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Beverly Jerold
�antz and Agricola: A Literary Collaboration

According to the �autist Johann George Tromlitz (1791 and 1800), Johann Joachim
Quantz’s Versuch einer Anweisung, die Flöte traversiere zu spielen (1752) contained
errors about the �ute that could not have originated with Quantz. In 1800, Johann
August Eberhard claimed it to be “reliably known” that Quantz relied on the pen
of Johann Friedrich Agricola. Such a collaboration seems certain. Whereas the
Berlin court composer Agricola had all the advantages of an upper-class education
and published extensively, but usually anonymously, Quantz rose from humble
circumstances to court positions. His autobiography omits any mention of book
learning. Members of his class rarely had access to any but the most elementary
education. The present article considers various factors pointing to Agricola as not
only a collaborator in Quantz’s book, but also the contributor of passages that were
foreign to Quantz’s experience, such as the detailed knowledge of German schools
and universities, vocal practice, and Johann Sebastian Bach’s keyboard �ngering.

Beverly Jerold’s recent publications include The Complexities of Early Instrumentation:Winds
and Brass (Turnhout: Brepols, 2015), which treats the earliest instruction (late eighteenth
century) about these instruments’ limitations. Most composers wrote for them as they
did for keyboard, producing parts that were deemed unplayable. Music Performance Issues
1600–1900 (Hillsdale, NY: Pendragon, 2016) reprints nineteen articles on subjects such as
Beethoven’s tempo marks, dotting, vocal performance, vibrato, and embellishment. A two-
part article inMusic Theory & Analysis (Leuven: Leuven University Press, 2014–15) concerns
newly discovered material on temperament and intonation from the encyclopedist Denis
Diderot. She is also a practicing keyboard musician.

Peter Mondelli
The Phonocentric Politics of the French Revolution

This article reexamines the songs of the French Revolution as a case study in the
history of music as politics. Exploring the ways in which the act of singing in
public eclipsed a more conventional semiotics of signs and signi�ers, it o�ers a
revised vision of how the matrix of sound, song, word, and meaning worked at
the end of the eighteenth century. More speci�cally, it argues that late eighteenth
century society was ideologically phonocentric: replete with both theoretical and
practical examples of voices, sounds, and songs holding an assumed position of
privilege in social and political life. In such a context, group singing was, de facto,
a political act. During the French Revolution, speci�cally between 1789 and 1794,
many opponents of the ancien régime capitalized on the privileged position of song
in this phonocentric society, turning to music to unite disparate political factions
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in a common cause, albeit with varying degrees of success. Seeking the resonances
of Rousseau’s philosophy of voice in eighteenth-century musical discourse and
practices, and reexamining Derrida’s deconstructive reading of that philosophy, this
article seeks to clarify the signi�cance of the di�erences between the revolutionary
era and our own.

Peter Mondelli has served as an assistant professor of music history at the University of
North Texas since 2012. He is currently completing a book project, titled Opera, Print, and
Capital in Nineteenth-Century Paris. He has presented his research at conferences in the US,
UK, and Canada, and published in 19th-Century Music.

Seth Brodsky
Remembering, Repeating, Passacaglia: Weak Bri�en

In 2013, the year of his centennial, Benjamin Britten was doing just �ne: festivals
and performances world round, two excellent, press-powering biographies, con-
ferences, and symposia. Amid these shoals in the boiling sea of Britten, however,
one also found pockets of persistent grievance: that Britten was a mean, cold,
manipulative, childish man; that he had a “tin ear” for politics; that he was, after
all, a rather reactionary composer—impoverished, shallow, moderate, weak. In this
article, I restage these complaints in the “Oedipal arena” of musical modernism,
and reframe them through ideas of repetition and revision, speci�cally of an
artist’s precursors or, in psychoanalytic terms, his “chosen objects.” I argue that
many critiques of Britten’s music rely on legislative presumptions about what
constitutes an adequate revision of pre-existing music within an artist’s habitus.
Over and against these critiques, I argue that “moderate modernist” music such
as Britten’s a�ords a way to rethink Oedipal dynamics, and with them the attacks
and self-fashionings of the avant-garde and radical modernists who were Brit-
ten’s contemporaries. The several positions against Britten are problematic and
produce symptoms. I develop this premise via one of Britten’s most venerable
forms of repetition, remembering, and (arguably) working-through: the passacaglia.

Seth Brodsky is Assistant Professor of Music and the Humanities in the College at the Uni-
versity of Chicago. He has published previously on the music of Benjamin Britten,Wolfgang
Rihm, Franz Schubert, and Kurt Weill, and focuses in particular on how contemporary com-
posers fantasize and shepherd their a�liations with the musical past, both consciously and
unconsciously. His book From 1989, or European Music and the Modernist Unconscious, will
be published by University of California Press in early 2017.
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Christian Utz
Räumliche Vorstellungen als „Grundfunktionen des Hörens“.
Historische Dimensionen und formanalytische Potenziale musikbezo-
gener Architektur- und Raummetaphern – eine Diskussion anhand von
Werken Guillaume Dufays, Joseph Haydns und Edgard Varèses

The tension between a realtime-oriented conception of music as a �ow of em-
phemeral sounds or events, closely associated with the organicist metaphor, and
a spatial or architectonic conception of musical relationships, emerging from the
centuries-old “frozen architecture” metaphor, lies at the heart of the theory and
analysis of musical form from its beginnings as an academic discipline in the mid-
nineteenth century. Revisiting the controversial debate in historical music theories
(Marx, Riemann, Schenker, Schoenberg, Kurth et al.) up to the “spatial turn” in
new music aesthetics, the present essay argues for a close interdependency of
spatial and temporal aspects in the analysis of musical form. Based on a perception-
and performance-sensitive analytical approach, three main case studies from
di�erent epochs (Guillaume Dufay’s motet Nuper rosarum �ores, Joseph Haydn’s
symphonies Hob. I:55, 86, and 91, as well as Edgard Varèse’s Arcana for Orchestra)
demonstrate the continuous impact and relevance of quasi-spatial “markers” in
time as crucial aspects of a conception and perception of form while revealing
evident transformational and processual qualities. By connecting these dimensions
of formal “time-space” with historical discourses and contexts, the analyses aim
at a convergence of speculative compositional practice and historically informed
aesthetic experience.

Christian Utz is professor for music theory andmusic analysis at the University ofMusic and
Performing Arts in Graz and associate professor for musicology at the University of Vienna.
He received a PhD degree (2000) and the habilitation (2015) in musicology at the University
of Vienna. Utz was principal investigator in the research project A Context-Sensitive Theory
of Post-Tonal Sound Organization (2012–14), supported by the Austrian Science Fund (FWF).
His monographs include Komponieren im Kontext der Globalisierung. Perspektiven für eine
Musikgeschichte des 20. und 21. Jahrhunderts (2014) and he has co-edited Vocal Music and
Cultural Identity in Contemporary Music (2013) and Lexikon Neue Musik (2016).


