But Benda was also sensitive to the needs of others,
and was known for his generosity and philanthropy. He
sought out the poor and gave them money, causing little
children to dub him "the Moneyman."

Benda exhibited a highly developed mind. Reichardt
referred to him as a "rare combination of the highest
talents," with "an outstanding speculative mind which
thought deeply and penetratingly." It was a mind which
concerned itself with far more than simply music. He spoke
Latin, French and Italian, in addition to Czech and German.
He displayed a keen life-long interest in philosophical
matters, an area which seemed to interest him nearly as much
as music.

The instruction in religion and philosophy which
Benda received at the Piarist and Jesuit institutions quite
likely stimulated Benda's interest in these.subjects. In
Berlin he assimilated much of the thought of the French
Enlightenment which, along with Pietism,5 was such a power-
ful influence at Gotha. The works of Voltaire, d'Alembert,
Helvetius, d'Holbach, Rousseau, and Melchior Grimm have been
cited as influences on Benda, during his years at Gotha.¥*
These writers, with the exception of Rousseau, tended to

reflect the rationalists' optimism that reason will lead the

*Helfert/BENDA, pp. 244-246. Racek/PREFACE, vol. 37,
p. viii and Schlichtegroll/BENDA, p. 30, state that Rousseau
and Voltaire were Benda's favorites.
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way to an improved world and they reflect an abundant confi-
dence in the goodness of human nature. They looked to
"Nature" for inspiration as a substitute for past reliance
on organized religion for revelation. But as he grew older,
Benda seems to have become increasingly pessimistic and
withdrawn, and Jan Racek has stated that "he opposed the
enlightened Voltarian scepticism," and came "under the in-
fluence of the first wave of romantic pessimism."6
Some of Benda's views are contained in letters
which were excerpted by Schlichtegroll. From these letters
one can see that Benda placed much emphasis on reason and
tolerance. He could not justify doctrines of immortality,
and was anti-ecclesiastical. However, he was not interested
in attacking others' views and believed that it was one's
responsibility to make life in this world as pleasant as
possible for others.7
Benda had a great love of solitude. "He lives in

his thoughts," wrote Reichardt. 1In his younger days, this
was evidenced by his concerning himself with affairs of the
mind and.not with practical matters, the latter of which he
relegated to his wife. But after 1780, his desire for in-
creased solitude resulted in frequent changes of residence,
finally culminating in his living "in total separation from
the world" in K&stritz. Gerber recounted Benda's life at
this stage:

In early morning without caring about heat or rain,

and on days when mail came he would go several hours

to Gera, simply to have the latest news of the

French Revolution by means of the newest newspapers.
On these wanderings he avoided all contact with people.
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Benda once said he was waiting for his wife. Told that
he did not haVe one since she was deceased, he replied:
"Yes, I do--Solitude."

Late in life, even his interest in music waned.
Upon being asked to participate in a musical gathering at
this time, he replied: "Any little flower in a pasture
gives me more pleasure than all of music." His final

composition, Benda's Klagen (Benda's Lament), to which he

wrote both the words and music, was written in 1792, three
years before he died.

Gerber stated that it was a little known fact that
as a performer, Benda was best as an oboist. This is sur-
prising in view of the fact that Benda earned his living
during his Berlin years as a violinist and had a reputation

8 But his skill as an oboist is

as a "good clavierist."
better understood when viewed in the context of his Bohemian
background. As Burney wrote:

the Bohemians are remarkably expert in the use of

wind instruments, in general . . . [and] the

instrument upon which their performers are most

excellent, on the Saxon side of the kingdom, is

the hautbois.*
In October of 1765, Benda is known to have performed as
keyboard soloist in a concerto before the Munich court,

and after the performance he was presented with a gold

*Burney/TOURS, p. 135. Wind instruments were
especially known as the property of the common people,
as strings were often played by the better educated.
Dostal/CZECH, p. 52.
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watch by Kurfiurst Max Joseph of Bavaria.¥*
Existing representations of Benda include the
following:9
1. a widely-known 1775 copper engraving by Christian
Gottlieb Geyser, based on a sketch by Johann Mechau**
2. a copper engraving by Johann Friedrich Schréter,
after the same sketch by Johann Mechau***
3. an engraving by an unknown artist, found in the

manuscript score of Ariadne auf Naxos

4. a painting by an unknown artist *¥*#**Benda appears quite
a bit younger in this picture than in the copper engrav-

ings.

*Schlichtegroll/BENDA, p. 15; Gerber/LEXICON, p. 331;
and Lorenz/BENDA, p. 60. The concert took place at the
Schloss Nymphenburg, which Burney/TOURS, pp. 48-52, a few
years later described as "a magnificent Chateau" with
gardens which

are reckoned the finest in Germany, and are really
as beautiful as they can be made, with innumerable
fountains, canals, jets d'eau, cascades, alleys,
bosquets, strait rows of trees, and woods, where
'grove nods at grove,' in the true French style.
One assumes this Schloss or Chateau was the Amalienburg,
built by the dwarf Francois de Cuivillies in 1734-1739.
Tt has been termed "that masterpiece of German rococo,"”
"the ultimate in Rococo decoration," and a "wilderness of
ornament." Clark/CIVILISATION, pp. 241-242. Will and Ariel
Durant, The Age of Voltaire, The Story of Civilization:
Part IX (New York: Simon and Schuster, 1965), pp. 398-399.

**Tt is located in the Archives of the Gesellschaft
der Musikfreunde in Vienna, the Wiener UOsterreichischen
Nationalbibliothek, and in the Kupferstichsammlung der Veste
Coburg, and is reproduced in many places including MGG,
vol. I, p. 1626; NEW GROVE I, p. 464, MAB, Vols. 10 and 24.

*%*Tt is located in the Osterreichische National-
bibliothek in Vienna and is reproduced in Lorenz/BENDA,
illustration no. 16.

****Tt is housed in the Gesellschaft der Musikfreunde
in Vienna, and reproduced as the frontispiece in Lorenz /BENDA.



The three representations which this writer has seen
(Nos. 1, 2 and 4 above) all suggest a rather heaVy, solidly
built individual, with a round head, large forehead and
broad nose. The eyes display a liveliness, energy and
intensity.

Benda was described by a Viennese Privy Councilor
in 1778:

He is of medium size, with a round face which seems
to gleam with desire for wine and strong drink. If
his clothes were black, he would look like a retired
schoolmaster, except that from the constant motion
of his body one would take him for the son of a sea
captain.l0

Footnotes

lThe information contained in this section is
derived largely from Schlichtegroll/BENDA, pp. 24-29,
and Gerber/LEXIKON, pp. 333-334. Lorenz/BENDA, pp. 58,
91, 114-115, was also helpful, primarily through
guotations from Reichardt. Reichardt, who was married
to Benda's niece, wrote an article on Benda shortly after
Benda's death, which appeared in Musik Almanach of 1796
and in Part 1 of Lyceums der Klnste. He also mentioned
Benda in his other writings, including Vertraute Briefe,
geschrieben auf eine Reise nach Wien.

2Franz Benda, quoted in Nettl/FORGOTTEN, p. 207.
3Hé{rting/ANEKDOTEN. F. W. Hirting heard these
anecdotes from Benda's son, Christian Benda, who authorized

their publication.

4See p. 846 Dbelow for a more complete account.

5Loesser/PIANOS, pp. 17-23, presents an easy to

26

grasp summary of Pietism. See also footnote */p. 847 below.

6Racek/PREFACE, vol. 24, p. xviii.

7Schlichtegroll/BENDA, pp. 31-40.

8Gerber/LEXTKON, pp. 330, 331; Schlichtegroll/
BENDA, p. 14.
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9The locations of the original engravings and
the painting are found in Lorenz/BENDA, p. 109.
lOLetter of Privy Councilor Karl Adolf von Braun
in Vienna on December 2, 1778, to Samuel von Bruckenthal,
in Hermannstadt, printed in Siebenblirgisches Deutsches
Tageblatt, March 9, 1938, quoted in Lorenz/BENDA, pp. 91-92.




CHAPTER III

BENDA'S SOLO KEYBOARD WORKS

Original Editions and Manuscripts

Benda's 16 solo keyboard sonatas and 34 sonatinas
constitute the musical basis of this study. These 82 move-
ments comprise nearly all of Benda's solo keyboard output
and originally appeared in the following publications:

1. Sei Sonate per il Cembalo Solo coﬁposte da Georgio Benda
Maestro di capella di sua altezza serenissima il Duca

"di Gotha ed Altenburgo, Stampate da Georgio Ludovico
Winter a Berlino, 1757, Alle spese dell 'autore*

2. Sammlung Vermischter Klavierstiicke flir gelbte und
ungeubte Spieler Der regierenden Herzogin von Gotha und
Altenburg gewidmet von Georg Benda, Erster Theil, Gotha
beym Verfasser und in Commission bey C. W. Ettinger,
1780*%*

*Six Sonatas for Solo Cembalo composed by Georg Benda
Kapellmeister of His Most Serene Highness the Duke of Gotha
and Altenburg. Published by Georg Ludwig Winter in Berlin,
1757, at the expense of the composer.

Contents: Six sonatas, which henceforth will be
referred to as Sonatas 1-6.

*%Collection of Miscellaneous Klavier Pieces for
Accomplished and Less Accomplished Players Dedicated to the
Reigning Duchess of Gotha and Altenburg by Georg Benda,
First Part, Gotha by the composer and by arrangement with
C. W. Ettinger, 1780.

Contents: One sinfonia, three sonatas, and seven
sonatinas, of which the second two sonatas (7 and 8) and
the seven sonatinas (1-7) will be studied here; also con-
tains a preface and a list of subscribers.

Sammlung Vermischter Klavierstuicke, Erster Theil,

was also published by Schwickert in the same year as Ettinger's

28
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3. Sammlung Vermischter Klavier- und Gesangstlicke flr
GelUbte und Ungellbte dem HochwlUrdigsten FlUrsten, Herrn
Martin, Abten zu St. Blassien, etc., gewidmet. von
Georg Benda, Zweyter Theil, Gotha, beym Verfasser und
in Commission bey C. W. Ettinger, 1781%

4. Rondeaux und Lieder auch kleine und grdssere Clavierstlicke
der Durchlauchtegsten verwitweten Herzogin von
Sachsen-Weimar und Eisenach gewidmet von Georg Benda
als dritter Theil seiner Sammlung, Leipzig im
Schwickertschen Verlage*¥

5. Sammlung Vermischter Klavier- und Gesangstlcke flir gelibte
und ungelbte Spieler von Georg Benda, herzoglich
Sachsen-Gothaischen Capelldirector, Vierter Theil,
Leipzig im Schwickertschen Verlage***

print (1780). Although it was advertised as a "new enlarged
edition" it apparently contains the same number of pages as
the Ettinger edition.

*Collection of Miscellaneous Klavier and Song Pieces
for the Accomplished and Less Accomplished, Dedicated to the
Most Reverend Prince, Herr Martin, Abbot at St. Blassien,
etc., by Georg Benda, Second Part, Gotha, by the composer
and by arrangement with C. W. Ettinger, 1781.

Contents: One sonata, three sonatinas, one menuet,
one sonata for violin and cembalo concertato, one recitative
and aria, and one aria. In addition, there is a preface
and a list of "names which are absent in the list of the first
part, and new subscribers." For this study, the solo key-
board sonata (9), the three sonatinas (8-10), and menuet
(referred to as Sonatina 11) were used. _

Georg Benda's Gesang- und Clavierstlicke verschiedener
Art (Georg Benda's Song and Clavier Pieces of Various Kinds),
published in Gotha in 1782, apparently was an enlargement of
Parts 1 and 2 of the Sammlungen. The publisher's name does
not appear on it. Only one copy is known to survive.

**Rondos and Lieder, and Small and Larger Clavier
Pieces Dedicated to Her Most Serene Highness, the Widowed
Duchess of Saxony-Weimar, and Saxony-Eisenach by Georg Benda
as the Third Part of his Collection, Leipzig in the publish-
ing house of Schwickert.

Contents: One solo sonata, one sonata with string
guartet accompaniment, five sonatinas, and five vocal works.
The solo sonata (10) and the five sonatinas (12-16) were
used in this study.

***Collection of Miscellaneous Klavier and Song Pieces
for Accomplished and Less Accomplished Players by Georg Benda,
Ducal Capelldirector of Saxony-Gotha, Fourth Part, Leipzig
in the publishing house of Schwickert.
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6. Sammlung Vermischter Klavier- und Gesangstlcke flr
geUbte und ungellbte Spieler von Georg Benda herzoglich
Sachsen-Gothaischen Capelldirector, Flnfter Theil,
Leipzig im Schwickertschen Verlage*

7. sammlung Vermischter Klavier- und Gesangsticke fir gellbte
und ungeubte Spieler von Georg Benda, herzoglich
Sachsen-Gothaischen Capelldirector, Sechster und
letzter Theil, Leipzig im Schwickertschen Verlage.**

A table of contents for each of the above volumes appears
in Appendix A.

Original copies of all of these publications are
very rare.l The only copies in the United States are at
Yale University in New Haven, Connecticut, and in the
Library of Congress in Washington, D. C. The copies are

distributed as follows:

Yale Library of Congress
Sei Sonate of 1757 Sei Sonate of 1757
Sammlung, Part 1 Sammlung, Part 2
Sammlung, Part 2 Sammlung, Part 3
Sammlung, Part 4
‘Sammlung, Part 5
Sammlung, Part 6

Contents: Two sonatas, six sonatinas, and eight
vocal works. The two sonatas (11 and 12) and the six
sonatinas (17-22) were used in this study. ‘

*Collection of Miscellaneous Klavier and Song Pieces
for Accomplished and Less Accomplished Players by Georg Benda,
Ducal Capelldirector of Saxony-Gotha, Fifth Part, Leipzig in
the publishing house of Schwickert.

Contents: Two Sonatas, four sonatinas, one menuet,
and eight songs. The two sonatas (13-14), four sonatinas
(23, 25-27) and the menuet (referred to as Sonatina 24) were
used for this study.

**Collection of Miscellaneous Klavier and Song Pieces
for Accomplished and Less Accomplished Players by Georg Benda,
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Indiana University owns microfilms of all of the above
original editions with the exception of the volume of 1757
sonatas at Yale.2
Manuscripts of Benda's keyboard compositions are
scattered across Europe in a number of different libraries.
None appears to exist in the United States.3
The few solo keyboard works by Benda which are not
included in this study do not appear in a modern edition.
They include the following works:*
1. the first sonata in Part 1 of the Sammluﬁg, which has
a string quartet ad libitum accompaniment

2. a sonata in G major, published by Haffner in Oeuvres

A2 . .
melees contenant vi sonates pour le clavessin, Vol. VI,

c. 1760

3. an A major sonata in manuscript entitled Solo flr
Klavier located in the Berlin Bibliothek (Ms. 30 194)‘
(This work was listed in Breitkopf's 1772 thematic
catalogue of manuscript music.)

4. a manuscript sonata located in the Brussels Conservatoire

(U5925)

Ducal Capelldirector of Saxony-Gotha, Sixth and last Part,
Leipzig in the publishing house of Schwickert.

Contents: Two sonatas, six sonatinas, one rondo,
four vocal works, and a clavier arrangement of two cantatas.
The two sonatas (15 and 16), six sonatinas (28-31, 33-34),
and the rondo (referred to as Sonatina 32) were used for this
study.

*All of these works not included in the present study
are listed in Eitner/QL, pp. 438-439, and some are referred
to in Stilz/BERLINER, pp. 45, 110-111. According to
Newman/SCE, p. 435, there is a possibility some of the works
listed in Eitner/QL may not have been written by Benda.
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5. a canzonet with variations for Klavier, published by
Ettinger
6. a set of variations for Klavier, published by Ettinger

7. a Fantasia und Allegro flr Klavier, in manuscript,

located in Schwerin.
Other keyboard works of Benda which deserve mention
include:

1. a Sonate flr zwei Klaviere, the manuscript of which is

in the episcopal library of Regensburg (Proske-
Mettenleiter) It is probably the same work cited in the
ninth Supplement (1774) of Breitkopf's thematic catalogue
of manuscript music.

2. a Sonate pour le ClaVecin ou Pianoforte, published by

Hummel, in Berlin. (Hummel's haVing moved to Berlin
from Amsterdam in 1774 confirms that this work was printed
after 1774. It could, however, have been written previ-

ously to this date.)

Views of the Sonata by 18th Century Musicians

Eighteenth century vocal music, especially opera
and church music, held a far more important position than
did instrumental compositions, as well as having existed in
larger quantities.4 Among the purely instrumental genres,
keyboard music clearly was secondary.5 Composers and music
lovers tended to regard it as somewhat ephemeral and inci-

dental to their other works. For example, Johann Wilhelm



Hassler wrote:

Mere keyboard sonatas I shall not be writing so
much anymore, since I am urged on all sides to
[compose] more important works. The overwhelming
impulse to compose obliges me to write, but I

must say in all honesty that all my previous works
are merely products of moments [taken off] here
and there.®

Even Beethoven, to whom the piano served as an intimate
confidant throughout his career, ceased composing for the

piano in 1823, and shortly after remarked that the piano

"is and always will be an unsatisfactory instrument."7

Although keyboard compositions did not enjoy a high
priority among most composers, the sonata was still recog-
nized as an important genre,* and some musicians even con-
sidered it superior to other genres Qf instrumental music.
(The word sonata in the 18th century did not refer merely
to solo keyboard sonatas, but also included duos, trios,
quartets.) Johann Abraham Peter Schulz wrote in 1775:

Clearly, in no form of instrumental music is there
a better opportunity than in the sonata to depict
feelings without [the aid of] words . . . .[It]
assumes [any or] all characters and every [kind of]
expression. By [means of] the sonata the composer
can hope to produce a monologue through tones of
melancholy, grief, sorrow, tenderness, or delight
and joy; or maintain a sensitive dialogue solely
through impassioned tones of similar or different
qualities; or simply depict emotions [that are]
violent, impetuous, and [sharply] contrasted, or
light, gentle, fluent, and pleasing. To be sure,
[even] the weakest composers have such goals in the
making of sonatas... .. . A single artist can often
entertain a whole society with a keyboard sonata
better and more effectively than [can] the largest
ensemble.8

*Tt is noteworthy that a sonata opens each volume
of Benda's Sammlungen.
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Johann Nikolaus Forkel, in 1784, comparing the
sonata with the literary ode, saw the sonata as a Vehicle
to describe "the happy or gloomy state of man of the pro-

9 mplirk, in 1789,

gress from one state to the other."
reiterated Forkel's analogy with the ode and elaborated
further:
What is understood as an ode in the art of poetry
is approximately that which in music is the proper
and true sonata. Consequently this species of
instrumental composition presumes a high degree of
inspiration, much power of invention and a lofty--
I would almost like to say musical-poetic--flight
of thoughts and of expression. . . .The composer is
therefore in no instrumental composition less
restricted--as far as character is concerned--than
in the sonata, for every emotion and passion can be
expressed in it.l10
One of the special qualities of the keyboard
sonata was its capacity for speech-like communication.
Schulz wrote:
One believes [himself] to be perceiving not tones
but a distinct speech, which sets and keeps in
motion our imagination and feelings.1ll
Trk echoed this thought:

The more expressive a sonata is, the more the
composer can be heard, as it were, to speak.l2

The clavichord should be credited with making this
description of the sonata possible and in fact, much of the
praise of the sonata was actually praise for the possibili-
ties of the clavichord. Withou£ the clavichord renaissance
in the mid-18th century, the sonata might have remained
primarily a diversionary work..

C. P. E. Bach should also be credited with playing an

important role in establishing the permanence of the serious
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contents of the sonata. Schulz wrote:

A large number of easy and hard keyboard [i.e.,
clavichord] sonatas by our Hamburg [Emanuel]
Bach show how character and expression can be
brought to the sonata. . . . Embryonic composers
who hope to succeed with sonatas must take those
of Bach and others like them as models.

Anton Schindler wrote with regard to Beethoven's

sonatas:

The sonatas alone claim the position of true

poetry; they alone are portraits of the heart in

the truest meaning of the expression. . . . With

the sonata the lover of musical poetry separates

himself from all external influences or intrusions

upon his feelings, and finds himself alone with his

most intimate friend or beloved. . . . The sonata

is best able to inspire reverence in the soul, and

often lifts it to prayer.l4

But it is possible to overestimate the serious

aspect of sonatas. It was primarily the German critics who
demanded great meaning from the sonata, and who relished
the opportunity to criticize the Italians.l5 But despite
their censure by some German writers, Italian keyboard
sonatas were a major influence on the development of the
sonata. These works were not contrary to the tradition of
the sonata, but a logical continuation of its history. The
word sonata originally meant only that a work was to be
played on an instrument or instruments, as opposed to being
sung.l® Lorenz Christoph Mizler, in 1742, said that the
only purpose of a sonata was to be pleasing and agreeable,17
and C. F. D. Schubart, near the end of the 18th century, was
still referring to the "intimate and sociable" conversation

18

of the sonata. Burney provided one of the more comprehen-



sive definitions:

If a lover and judge of Music had asked the same
question as Fontenelle ['Sonate, que veux tu?'];

the Sonata should answer: 'I would have you listen
with attention and delight to the ingenuity of the
composition, the neatness of the execution, sweetness
of the melody, and the richness of the harmony, as
well as to the charms of refined tones, lengthened
and polished into passion.

The term sonata was frequently used interchangeably
with other terms. Tlrk, in 1789, stated that there was

"little difference" between a Claviersolo and a Sonata,

except for the fact that sonatas could be accompanied.20
Haydn used the title "Sonata" on the autograph manuscript

for his Andante con variazioni in F Minor (1793), although

the dedicatory manuscript bears the title "Un piccolo
divertimento."2l Many other 18th century composers,
especially the Viennese, also used the terms divertimento
and sonata interchangeably. One of Benda's sonatas appears
in an English anthology from approximately 1770, entitled

Six Lessons for the Harpsichord by Bach, Benda, Graun,
22

Wagenseil, Hasse and Kernberger [sic].

Sonatas did not contain any standardized number of
movements, and freely ranged from one to five movements.
For all the above reasons, TlUrk was very accurate when he
wrote,

So if at present, odes are extraordinarily diverse
and of.quite unequal ggeatness, that is the case
also with the Sonata.

The term sonatina was first used as early as 1669
by Matthias Kelz,24 and was employed frequently in the 18th

century. Turk defined it as "a little (short) sonata."25

36
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Sonatas which included the words "easy," "short," "small,"
in any language, were actually sonatinas.

Today's interpreters of sonatas should be cognizant
of both their playfulness and their emotionalism. Neglect
of either aspect dooms the person who attempts a performance,
since these works demand a balance. They are a blend of the
intellectual and rational "head," and the emotional and
sensual "heart," and of different national styles. The
sonata demands every musical resource of the interpreter,
and there is no more difficult undertaking for a pianist

than to study and perform a sonata.?*

Purposes of the Sonata in the Eighteenth Century
with Particular Reference to Benda's Works

Sonatas in the 18th century were usually written to

fulfill one or more of the following purposes:

1. self-expression

2. enhancement of the composer's reputation or income26
3. use in performance27

4. pedagogica128

5. enjoyment of the musical amateur.

Although one assumes that on certain occasions

composers wrote simply as a means of self-expression, this

*However noble the sonata genre is, performers should
be cautioned against devoting themselves exclusively to the
sonata. Vladimir Horowitz has rightly chided today's per-
formers for programming "one sonata followed by another
sonata followed by another sonata. There is no time for
the short, brilliant piece, or the light, graceful touch."
(Quoted in The Washington Post.) The discussion of the




did not happen as often as one might assume today. For
instance, C. P. E. Bach wrote:

I have had to compose most of my works for specific
individuals and for the public.

This caused him to be "more restrained in them than in the
few pieces that I have written merely for myself."29

Since keyboard sonatas were a particularly popular
medium with the music-loving public in the later 18th
century, composers tended to write keyboard sonatas to
increase their fame and recognition.

Public concerts were extremely rare in the 18th
century and almost never featured keyboard sonatas.* This
did not mean that sonatas were not played. It simply was
understood that sonatas were considered ideal music for

performance at home, but were not thought suitable for

public performances.
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Even private concerts only occasionally featured solo

sonatas, and like public concerts, were usually comprised of

many diverse ensembles and soloists. (Solo recitals did not

exist untii the 1830's.) The vehicle which was primarily

used to showcase the skills of a soloist was the concerto.**

sonata in "Form and Psychology in Beethoven's Piano Sonatas"

in Brendel/THOUGHTS, pp. 38-53, is recommended.

*Only one solo sonata of BeethoVen is known to have
been publicly performed during his lifetime (op. 90).
Newman/SCE, pp. 528-529; Schindler/BEETHOVEN, pp. 209,340.

**When H&ssler visited the Gotha court in 1775 and
requested an opportunity to be heard, he did not perform a
solo work. Instead he performed a concerto, the score of
which was supplied him by the court. Hissler/LEBENSLAUF,
p. 67. See also p. 127 below.
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The primary purpose of writing keyboard sonatas in
the 18th century was to give the amateur player material for
his or her enjoyment and stimulation. Neefe clearly stated
this with reference to his own works:

To please them [amateurs] I have written the present
sonatas during my spare time.30

Domenico Scarlatti's Preface to his Essercizi, published
ca. 1739, also epitomizes this attitude:

Whether you be Dilettante or Professor, in these

compositions do not expect any profound learning,

but rather an ingenious Jesting with Art. .

Only Obedience moved me to publish them. Perhaps

they will be agreeable to you; then all the more

gladly will I obey other Commands to please you in

an easier and more varied style. Show yourself

then more human than critical, and thereby increase

your own Delight.31

However, it is essential to remember that the

amateur musician in the 18th century was often a very well
educated musician and a highly skilled executant.* It was
an amateur, Stainer von Felsburg, who rendered the single
public performance of a Beethoven solo keyboard sonata
during the composer's lifetime. It was also an amateur
pianist, Dorothea Ertmann, whose playing of Beethoven's
works was said to be closest to the composer's own, and
who received Beethoven's highest praise.32

Other famous 18th century amateur pianists included

Theresa Jansen, a Clementi disciple, who was one of the

*Tt is unfortunate that this word amateur, derived
from the Latin amare, to love, which was intended to refer
to : "l) one who cultivates any study or art or other
activity for personal pleasure instead of professionally or
for gain, 2) one who admires," is so often used to describe
an incompetent person. AMERICAN.
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most famous pianists in London. Her brilliant playing,

which included impressive double thirds, stimulated Haydn

to compose his last three piano sonatas (L. 60-62), and his
last three piano trios (L. 43—45).33 The sensitive pianism,
as well as the friendship, of Marianne von Genzinger in-
spired Haydn in tﬁe composition of one of the most graciously,

.34 Most of the

expansively warm sonatas ever written (L. 59)
Mozart piano concerti, if not written for Mozart to perform
himself, were intended for individuals such as Mlle. Jeunehomme
or the blind pianist Maria Theresia Paradis to perform.
Amateur musicians in the 18th century should be

honored, as they were the foundation of 18th century music:

Our classical literature is unthinkable without the

amateur in the background. He played in the

orchestras together with the professional, he sang

in the choirs, and for him all chamber music was

written. Haydn's, Mozart's and Beethoven's quartets,

even Brahms' chamber music counted mostly on the

amateur. 35
Even today, the amateur musician can occasionally communicate
more sincerely and movingly than some professional musicians.

But while praising the accomplishments and potentials

of the amateur, one must remember that the actual performance
level, musical and technical, of many 18th century amateur
musicians was quite unadvanced. Therefore many composers, in
their attempt to make their music as accessible to as many

players as