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of which the director Matthew Ozawa put to excellent use. The first and second acts were set in modern
times with cell phone gags and mics that malfunctioned. The ‘opera’ that takes place during the third act
was in eighteenth-century dress. Works such as this, as well as the tonadillas featured in Le Guin’s book,
can still be performed if the piece is reconfigured to appeal to the attending public. What Le Guin hints
at is the reason tonadillas are unlikely to make a comeback any time soon. The required revamping of a
piece is very difficult and time-consuming, especially when one must start by making a modern performing
edition.

Le Guin’s The Tonadilla in Performance is an important book for many reasons. Perhaps most important,
however, is that yet another reputable scholar has taken note of the huge influence of Italian styles, especially
the galant, on eighteenth-century Spanish music without negative connotations or condescension. I hope
other scholars adopt her approachably readable-yet-well-documented style as well as her desire to take on
the less studied genres and shine light onto once controversial issues now ready to be revealed.

dianne l. goldman
<diannegoldman@gmail.com>
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Carl Philipp Emanuel Bach (1714–1788) was far more famous than his father, Johann Sebastian Bach,
during the eighteenth century. During the nineteenth century, the two reputations were reversed: Sebastian
attained a lofty and permanent place in the canon; Emanuel was forgotten except for a few compositions.
The early twentieth century saw a gradual return of interest in Emanuel Bach’s music, and since the
middle of the century there has been a rapid increase of attention to his works. To coincide with the
three hundredth anniversary of Bach’s birth David Schulenberg has published The Music of Carl Philipp
Emanuel Bach, as part of the series Eastman Studies in Music, supplemented online by information about
Bach’s life and music and by musical examples. Schulenberg acknowledges in his Preface that he has had
an advantage that two previous substantial accounts of Bach’s works lacked (Carl Heinrich Bitter, Wilhelm
Friedemann und Carl Philipp Emanuel Bach und deren Brüder (Berlin: Wilhelm Müller, 1868) and Hans-
Günter Ottenberg, Carl Philipp Emanuel Bach (Leipzig: Reclam, 1982)). That advantage is access to much
information about Bach’s compositions and their origin from the Gesamtausgabe currently in progress: Carl
Philipp Emanuel Bach: The Complete Works, a series with more than sixty-five volumes published by the
Packard Humanities Institute since 2005. Schulenberg writes that he has attempted ‘to say something useful
about every major composition and all those that are frequently performed, as well as minor works that
must be examined if we are to understand Bach’s compositional choices’ (x). Although he does not call his
book a life-and-works, Schulenberg describes the circumstances that motivated the composition of much of
Bach’s oeuvre. And since most of these circumstances include biographical information, this book contains
frequent and helpful elements of a life-and-works study. Thus, within its two covers and with its additional
online material, Schulenberg’s book contains more information about Emanuel Bach’s music than does any
other single published volume to date. It might be regarded as a summation of all that has been written
about the composer’s works in the twentieth and twenty-first centuries, augmented by Schulenberg’s own
contributions.

The amount of information constitutes a problem as well as a strength. Bach’s career as a composer did not
proceed in a tidy manner: he experimented erratically, producing curious mixtures of genres, and he revised
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frequently, sometimes obsessively, meaning that an account of his oeuvre is difficult to organize. Schulenberg
has chosen to examine Bach’s works in groups of chapters that are roughly chronological. Following a first
chapter inwhich he touches briefly on ‘context’, he divides Bach’s career into three periods: years as a neophyte
in Leipzig and Frankfurt an der Oder (c1731–c1740; chapters 2–4); employment as a keyboardist at the court
of Friedrich II, ‘Frederick the Great’, of Prussia (1741–1768; chapters 5–9); and tenure asMusic Director of the
city churches in Hamburg (1768–1788; chapters 9–12).

The division into chronological groups is not entirely strict, however. Chapter 8, entitled ‘Berlin and After’,
contains a discussion of all of Bach’s lieder, including those composed in Hamburg, as well as in Berlin.
Schulenberg likewise discusses all of the symphonies (1741 to 1776) in an uninterrupted essay. I find these two
presentations instructive and cogent. Schulenberg’s account of themodulating rondos (in the chapter entitled
‘The Later Keyboard Music’), which appears to present the entire history of these unique pieces, would have
profited from similar treatment – a history of the modulating rondo from the rondo-like movements of the
Berlin sonatas and chamber music to the final rondo of the Kenner und Liebhaber collections (composed in
1786) would have been informative. (Schulenberg does compare a rondo movement within a sonata in the
first Kenner und Liebhaber collection with the rondos in subsequent volumes of this Hamburg series, but he
does not mention earlier movements that show the development of the modulating rondo during the course
of Bach’s career.)

Schulenberg does not discuss either the keyboard concertos or the keyboard sonatas in a single essay. The
works in these two genres are themost numerous among Bach’s compositions, and their dates of origin range
from his Leipzig years to the last year or two of his life. To describe either genre in ample detail in one essay
would have been very challenging, if not impossible. Schulenberg keeps his discussions of these two genres
within the chronological chapter groups he has established for them, and has much that is enlightening
to say about the evolution of each. He acknowledges the importance of the concertos and sonatas within
Bach’s oeuvre at the end of chapter 4, where he describes them as the two genres for which Bach ‘would
eventually become famous’, and notes that ‘by the mid-1740s, the keyboard sonata was a serious type of
piece . . . becoming, like the keyboard concerto, a genre in its own right’ (57). Yet this announcement of the
importance of these two genres is inconspicuous. The concertos and sonatas include Bach’smost imaginative,
original and varied works. I would like to have seen a prominent, even if brief, overview of the evolution
of each of these genres, perhaps at the end of the book. Schulenberg seems wary of praising these works
inordinately, though he does not hesitate to question the merits of others (for example, his remarks about the
ultimate worth of Bach’s Heilig (294)).

Schulenberg fulfils his promise to write about as many of Bach’s works, significant and insignificant,
as possible. Although the complete edition is not yet finished, Schulenberg has been able to see enough
of the published works and sources for the unpublished works to make a reasonable extrapolation
about the composer’s style in works to which he has limited access. Schulenberg’s most original
contribution to this history of Bach’s music is his comparison of Emanuel’s style with those of Sebastian
Bach, Telemann and Handel, and Emanuel’s deliberate decision to reject various elements of earlier
forms and styles in the works of those composers. He also makes comparisons between Emanuel’s
music and that of composers who were more nearly contemporary with him: Johann Joachim Quantz,
Johann Adolf Hasse, Carl Heinrich and Johann Gottlieb Graun, Gottfried August Homilius and Georg
Benda.

Schulenberg seeks to evaluate Bach’s music on its own terms, avoiding what he regards as judgmental
pitfalls. He does not avail himself of the critical theories that have occupied many historians – including,
belatedly, musicologists – since the last quarter of the twentieth century: psychoanalysis, poststructuralism,
various shades of Marxism, and so forth. In his introductory chapter and in his closing statement he
rejects the teleological view of Bach’s music as a transition between two coherent, monolithic styles (the
music of Sebastian Bach and Viennese Classicism). He also dismisses the use of metaphorical categories
such as the sublime, the picturesque, empfindsamer Stil and rhetoric as means of assessing Bach’s works.
He refuses to provide an explanatory philosophical framework for the ‘irregularities and disjunctions’
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in Bach’s works. But although Schulenberg takes a negative view of much that has been written in
explanation of Emanuel Bach’s eccentric style, the contribution that The Music of Carl Philipp Emanuel
Bach makes is a positive one. Avoidance of any overt interpretative system has allowed Schulenberg to
focus intensely on Bach’s music itself and to view the development of Bach’s style as a response to the
circumstances of his musical career – the revision of many works during the 1740s, for example, as an
effort to attain the Italianate style of the musical establishment of Frederick the Great. The book is an
essential addition to the literature. Its value lies not only in the abundance of information about Bach’s
works that it contains, but in its generous description of the compositional choices available during his
lifetime.

darrell m. berg
<dmberg@wustl.edu>
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When he was the Crown Prince of Prussia, Friedrich Wilhelm II attempted to lure the Italian cellist and
composer Luigi Boccherini away from his position in Spain. Three years later, in 1786, when Friedrich
was crowned king, he placed Boccherini on the payroll. Boccherini was one of many notable composers
to dedicate works to the new king. In 1787 Ignaz Pleyel wrote twelve ‘Prussian’ quartets (b331–333, b334–
336, b337–339, b340–342) and Haydn dedicated his Op. 50 set to Friedrich. Later that year, Mozart was
commissioned to write his Prussian quartets, Nos 21–23 (k575, k589, k590). Nearly a decade after that,
Beethoven travelled to Berlin, where he dedicated his Op. 5 cello sonatas to Friedrich, and most likely played
in their premiere performance with the brother of Friedrich’s cello instructor, Jean-Louis Duport. Friedrich
Wilhelm’s ascension to the throne as King of Prussia thus ushered in an incredibly rich period in the history
of music.

One of the king’s beneficiaries was the Austrian composer and teacher Emanuel Aloys Förster. Known
especially for chamber music, he dedicated a set of six quartets to Friedrich Wilhelm II in 1793. Published
a year later, Förster’s Op. 7 has until recently lacked a modern critical edition. But under the skilful eye of
Nancy November, Op. 7 shines in its new edition, published in the series Recent Researches in the Music of
the Classical Era.

November argues that Förster’s work should take a new place in the history of this period. Without
a proper understanding of Förster’s works, our grasp of the string quartet and the classical style as a
whole is hampered. November details the implicit connections between Förster’s and Haydn’s quartets,
and describes the close personal relationship between Förster and Beethoven. She notes the downside of
this closeness, however, as Beethoven’s status has led critics to write about Förster solely in terms of his
better-known contemporary. Indeed, this is a problem to which November herself occasionally succumbs.
In her introductory note, for example, she presents a gloss of Förster’s life up to and including his contact
with Beethoven; after this point, however, November’s biographical sketch gives way to a survey of Förster’s
compositional output and neglects even to mention the date of Förster’s death in 1823 (see ‘The Composer
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