
When we think of the Classical era in music, it is often the 
music of Vienna to which our minds are first drawn.  In the 
1780s and 1790s when Classicism was at its peak, Vienna 
was in fact where the era’s three leading composers – Joseph 
Haydn, Wolfgang Amadeus Mozart, and Ludwig van 
Beethoven – were all based.  Yet, earlier in the century when 
Classicism was still in its development, Vienna was only one 
of several German-speaking cities with an important and 
individual musical culture.  Cities like Hamburg, Berlin, 
Mannheim, Munich, and Dresden could all boast composers 
and orchestras of the highest quality and of the highest 
importance as the predominating traits of Baroque music 
receded and Classicism was born.  Our program this evening 
takes a look at this transformation which happened largely 

away from Vienna by 
surveying music 
composed for flute and 
bassoon during this 
exciting era. 
 
The preference for a 
simpler, more lyrical 
music than what was 
then current originated 
in Italy in the first 
decades of the 
eighteenth century in 
works by composers 
like Antonio Vivaldi, 
Giuseppe Tartini, and 
Giovanni Battista 
Sammartini.  Although 
their influence was felt 
across Europe, the way 
particular German 
composers and other 
non-Italians reacted to 

this new emphasis on melody of course differed from one 
composer to the next.  Johann Sebastian Bach, for example, 
noticed this new preference – Vivaldi was one of his favorite 
composers – but his impulse was to assimilate their tuneful 
lyricism into his own stringent counterpoint. 
 
In Hamburg, however, the era’s most prominent German 

composer Georg Philipp Telemann (1681-1767) also learned 
from the Italians, instead adopting their lyrical approach and 
adding both diversity and craftsmanship.  Telemann wrote in 
genres large and small:  he was an advocate of the emerging 
German operatic tradition; wrote concerti for soloists and 

groups of soloists; created an incredible quantity of chamber 
music for a wide variety of instruments; and, as Handel put it, 
“could write a motet in eight parts as easily as another could 
write a letter.”  From the Italians he learned melody, from the 
French he learned grace, and with these he combined his 
German craftsmanship to create an impressively wide 
catalogue of works. 
 
While Telemann was 
making his career in 
Hamburg, his godson 

Carl Philipp 
Emanuel Bach (1714
-1788) was employed 
at the court of the 
Prussian King 
Friedrich II in Berlin.  
The second eldest 
son of Johann 
Sebastian, Carl 
Philipp Emanuel had 
been well-trained in 
the counterpoint of 
his father.  Like 
Telemann, however, 
Emanuel Bach’s 
music was less about 
pedagogical training 
or liturgical function 
like his father’s, and more about the experience of the public 
performance.  His chief audience was the Prussian King, 
although Friedrich II was not always content just to listen:  
the king had been trained as a flutist and Bach often 
accompanied him from the keyboard.  Bach felt that emotions 
must guide music, writing that a musician “must of necessity 
feel all of the affects he hopes to arouse in his audience.”  
This empfindsamer Stil (Sensitive Style) as it has been called 
was full of surprises – everything from unprepared 
dissonances and wide leaps to sudden changes of mood and 
direction.  This approach can be heard in his poco adagio for 
solo flute composed in Berlin approximately 1747.  Emanuel 
Bach would succeed Telemann in Berlin after the older 
composer’s death in 1767, and it was in Hamburg that Bach 
was able to give full rein to his more experimental side. 
 
In the southwestern German city of Mannheim, Italianate 
lyricism was taken in yet another direction from these 
composers based in the north German cities of Hamburg and 
Berlin.  The Mannheim orchestra, led by Johann Stamitz from 
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1741 to his death in 1757, was known across Europe for its 
incredible discipline and the precise orchestral effects this 
discipline allowed the renowned ensemble to execute.  
Effects often had to do with sudden or frequent shifts in 
dynamics – a major break with Baroque music in which 
dynamics remained the same for long periods of time – and, 
through continual refinement, a stock of novel techniques 
emerged including the so-called Mannheim crescendo and 
Mannheim rocket.  With these orchestral effects adding 
variety, composers of the Mannheim school could get away 
from dense, contrapuntal textures and focus instead on 
melody, contributing to the creation of what has been termed 
the stile galant – a transitional style where the first glimpses 
of Viennese Classicism merged with the still dominating 
instrumentation of the Baroque. 
 

The Bohemian-born composer, violinist, and flutist Jiři Čart 
(1708-c.1778) was one of the many Bohemian musicians who 
found employment in Mannheim.  Stamitz was himself 
Bohemian and hired many musicians from his homeland, 
especially Prague’s renowned brass players.  Čart, however, 
only came to Mannheim after Stamitz’s death, having 
previously served King Friedrich II for more than twenty 
years and, before that, was employed in Dresden.  Having 
spent his formative years away from Mannheim, Čart’s music 
at times reflects the older Baroque style but at other times 
incorporates elements of the new stile galant that Johann 
Stamitz and his Mannheim colleagues were pioneering.  As a 
flutist, Čart knew the flute’s capabilities well and wrote for 
this instrument fluently as the sonata heard this evening 
displays. 
 
Haydn and Mozart were not unaware of the developments 
happening in Berlin and Mannheim.  Haydn possessed a great 
respect for the works of Carl Philipp Emanuel Bach, and on 
one occasion in 1788 asked his Viennese publisher to send 
scores of Emanuel Bach’s latest keyboard works for him to 
study.  Likewise, Haydn borrowed effects from the 

Mannheim school when writing his Paris Symphonies from 
1785 to 1786, knowing that the French had come to embrace 
the music of Mannheim.  It was in Paris in 1766 where the 
young Wolfgang Amadeus Mozart first met Mannheim’s 
Christian Cannabich whose music he came to admire; Mozart 
would visit Cannabich again in Mannheim in 1777 in search 
of better employment than what had been offered the former 
child prodigy in his native Salzburg.  Mozart also used the 
famous Mannheim rocket to open the finale of his Symphony 
No. 40. 
 
It is likely through his friendship with the Mozart family that 
the name of another composer associated with Mannheim 

Joseph Fiala (1748-1816) has remained known to us.  One of 
the many Bohemian composers working in Germany, Fiala 
was employed as an oboist in Munich from 1777 to 1778 
where he and Mozart first met.  On October 3, 1777, Mozart 
wrote of Fiala, “they played pieces of his, and I must say they 
are very pretty – he has very good ideas.”  Fiala remained in 
Munich for less than a year after the Mannheim court 
orchestra moved to Munich in December 1777; whether Fiala 
did not get along with Cannabich’s Mannheim group or 
simply saw better opportunities elsewhere, we are not sure.  
Regardless of why he left Munich, Fiala had moved to 
Salzburg by the end of 1778 where he initially stayed with the 
Mozarts.  From then until 1785, Fiala was employed by 
Archbishop Colloredo – Mozart’s oppressive patron – and 
played in the Salzburg premiere of Mozart’s opera The 
Abduction from the Seraglio.  In Salzburg, he switched from 
oboe to cello, and from the late 1780s was known as a touring 
cello virtuoso.  Unsurprisingly, Fiala’s compositions are 
reminiscent in style to those of Mozart. 
 
Although many of the initial developments in Classicism had 

happened away from Vienna, by the time Ludwig van 
Beethoven (1770-1827) arrived there in November 1792, 
Vienna was the unquestioned capitol of German musical life.  
Haydn and Mozart had learned much from their 
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contemporaries – and even more from their interactions with 
each other – allowing Vienna’s musical culture to flourish 
through their guidance.  Beethoven wrote a considerable 
quantity of chamber music for winds during his first years in 
Vienna.  It would not be surprising if the Three Duets for 
clarinet and bassoon, WoO 27 – from which selections are 
heard this evening – were also composed during these first 
years in Vienna.  Although questions have now been raised as 
to their authorship, these duets are as delightful as ever and 
provide a fitting conclusion to our survey. 
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About Jackson.  Jackson Harmeyer is 
a composer, music scholar, and 
advocate of music.  Jackson graduated 
summa cum laude from the Louisiana 
Scholars’ College located in 
Natchitoches, Louisiana in May 2013 
after completing his undergraduate 
thesis “Learning from the Past:  The 
Influence of Johann Sebastian Bach 
upon the Soviet Composers.”  As series director of the 
successful Abendmusik Alexandria chamber music series 
from May 2014 to April 2016, Jackson played a vital role in 
the renewal of interest in chamber music across Central 
Louisiana.  This interest has encouraged the creation of the 
annual Sugarmill Music Festival and the new series 
Nachtmusik von BrainSurge, both of which Jackson will 
remain active in as concert annotator and creative consultant.  
Jackson has in fact written program notes for many of Central 
Louisiana’s key music presenters, including the Rapides 
Symphony Orchestra, Arts Council of Central Louisiana, and 
Northwestern State University.  He also blogs at 
MusicCentral where he shares concert experiences, gives 
listening recommendations, posts interviews with 
contemporary composers, and offers insights into his own 
compositions.  Jackson has followed classical music around 
the world, including trips to Colorado’s Aspen Music 
Festival and the BachFest Leipzig in Germany.  As a 
composer, he has worked to integrate a modern vocabulary 
into established classical forms in ways that are not only 
innovative but also engaging to the general listener.  His four
-movement Suite for solo guitar, Op. 21 received its world 
premiere on November 5, 2015 and has also been aired on 
public radio.  In fall 2016, Jackson will begin graduate 
studies at the University of Louisville with the ultimate goal 
of earning his doctorate in musicology. 
 

Read additional program notes by Jackson at 
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