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7

 For each composition, without exception, becomes  
valuable to and makes an impression on the listener only 

through the way in which it is performed for him,  
and there are so many such ways that their number knows 

no bounds, and a player who is master of all the means  
of expression can add charm to an insignificant or  

even downright flawed composition and make it interesting 
for the listener;—just as the most beautiful musical work  

is lost if its performance fails. 1





INTRODUCTION
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A musical performance is a highly complex, collaborative and mul-
ti-sensorial artistic act, consisting of a set of relationships. These rela-
tionships play out in different ways, depending upon the participants’ 
cultural practices and their aesthetic ideas and ideals. Music from the 
early Romantic period is still frequently performed and is often well-
appreciated by audiences. When preparing for a concert performance 
of early nineteenth-century music, musicians usually pay close attention 
to expressive tools such as dynamics, articulation, timbre, and vibrato, 
often applying them according to the performing style used for music 
from this period. Also present in today’s performance discourse are ex-
pressive tools such as metaphors, some of which derive from early nine-
teenth-century aesthetics. But early Romantic performance discourse 
additionally includes metaphors and invitations or recommendations 
that are not commonly used today, but might nevertheless prove helpful 
in creating an expressive performance.

Increasing discussion throughout the nineteenth century on the 
duty of the performer to be faithful to the musical work and its nota-
tion has received substantial scholarly attention. As both Mary Hunter 
and Mine Doğantan-Dack suggest, however, the view of two contrasting 
and conflicting performing models, characterized by submissive obedi-
ence and fidelity to the musical work on the one side and the perform-
er’s desire for self-expression, creativity, and freedom on the other, is 
too narrow. 2 Early Romantic performance aesthetics consists of a rich 
and diverse set of concepts and ideas which provide abundant possibili-
ties. As signalled by the often non-systematic and non-dialectical, mag-
nificent language of the early Romantics, an ideal musical performance 
was conceived as a magical, ecstatic event, where value corresponded 
to affective engagement and the music’s ineffability and indefinability. 
Arguably, early Romantic musical performance aesthetics is character-
ized by an ideal of synthesis. Early Romantics attributed the musical 
performance with the potential to create an experience of unification of 
the real and the ideal, the material and the spiritual, as well as between 
performer and music, performer and composer, and performer and in-
strument. By understanding and reproducing the composer’s innermost 
ideas and feelings, entering into and resonating with the music, the per-
former could sympathetically identify with the spirit of the composer. 
Through this unification, the performer became the music’s co-creator, 
or real-time creator, expressing both the music and her- or himself with 
an expanded artistic self and expressive power. Likewise, listeners were 
ascribed an active role, contributing with their imagination to their 
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own understanding of the music. The listener’s response could be vis-
ually communicated to the performer and could inspire and evoke new 
sentiments in the performer’s heart, thus expanding the performer’s 
expressive capacity.

Some Previous Research on Musical  
Performance Aesthetics of the Late Eighteenth  

and Early Nineteenth Centuries

The aesthetic transformations in European musical discourse of the late 
eighteenth and early nineteenth centuries have been the subject of sub-
stantial research, often with special attention paid to instrumental music. 
John Neubauer provides both a theoretical and an aesthetic perspective 
on the growing acceptance of instrumental music over the course of the 
eighteenth century. 3 Investigating aesthetic attitudes towards instrumen-
tal music in late eighteenth-century German discourse, Bellamy Hosler 
shows how the changing view on affections was an essential part of this 
transformation. 4 Andrew Bowie discusses the rise of music aesthetics in 
the late eighteenth and early nineteenth centuries with a special focus 
on its relation to Idealist and Romantic philosophy. 5

In his book Music as Thought: Listening to the Symphony in the Age 
of Beethoven, Mark E. Bonds explores attitudes towards listening and 
perception related to the new understanding of instrumental music that 
emerged in German-speaking countries in the decades around 1800. 6 
In another, recently published book, he discusses the rise in the nine-
teenth century of the idea of hearing music as a personal outpouring of 
the composer’s self: a form of sonic autobiography. 7 Erik Wallrup also 
discusses the early nineteenth-century mode of listening in his book 
about attunement and listening. 8 Holly Watkins explores the metaphor 
of depth in German nineteenth- and early twentieth-century musical 
discourse, 9 and Deirdre Loughridge shows how optical devices and 
technologies influenced the making and perception of music in the late 
eighteenth and early nineteenth centuries, blending visual and audio cul-
tures. 10 Research on listening behaviour often focuses on the listeners’ 
attention or lack thereof, and on the shift over time from ongoing social 
activities and communication towards a listening culture of silence and 
attentiveness. Discussing the public response to French opera between 
1750 and 1850, James H. Johnson investigates the change in behaviours 
and aesthetic outlook of Parisian spectators from a socially active to a 
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more silent audience. 11 Other studies investigate how changes in the 
social and material aspects of the listening experience—changes in the 
types of concerts that were arranged, and the size and architecture of 
performance venues, for example—affected listener behaviour. 12 The 
aesthetic thoughts and attitudes of musical performers have received 
less scholarly attention. Mary Hunter discusses the early Romantic 
aesthetics of musical performance with a focus on the idea of the per-
former merging his soul with that of the composer. 13 She shows how 
early nineteenth-century performance discourse is linked with the phil-
osophical discussions of the period, for instance in its preoccupation 
with collapsed dualisms. 14 Fabio Morabito further explores the ideas 
and conceptions that were realized in Pierre Baillot’s Parisian chamber 
music performances. 15

About This Study

This study engages with French and German early Romantic music aes-
thetics from the perspective of the performer. It explores the charac-
teristics that define the performance aesthetics of the early nineteenth 
century as well as ways of re-enacting ideas and mindsets from that aes-
thetics. The first section, entitled “Aspects of early Romantic German and 
French aesthetic discourse of musical performance”, discusses attitudes, 
ideals, and metaphors related to musical expression, as documented in 
treatises by well-known musicians of the period and in music reviews 
and other writings, and situates these within contemporaneous aesthetic 
and philosophical discussions. The following section, “Performances of 
music by Franz Schubert and Ludwig van Beethoven”, presents two video 
recordings of chamber music performances that re-enact the aesthetic 
ideas and mindsets found in early Romantic discourse on performance. 
In the videos, the real-time thoughts and feelings of listeners are visual-
ized. The final section reflects on current discussions about expressivity 
in musical performance as well as the experience of re-enacting early 
Romantic aesthetic ideas and mindsets in performances today.

Re-enacting early Romantic ideas and mindsets around music 
performance was central to this study: both in order to explore their 
artistic potential as well as to reach a deeper understanding of perfor-
mance discourse during this period. 16 Re-enacting performances and 
other events is a well-known strategy in performance art and artistic 
research, 17 but re-enacting aesthetic ideas and mindsets has less often 
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been used as an explicit research method. Arguably, however, when 
we perform music that has been performed before, we re-enact—to a 
greater or lesser extent—not only practices, such as playing techniques 
and styles, but also thoughts, ideas, and feelings. I do not argue that it is 
possible to recreate the same thoughts and mindsets that were present 
in the early nineteenth century. What is possible is to use documented 
metaphors and ideas in order to approach more closely and understand 
more deeply the music aesthetics of the period. In this study, formula-
tions (constructed by me) of ideas, thoughts, and metaphors that charac-
terize early Romantic performance discourse were used as invitations or 
prompts, both in the preparations for the performances and in the per-
formances themselves. Reformulations of these invitations or prompts 
appear throughout the section “Aspects of early Romantic German and 
French aesthetic discourse of musical performance”. These formulations 
are constructed to function as working tools for every musician who 
wants to create expressive performances and engage with early Roman-
tic aesthetic ideas and mindsets.

My work with this text began before and continued after the prepa-
rations and the performances. In addition to being both a reflection of 
and a part of the preparations, the text was also written “with my flute in 
my hands,” in the sense that it is guided by what I, as a musician, consider 
relevant and useful for a musical performer. The study can thus be said to 
synthesize the methods of both music history and musical performance.



Aspects of Early Romantic  
German and French  

Aesthetic Discourse of Musical  
Performance





1.  
 

Sensations and Feelings as Vague and Ineffable

 – I open to the music and let it touch me. It awakens 
feelings in me, feelings I can’t necessarily verbalize.

 – The music doesn’t have a definable emotional 
content. The feelings are unspeakable and in constant 
transformation. This strengthens the artistic potential 

of the performance, makes it unlimited.
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German and French eighteenth-century music discourse was characterized  
by a conception of affections as definable and separable. 18 From the mid-
dle of the century onward, however, this Cartesian view of the passions 
drew repeated criticism. 19 Another view entered the discussion: a view 
of sentiments as dynamic, fluctuating entities, and therefore indeter-
minate. 20 Johann Nikolaus Forkel was a music theorist and historian 
who became Director of Music at the University of Göttingen. 21 In the 
1780s he cultivated the notion that sentiments [Empfindungen], just like 
all other natural phenomena, are subject to constant change. According 
to Forkel, “no feeling which is of any duration, or which must be not 
only aroused but also maintained, is consistent from beginning to end. 
It swells and subsides through infinite and incomprehensible degrees 
of strength and weakness.” 22 Music’s function was to express and com-
municate this continuum of dynamic and ever-changing sensations. 23 
Christian Gottfried Körner was a jurist and amateur musician who 
hosted a literary and musical salon in Dresden. 24 In an article published 
in his friend Friedrich Schiller’s journal Die Horen in 1795, Körner em-
phasizes that passionate states are highly transient conditions: “nothing 
more than variety, constant change, growth, and decline.” 25 In a similar 
vein, Friedrich Rochlitz—a Leipzig writer on music and an editor of the 
Allgemeine musikalische Zeitung 26—suggests that just as we cannot name 
and specify particular detailed sensations and their “mixtures, gradations, 
transitions, and nuances” in ourselves, we cannot do it in music. 27 Roch-
litz writes: “Those subtle transitions of one feeling into another can only 
be felt, and only expressed, in natural, necessary signs; they cannot be 
named and described with conventional symbols.” 28 The Romantics fur-
ther emphasized this conception of sentiments or feelings—both in the 
inner lives of individuals and in music—as dynamic entities, ever-flowing 
and fluctuating, and thus undefinable and ineffable. 29

Especially in instrumental music, this dynamism, vagueness and 
nonreferentiality was seen as an asset to musical expression: an artistic 
strength that enabled the sounding music to connect to a deep inward-
ness in the listener. Partly due to its ineffability, music could express 
what conventional language was not able to disclose. 30 The German 
horn player and composer Heinrich Domnich studied and made a dis-
tinguished career in Paris. In 1795 he was appointed one of the horn 
professors at the newly founded Paris Conservatory, a position he held 
until 1817. 31 In his treatise Méthode de premier et de second cor (1808), he 
writes: “That which the musical language in and of itself has in terms of 
vagueness and lack of determinedness, enters its [expression’s] domain 
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FIG. 1. Dominique Ingres, portrait of Pierre Baillot (1829)
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and thus becomes a profit for the art. Expression takes hold of it and 
finds in it a source of beauty.” 32 One of Domnich’s colleagues at the Paris 
Conservatory was Pierre Marie François de Sales Baillot. Baillot was one 
of the Conservatory’s violin professors for 47 years, from 1795 until his 
death in 1842. 33 He also organized and led a series of chamber music 
soirées (Séances de quatours et de quintettes de Baillot), putting on 150 
concerts between 1814 and 1840. 34

Baillot wrote two violin methods. The first was entitled Méthode 
de violon and was published by the Conservatory in 1803 as one of their 
official methods, with Baillot’s fellow violin professors Pierre Rode and 
Rodolphe Kreuzer listed as co-authors. 35 Méthode de violon was trans-
lated into both English and German. 36 The section on “Expression and 
means of expression” was quoted at length in an essay in the Berlinische 
musikalische Zeitung of 1805 37 and reprinted almost without alteration 
in Baillot’s second, expanded violin method, entitled L’art de violon: 
Nouvelle méthode and published in 1834. 38 L’art de violon was translated 
into German twice within a year of its publication. 39 In it, Baillot writes: 
“Music relates to our most intimate feelings, it is part of all their vague-
ness and indefinability; in truth, its effects are much deeper because of 
this, and herein lies one of its advantages over the other arts.” 40 In more 
poetic language, the philosopher Johann Gottfried Herder—whose work 
significantly influenced German nineteenth-century intellectual dis-
course—elevates the dynamic, ever-flowing, fluctuating nature of music:

[E]very moment of this art [music] is and must be transitory. 
For precisely the longer and shorter, the louder and softer, 
higher and lower, the greater and lesser is its meaning, its im-
pression. The victorious power of the tone and its sentiment 
lies in its coming and going, its becoming and having been. As 
the former and the latter melt together with others, rise, fall, 
sink and—along the tensed rope of harmony, following eternal 
fixed laws—re-emerge with new effects, so [does] my spirit, my 
courage, my love, and my hope…You air spirits, you came and 
fled on weightless tones, moved my heart and left behind in me 
an endless longing, through you, for you. 41

Some German philosophers expanded the concepts of feeling and sen-
sation to include more existential implications and qualities. For Herder, 
as le Huray and Day notes, feeling (Gefühl) was “not simply emotional 
indulgence; it was the inner psychic process of experiencing phenomena, 
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the basis of apprehending not merely sensations but truth, goodness and 
beauty as well.” 42 In a similar spirit, August Wilhelm Schlegel writes 
that music relates to “feeling [Empfindung], in the broader sense of the 
word, where not an emotion or an affection is meant, but the whole 
quality of our existence.” 43 Karl Wilhelm Ferdinand Solger seems to 
agree, writing that “the effect [of music] consists in the fact that in the 
sensation of every present moment a whole eternity emerges in our 
mind. Music…thus truly achieves that which remains unattainable for 
the normal activity of the mind.” 44

Romantic writers sometimes described the eighteenth-century idea 
that music represents definable affections in condescending words and 
contrasted it with the new idea of instrumental music as free and inef-
fable. The Berlin poet and author Ludwig Tieck edited and published his 
friend and co-writer Wilhelm Heinrich Wackenroder’s Phantasien über 
die Kunst one year after Wackenroder’s much-too-early death in 1798. 
In an essay entitled “Symphonien” (which was one of the chapters that 
he appended to the book), Tieck writes:

If one believes that the sole purpose of all man-made music is 
to signify and express passions, then one is delighted the more 
distinctly and definitely these passionate tones are reproduced 
by lifeless instruments. Many artists have spent their whole 
lives to this end: heightening and beautifying this declamation, 
making the expression even more profound and powerful. And 
they have often been praised and honoured as the only true 
and great composers…However, in instrumental music art is 
independent and free; here art phantasizes playfully and pur-
poselessly, and nevertheless art attains the ultimate. It follows 
completely its inscrutable instincts, and expresses the most 
profound, the most wonderful, with its playfulness. 45

Ernst Theodor Amadeus Hoffmann was a Romantic writer, composer, 
and painter, today perhaps best known as a music critic. During the 
same period that Baillot was performing Beethoven’s chamber music in 
Paris, Hoffmann was contributing to Beethoven’s growing reputation 
through his writings. Among many other projects, Hoffmann also trans-
lated Baillot’s Méthode de violon to German. 46 
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FIG. 2. E. T. A. Hoffmann, self portrait (before 1822)
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In his oft-quoted review of Beethoven’s Fifth Symphony, Hoffmann 
writes:

Music opens to man an unknown realm, a world that has noth-
ing in common with the outer sensuous world surrounding 
him, a world in which he leaves behind him all feelings deter-
minable by concepts in order to surrender to the inexpressible. 
How little was this characteristic nature understood by those 
instrumental-music composers who sought to portray deter-
minable feelings, or even events, and thus to treat figuratively 
the art absolutely opposed to figuration! Dittersdorf’s sympho- 
nies of this type, as well as the newer Batailles de Trois Emper- 
eurs etc., should be condemned to total oblivion as ridiculous 
aberrations. 47

Here, Hoffmann takes a clear stand against the older view that music’s 
role was to represent, communicate and arouse definable affections. 
Instead, for Hoffmann, instrumental music gives the listener access to 
another, supernatural world of the unfathomable. For Hoffmann, instru-
mental music “is the most romantic of all arts, one might almost say the 
only one that is genuinely romantic, for its sole subject is the infinite.” 48



 – The music is a manifestation of the infinite. It stimulates 
my imagination to exceed its ordinary limitations.

 – Through the music, I have contact with another,  
spiritual, infinite world.

 – The music now elevates me from the ordinary, 
mundane world into this higher, ideal sphere.

 – I incorporate this sense of wonderful otherworldliness 
into my playing, and communicate it to the listeners.

2.  
 

Music as a Manifestation of the Infinite,  
Able to Elevate Listeners to a Higher Realm and  

Synthesize the Real and the Ideal
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The indefinability of instrumental music could instil a desire for some-
thing inexpressible and therefore unattainable: an endless longing for 
the infinite. 49 The French philosopher Victor Cousin writes that music 
“awakens more than any other art the sentiment of the infinite, because 
it is vague, obscure, indeterminate in its effects.” 50 As Bonds shows, the 
new aesthetics expressed in the late eighteenth and early nineteenth 
centuries was largely based on the philosophy of idealism. 51 The phi-
losophy lecturer Christian Friedrich Michaelis’ thinking on musical aes-
thetics was built on Kant’s philosophy. 52 In his book Ueber den Geist der 
Tonkunst, mit Rücksicht auf Kants Kritik der ästhetischen Urtheilskraft 
(FIG. 3), he writes: “A piece of music is infused with the spirit of aes-
thetic ideas when the energy and characterization of [its] harmony and 
melody awaken unnameable feelings and imaginative intuitions in us, 
and carry us up, as it were, into a transcendental sphere.” 53

Michaelis presents the philosophical notion of “aesthetic ideas” 
as “intuitions of the imagination (inner perceptions)”. 54 He writes: 
“Through aesthetic ideas, the individual becomes idealized, and the 
ideal, the general, the abstract become individualized.” 55 The concept 
of aesthetic ideas is part of Kant’s theory, where it is defined as “that 
representation of the imagination which…no language can completely 
attain and make comprehensible”. 56 Aesthetic ideas “strive towards 
something beyond the boundary of experience”. 57

In the aesthetics of idealism, art is the means through which the 
ideal takes shape and is embodied in the real. Music was not only able to 
create a longing for the unattainable, it was seen as a sensuous manifesta-
tion of the ideal, something that could represent the infinite in the finite 
and open up the possibility for mankind to perceive a supernatural, other- 
worldly sphere. 58 For a number of Romantic thinkers, art could even 
synthesize the real and the ideal. 59 A review of Wackenroder and Tieck’s 
Phantasien über die Kunst in Leipzig’s Allgemeine musikalische Zeitung 
suggests that the essence of art is to “manifest the suprasensuous, to 
unite the finite and the infinite.” 60 In Philosophie der Kunst, which was 
published in 1859 but based on lectures first delivered at Jena in 1802–
03, Friedrich Wilhelm Joseph von Schelling writes that “musical form 
is a process whereby the infinite is embodied in the finite”. 61 Schelling 
and several of his colleagues saw imagination—in German, Einbildungs- 
kraft—as an immaterial power of unification. Schelling suggests: 
“Through art, divine creation is presented objectively, since it rests on 
the same idea of the infinite ideal dwelling in the real on which the cre-
ation of art rests. The exquisite German word Einbildungskraft actually 
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FIG. 3. Christian Friedrich Michaelis, Ueber den Geist der  
Tonkunst, mit Rücksicht auf Kants Kritik der ästhetischen  

Urtheilskraft (Leipzig, 1795), frontpage
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means the power of forming into one, and in fact all creation is based 
on this power. It is the power through which an ideal is at the same time 
something real, the soul is the body; it is the power of individuation, 
which of all powers is the one that is truly creative.” 62 In his writings, 
Schelling uses the term “In-Eins-Bildung”: forming into one (“Eins”). 63

The notion that music could elevate listeners to a higher realm was 
ubiquitous in Romantic musical discourse. A musical performance could 
generate a sense of immersion in another, magical or spiritual world, a 
sense of being transferred into a higher reality, independent of earthly 
phenomena, abandoning the struggles of the everyday world. Körner 
writes that the musical artist “should raise us from our low sphere of 
dependence and limitation to his level, and make perceptible the infinite, 
which outside of art can only be imagined.” 64 Anton Friedrich Justus 
Thibaut, a lawyer with a strong interest in music, writes in 1825: “The 
divinity of music is only revealed when it transports us into an ideal 
state of being.” 65 The composer’s inborn talent and divine inspiration 
supposedly had the power to connect the mundane and the divine. Carl 
Friedrich Zelter—conductor of the Berliner Singakademie and a friend 
of Johann Wolfgang von Goethe—wrote a letter to Joseph Haydn in 
1804 in which he likens Haydn to the Titan god Prometheus. Zelter 
writes: “you have brought the fire from heaven, with which you warm 
and illuminate mortal hearts and lead them to the infinite”. He adds 
that mankind should be grateful for the possibility to “recognize the 
miracles He [God] has revealed to us through you in art.” 66 In a similar 
vein, Hoffmann writes in his review of Beethoven’s Fifth Symphony 
that “Beethoven’s music…awakens that infinite yearning which is the 
essence of romanticism”, 67 Beethoven’s “instrumental music unveils 
before us the realms of the mighty and the immeasurable”, 68 and that 
his Fifth Symphony “irresistibly sweeps the listener into the wonder-
ful spirit-realm of the infinite.” 69 The article about “Romanticism and 
the romantic” in Gustav Schilling’s music encyclopaedia (first printed 
in 1835–38) declares that “it is music that elevates man to the infinite, 
to God Himself,” 70 and that “profound sensitivity and bold idealism are 
the principal characteristics of musical romanticism.” 71
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This transformative power of music was also praised in instruc-
tions to performers and in lyrics. One example of the latter is Franz 
von Schober’s beautiful text to Schubert’s Lied An die Musik from 1817:

Du holde Kunst, in wieviel grauen Stunden,
Wo mich des Lebens wilder Kreis umstrickt,
Hast du mein Herz zu warmer Lieb entzunden,
Hast mich in eine beßre Welt entrückt!

Oft hat ein Seufzer, deiner Harf entflossen,
Ein süsser, heiliger Akkord von dir
Den Himmel beßrer Zeiten mir erschlossen,
Du holde Kunst, ich danke dir dafür!

Thou wonderous Art, in how many grey hours,
When life’s wild circle closed me in,
Did you enflame my heart to a warm love
Did you transport me to a better world!

Often a sigh, drifting from thy heart,
A sweet, holy chord from thee,
Has opened up to me the heaven of better times,
Thou wondrous art, I thank you for this! 72

Shortly after completing his first violin treatise, Baillot wrote a cello 
method in collaboration with three of his colleagues at the Conserv-
atory: the cellist Jean-Henri Levasseur, the composer Charles-Simon 
Catel, and the cellist and composer Charles Nicolas Baudiot. There we 
can read: “Should one seek to make the Violoncello sing, it is a touching 
and majestic voice, not of those who polish the passions and stir them 
up, but of those who moderate them, in raising the soul to a higher 
region.” 73 According to these aesthetic ideas, there is no sense of dis-
tance between the work and its creator in a sincere composition. The 
composer’s ability to mediate the ideal is manifest in the music and re-
alized in the performance. 74 In Méthode de Violoncelle, Baillot writes 
about performing a string quintet by Boccherini: “[I]f he saddens, it is 
to touch us the more; if he seems to strip the soul of all its strength, it 
is to reconcile it with itself, to appease the tumult of passions, and to 
make a delicious calm follow; to transport us into a better world, there 
to taste the pleasures of the golden age.” 75
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FIG. 4. Caspar David Friedrich, Gartenterrasse  
(between 1811 and 1812)
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3.  
 

The Intimate Connection Between Music  
and Human Inwardness

 – The music penetrates my inner self. I feel the 
music resonating in the depths of my heart.

 – I anchor the music’s content deep inside me.

 – I search for feelings in my own innermost self.





35

Metaphors of depth and inwardness are widely employed in the writings 
of the early Romantics, especially in discussions on music. 76 The idea 
that music penetrates the inner human soul has been present since an-
tiquity, 77 but it was especially embraced in the early nineteenth-century 
aesthetic discourse. The concept of the soul or self was a central theme 
in early nineteenth-century philosophical discussions. 78 A number of 
German Romantic intellectuals were influenced by the religious tradi-
tion of Pietism, of which a vital part is the intimate relation between 
the innermost self and the divine. Pietists thought that humans could 
perceive the supernatural as an inner, spiritual feeling—the journey into 
the innermost self would ultimately reach the divine. 79 The idea that 
music connects to a subjective inner life also relates to the understanding 
of sensations as vague and indefinable. When they express and perceive 
music’s ineffable, obscure feelings, both performers and listeners are ul-
timately drawn into their own deepest selves.

Georg Wilhelm Friedrich Hegel gave lectures on aesthetics in Hei-
delberg in 1818 and Berlin in the 1820s. These lectures were edited and 
published in 1835 by one of his students under the title Vorlesungen 
über die Ästhetik. 80 For Hegel, music’s essence is subjective inwardness. 
In his Vorlesungen über die Ästhetik, we read: “The chief task of music 
consists in making resound, not the objective world itself, but, on the 
contrary, the manner in which the inmost self is moved to the depths 
of its personality and conscious soul. The same is true of the effect of 
music. What it claims as its own is the depth of a person’s inner life as 
such; it is the art of the soul, and is directly addressed to the soul.” 81 
The human soul was not only affected by music, but resonated with it, 
and in it. In Sallis’ words, music, for Hegel, “conveys us to ourselves, 
draws us into our own subjective depth, lets that depth resound and 
thereby be sounded.” 82 Through its profound sensibility that resounds 
with a person’s inner self, music could open the way to the perception 
of a higher realm. Hegel says that “music performs—in its unique ele-
ment of inwardness, which immediately becomes expression, and [its 
unique element of] expression, which immediately turns inward—the 
ideality and liberation, which…elevate the soul toward perceiving a 
higher sphere.” 83

As Hunter observes, Baillot’s aesthetic thinking on musical per-
formance connects to Hegel’s. 84 Baillot writes that “the performer will 
know how to create for himself a new voice to speak this language of the 
gods [i.e. music] whose vocabulary is in the soul”. 85 This expresses the 
intimate connection between music, the soul, and the divine, as well as 
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the presence in a performance of both the performer’s artistic creativity 
and subjective self. In his second violin method, Baillot writes:

It is in our nature always to want to extend the power of our 
senses; it seems to us so beautiful to leave our earthly bonds that 
our soul, impatient to break its ties, seeks an opening through 
which it can extend itself to infinity. Imagination, favouring our 
penchant for the supernatural, lends us its wings in order to 
elevate us to unknown regions! But alas, we must soon fall back, 
betrayed by our own weakness; we then feel it necessary to look 
within ourselves and seek the true domain of art not in the in-
definite, not in material things or the physical effects of nature, 
but in our own hearts, in moral order, and in feeling—this sweet 
life of the soul and this inexhaustible source of happiness. 86

The performer’s engagement is both inward and outward turning. Mu-
sical expression relies on the interaction between inwardness and out-
wardly-directed communication. It relies on the externalization of the 
internal and the internalization of the extroverted, radiating flame of 
feelings. Expression opens to the student’s “talent a new path which has 
limits only in the feelings of the human heart; it is not enough that he is 
born sensitive to them, he must incorporate into his soul this expansive 
power, this warmth of sentiment which radiates outward, communi-
cates, penetrates, burns. It is this sacred fire which an ingenious fiction 
made Prometheus steal in order to give life to mankind.” 87 The feelings 
connect the performer’s inner self with his or her outwardly-directed 
expressivity. Through sincere engagement in the music, the performer 
can reach out and create a charismatic and ecstatic performance.



4.  
 

The Ingenious Performer,  
Emotionally Engaged, Understanding,  

Reproducing, and Transmitting  
the Composer’s Feelings and Thoughts  

to the Listeners

 – I use Romantic language, images and metaphors when  
I think about the music: words like waves, stream,  

darkness, depth, infinite longing, the sublime, beauty,  
innerness, and wonder.

 – The music can arouse not only mild feelings, but also 
admiration, pain, reverence, desire, braveness and horror.

 – I understand and have full access to the sensations and 
feelings that are incorporated in the music by the composer.

 – I feel these sensations when I play, and I share them  
with the listeners.

 – I enjoy the phantasy and creativity of my genius. My 
natural inspiration is in complete unity with the composer’s 

and enables me to reproduce his/her ideas and feelings.

 – The music and its ideas reveal the composer’s self and his  
or her ways of feeling. I feel an intimate closeness to the 

composer’s artistic identity through playing his or her music.
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A characteristic feature of eighteenth- and early nineteenth-century aes-
thetic discourse was that passions or feelings were supposed to be highly 
present in a musical performance, being embodied in the performers as 
well as in the sounding music. 88 Baillot writes about the violin soloist 
being “profoundly moved in the Adagio” and “communicating the full 
range of feelings he has”. 89 The performer wished to touch the listeners, 
to make them respond sympathetically to his or her feelings. According 
to Baillot: “What he [the true artist] desires above all is to move the 
audience, to communicate what he feels, to find hearts that respond in 
unison to his.” 90 These feelings were the same as, or similar to, the com-
poser’s feelings that were incorporated into the music. The Würzburg 
Kapellmeister and professor of music and aesthetics Joseph Fröhlich 91 
writes in his 1811 book Vollständige Theoretisch-pracktische Musikschule 
für alle beym Orchester gebräuchliche wichtigere Instrumente:

To perform a piece of music cannot mean anything else than to 
present a series of sentiments (for this is what each piece of mu-
sic should be) to the ear of the listener. A correct performance 
thus presupposes that the performing artist, on the one hand, 
has understood the entire piece, and, on the other, is able to re-
produce it. The musician must accordingly feel…the very same, 
or at least a similar series of sentiments as did the composer. 92

According to Baillot, “it is genius of performance that allows the art-
ist…to transmit to the soul of the listener the feeling that the composer 
had in his soul”. 93 At first glance, these formulations may seem simi-
lar to the invitations of the pragmatic and rhetorical (but nonetheless 
absolutely emotionally sincere) musical performance practice of the 
mid-eighteenth century. 94 As discussed above, however, music in the 
early Romantic aesthetic is no longer considered a vehicle for arousing 
definable, intersubjective affections. The idealist, Romantic aesthetic 
makes no attempt to explain any naturalist cause-and-effect relation-
ships in a musical performance. In the words of Bonds, “the fundamental 
nature of discourse on music has changed: the perspective is no longer 
even remotely naturalistic.” 95 Tieck writes: “The spirit can no longer use 
it [music] as a vehicle, as a means to an end, for it is substance itself and 
this is why it lives and moves in its own enchanted realm.” 96

Still, the reproduction of the composer’s inner feelings and ideas 
continued to be enabled by the performer’s sensibility and emotional en-
gagement. Johann Nepomuk Hummel was one of Europe’s most famous 
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pianists of the early nineteenth century. In 1828, when his comprehen-
sive, three-volume piano treatise was first published, he was, as well, 
an experienced improviser of repute as well as a composer, teacher, 
and conductor. His collegial relationship with Beethoven in Vienna was 
sometimes characterized by friendship, sometimes rivalry, and always 
by competition. 97 In his piano treatise, Hummel writes: “Expression 
refers directly to the feelings, and indicates the disposition and abil-
ity of the player to put into his playing and impress upon the listener 
whatever feeling the composer has put into his work, and which the 
player feels in the same manner.” 98 Anton Bernard Fürstenau—the most 
prominent German flutist of the first half of the nineteenth century—
expresses himself in a similar vein. Fürstenau’s second flute method, Die 
Kunst des Flötenspiels, was first published in 1844 and is modelled on 
Louis Spohr’s Violinschule. 99 Like several other authors of instrumental 
treatises, Fürstenau completes his extensive flute method with a section 
on performing (vortragen), where he explains what characterizes a sin-
cere performance:

If the playing, [as so often], wants not just to occupy the listen-
er’s ear in a pleasant manner, but also to powerfully touch and 
capture the listener’s mind for any length of time, then to ex-
ternally perfect tone production and the careful, tasteful appli-
cation of the external tools of art it should join a living, deeper 
sensitivity that displays an understanding of the composer’s 
innermost ideas and feelings and can make these ideas and 
feelings immediately discernible, or actually reproduce them. 100

The sounding music thus breathes and transmits the composer’s ideas 
and feelings, recreated by the performer. For the performer, to engage 
in the ineffable and unutterable, constantly changing sentiments of the 
music requires both an inward orientation and an act of sympathy—in 
the eighteenth- and early nineteenth-century meaning of that word. 101 
The performer sympathetically resonates with the music and the feelings 
and thoughts that the composer has incorporated into it. In 1799, the 
cellist and composer Luigi Boccherini wrote in a letter to the poet and 
playwright Marie-Joseph Chénier:

Music without feelings, and Passions, is insignificant; from this 
is born the fact that the composer achieves nothing without ex-
ecutants: these must be well-disposed toward the author, then 
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they must feel in their hearts all that he has notated; they must 
come together, rehearse, investigate, finally study the thoughts 
of the author, then execute his works. In this way they almost 
succeed in stealing the applause from the composer, or at least 
sharing the glory with him. 102

In the introduction to his Vollständige Theoretisch-pracktische Musik- 
schule, Fröhlich suggests that sounding music incorporates and displays 
the composer’s self. He writes that “the sound is also what has to serve 
the artist [composer] to the revelation of his inner self…Marvellous and 
enviable is thus the lot of the musical artist, as he, urged by the stream of 
his sensations, creates in living vision and pours his beautiful inner self 
into a tone-picture that lifts us up to his spiritual level and fills us with 
that grace that is the true sign of a purely aesthetic depiction…he instils 
an inner life into these and hereby opens a view on his mind.” 103 In an 
essay from 1828 about Beethoven’s Ninth Symphony, Fröhlich called it 
a “complete portrait of his [Beethoven’s] soul” and “Beethoven’s auto-
biography, written in music.” 104 This idea of music as autobiographical 
storytelling, a transparently representation and projection of the com-
poser’s private life and state, was not, however, commonly established 
until the 1830s; that is, after the death of Beethoven. 105

In 1814, Baillot founded the string quartet Quatuor Baillot, where 
he served as leader and first violinist. 106 One of the composers whose 
quartets Baillot performed in his chamber music soirées was his long-
time friend and director at the Paris Conservatory, Luigi Cherubini. In 
a letter from 1834, Baillot invites Cherubini to the performance next 
Saturday of his Second String Quartet in C, but insists that there is no 
need for him to be present at the rehearsals. Baillot writes: “Once the 
piece is well understood and properly rehearsed, whether you are pres-
ent or absent, we will see you at the end of each note, or rather sense 
your presence in the heart and so indulge ourselves in all the feelings 
that your admirable works inspire.” 107 After thorough rehearsal and 
study of the music, performers can inwardly sense a composer’s subjec-
tivity incorporated in the music and can bring to life his feelings and 
ideas. Understanding and reproducing the composer’s innermost ideas 
and feelings are reciprocal activities. Understanding the feelings and 
aesthetic ideas of the music supports an engagement in those feelings 
and ideas, and vice versa: engaging in the composer’s sentiments and 
ideas not only helps move listeners but also deepens and develops the 
performer’s understanding. This interaction can be a process over time 
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or can take place in momentum, in the multi-layered complex that is a 
musical performance.

At least for Hoffmann, Beethoven’s music could arouse feelings of 
awe, fear, terror, and pain. 108 To sincerely engage in, reproduce, and 
sympathize with such emotional content requires strength and bravery. 
An expressive performance, with the potential to evoke every feeling 
and transfer listeners into a higher reality, requires not only emotional 
engagement but also boldness from the performer. According to early 
Romantic discourse, in order to be able to recognize the character of the 
music and express its feelings and ideas, a performer has to possess a 
certain innate productive creativity, or genius. 109 The concept of artistic 
genius was a topic of eighteenth-century as well as early nineteenth- 
century philosophical and aesthetic discussions. In Kant’s theory, genius 
“is a natural inborn aptitude for artistic creativity which cannot simply 
be learned”, 110 and a talent for producing that for which no determi-
nate rule can be given. 111 Herder describes genius as a natural, innate 
gift, which “can neither be bought or begged for, nor fought for nor 
learned.” 112 In his piano method from 1797—addressed to dilettantes 
and beginners—the pianist Johann Peter Milchmeyer writes: “There are 
many able players, but not everyone among them belongs to the select 
few and is in possession of this treasure. Those, however, to whom na-
ture has given a spark of this divine fire will, through diligent study and 
aided by the best and most characteristic works of the greatest com-
posers, kindle this spark into a fire, warm their listeners, and be able, 
through their playing, to arouse [in] them not only the most pleasing and 
soothing feelings, but any passion.” 113 Still (at least according to the dis-
cussions in the musical treatises), genius could be developed and evolve. 
The German violinist virtuoso and composer Spohr first published his 
violin method in 1833. 114 In the section about performance, he writes 
that the performing musician’s “ability to recognize the character of the 
piece of music to be performed, and to sympathize with and reproduce 
its inherent expression, is an inborn gift of nature that certainly can be 
awakened and further developed, but cannot be learned.” 115 According 
to Domnich, when a performer is equipped with the qualities of taste 
and expression, “these qualities are in effect a gift of nature; they relate 
to a privileged organization; one can well develop them, perfect them 
through work, but one cannot acquire their seed.” 116 Domnich suggests 
that musical expression is a result of the performer’s spontaneous feel-
ings, inspiration, sensitivity, and ultimately their genius: “The expression 
depends most of all on the manner with which one feels, and with which 
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one is affected. It is a surge of the soul that does not know any rules, or 
rather, that is situated above the rules known to ordinary people, and 
can only be communicated to the select few. Its principle is a profound 
sensitivity, modified according to the inspiration of the moment.” 117 
Fürstenau shares the view that the artistic limitlessness of a performance 
depends upon the inborn talent of the performer. He writes:

Such a sensitive performance (where the player understands 
and reproduces the innermost ideas and feelings of the com-
poser), however, presupposes in the player a talent which 
must be inborn, even if musical sensitivity can be significantly 
furthered and refined by means of good guidance and the fre-
quently offered opportunity to listen to good music of the 
most various kinds…This musical sensitivity [Gefühl] is the 
great mystery of art, the divine spark that sleeps deep within 
the chest of the artist by calling, which cannot be kindled into 
a bright flame of art through dead words, but through living 
instruction and examples. The outward beauty of the playing, 
the technical perfection of the form, in which the artistic spirit 
resides, can be achieved and taught through diligence and per-
severance; the truly aesthetic inner beauty of art, which the 
performing artist reproduces in a perfect form, can only be 
instigated and developed where nature has provided a sense for 
the beauty of tone and art; this is why true art is as infinite as 
creation itself; it might well have a practical and a theoretical 
beginning, but no psychological end. 118

For the German Romantic poet and philosopher Novalis, 119 however, 
genius was not a privilege for a select few. 120 He writes that “every per-
son is the seed of an infinite genius”, 121 and ”every human being would 
then have a genius-like seed—but in varying degrees of development 
and energy.” 122 As Dalia Nassar puts it, Novalis rather emphasizes that 
“everyone has the capacity to become a genius,” 123 and that “Genius…
is something that one must strive to achieve or realize.” 124 Although 
Baillot writes about “the virtuoso violinist (who, we always suppose, 
has received a secret influence from heaven)”, 125 he presents genius of 
performance as something that the student should aspire towards. 126 
According to Baillot, “this treatise [L’Art de violon]…has as its object…
to develop the genius of performance.” 127 The concluding part—which 
is almost the same in both his violin methods—is entitled “Expression 
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and means of expression”. 128 There he writes that ”true expression com-
prises tone, tempo, style, taste, rhythmic steadiness, and genius of perfor-
mance.” 129 “Genius of performance” is what makes the performance not 
only good, but something above that. It “leads to doing it [performing] 
better; when an artist is motivated by feeling, it is genius of performance 
that takes off in bold flight into the vast empire of expression in order 
to make new discoveries there.”  130

For Novalis, genius is “the synthesizing principle; the genius makes 
the impossible, possible—the possible, impossible—the unknown, 
known—the known, unknown, etc.” 131 It synthesizes the natural and the 
spiritual. As Nassar puts it, for Novalis, “genius seeks to transform the 
natural world into a spiritual reality”, and “the work of genius involves 
the lowering of the spiritual into the natural or empirical world.” 132 
Baillot seems to reflect Novalis’ view of genius as a synthesizing prin-
ciple when he writes, “it is genius of performance that lets the artist 
know how to join grace to feeling, simplicity to grace, and strength to 
gentleness”. 133 Geniality enables the performer to rise to the spiritual 
level of the art and its creator. Baillot writes that the performer’s “sensi-
tivity prepares him for all that he is going to play; scarcely has he caught 
a glimpse of his theme when his soul rises to the level of the subject.” 134 
According to Hegel, the executant artist has the duty “to give life and 
soul to the work in the same sense that the composer did.” 135 He adds 
that “in spiritual terms, the performer’s genius can consist solely in truly 
reaching—in reproduction—the spiritual height of the composer, and 
bringing it to life.” 136



5.  
 

The Performer Entering Into the  
Composer’s Thoughts and Ideas

 – The music grabs hold of me, penetrates me, and stimulates 
my imagination to exceed its ordinary limitations.

 – I boldly enter deep into the music, into the composer’s ideas, 
thoughts and intentions, as the music enters into me. I  

leave myself behind, and let the music take over my inner self.

 – Letting myself be engulfed by the music makes me  
understand and master its expression.

 – Now I am the music.

 – I feel an intimate closeness to the composer.

 – All the wonderful enchanting pictures and apparitions that 
the composer has sealed into his work with magic power I call 

into active life, and let them shine in a thousand colours.
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In his violin methods, Baillot more than once quotes from Jean-Jacques 
Rousseau’s widely used music encyclopaedia. Baillot’s definition of 
expression, for example, is only slightly revised from Rousseau’s. 137 
Rousseau’s encyclopaedia was first published in Paris in 1768. 138 In the 
article on execution, Rousseau directs himself to the singer, writing: “It 
is not enough to read from the music; it is necessary to enter into all 
the ideas of the composer, to feel and render the fire of expression.” 139 
This metaphor of entering into the music was continually repeated in 
the nineteenth century. In 1820, Hoffmann visited and reviewed a per-
formance of Beethoven’s Schlacht bei Vittoria, directed by his friend, 
the violinist and concert master of the Berlin Hofkapelle, Karl Möser. 140 
In his review, Hoffmann writes that “through the intelligent manner in 
which Herr M. [Möser] directed the performance, entering fully into 
the composer’s thoughts and intentions, everything came so vividly to 
life”. 141 In the context of a chamber music performance, entering into 
the composer’s ideas and bringing them to life is a communal act. Spohr 
writes that when performing “real” string quartets (as opposed to “solo 
quartets”, where the first violin is the soloist, accompanied by the other 
three instruments), “all four instruments enter in the same way into the 
composer’s idea and make it perceptible.” 142 Entering into the compos-
er’s ideas and thoughts both relies upon and stimulates the imagination.

Both German and French turn-of-the-century musical treatises rec-
ommend that performers use tableaux as rhetorical vehicles for musical 
expression. 143 In his review of Beethoven’s Piano Trios Op. 70, Nos. 1 
and 2, Hoffmann writes about the performer who strives to elicit and 
bring to life delightful images embodied in the music. Responding to 
contemporary pianists who dismissed Beethoven’s piano works as “very 
difficult”, he suggests:

As far as difficulty is concerned, to the proper and adequate 
performance of Beethoven’s compositions thus belongs noth-
ing less than that one understands him, that one penetrates 
deeply into his essence, that in the consciousness of one’s own 
blessings one boldly dares to enter the realm of those magical 
things that his powerful spell invokes…The true artist lives 
only in the work that he has understood as the composer meant 
it and that he then performs. He is above putting his own per-
sonality forward in any way, and all his endeavours are directed 
toward a single end—that all the wonderful, enchanting pic-
tures and apparitions that the composer has sealed into his 
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FIG. 5. Caspar David Friedrich, Der Sommer (1807)



49

work with magic power may be called into active life, shining 
in a thousand colours, and that they may surround mankind 
in luminous sparkling circles and, enkindling its imagination, 
its innermost soul, may bear it in rapid flight into the faraway 
spirit realm of sound. 144

Hoffmann continues by arguing that “there are few such artists, such gen-
uine virtuosos”. 145 One such artist would have been Baillot, who in his vi-
olin methods asks a rhetorical question about the genius of performance: 
“Does it not have feelings to express, tableaux to paint?” 146 In a letter 
to Prince Galitzin, Baillot thanks the prince for letting him use a set of 
parts for Beethoven’s quartet, Op. 127, and writes: “Beethoven introduces 
you into a new world. You traverse the wilderness, walk along precipices, 
the night catches you unprepared, you wake up and you are transported 
to ravishingly beautiful places, a paradise on earth all around you; the 
sun shines bright for you to contemplate the magnificence of nature.” 147

Connecting with the composer and identifying with his or her style 
can also be accomplished through bodily movements. In the section on 
style in his violin methods, Baillot writes that “each composer gives an 
imprint to his works,—an individual stamp, a style of his own—which 
comes from his manner of feeling and expressing.” 148 It is the performer’s 
duty to render this personal imprint, thus the performer has to have the 
technical flexibility to vary his or her style of playing. 149 When the com-
poser is a violinist, this includes re-enacting the composer’s individual 
playing style, i.e. his physical movements. Baillot advises the student that 
“if the composer has himself set the fingering, one should follow it as far 
as possible, to identify oneself with the style of the author, since fingering 
is one of the means [one uses] to characterize the style…[Even when they 
are not indicated] one will have to search for and finger according to the 
style, well-known, of each composer.” 150 Baillot continues: “If the vio-
linist wishes to come the closest to the true meaning of the composition 
he is performing, he must try to finger according to the known style of 
the composer.” 151 Baillot then discusses the fingering styles of three of 
his violinist colleagues, Giovanni Battista Viotti, Kreutzer, and Rode, by 
presenting sequences of their music with the fingerings indicated. FIG. 6. 
shows two sequences from Kreutzer’s violin concertos, and one from a 
sonata by Rode, all with the composers’ fingerings. According to Baillot, 
their fingering styles varied: Viotti “almost always” remained in the same 
position, Kreutzer “shifted frequently on all strings”, and Rode “shifted 
on the same string”, a style that favours ports de voix. 152
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FIG. 6. Pierre Marie François de Sales Baillot,  
L’art de violon: Nouvelle méthode [1834], pp. 148–9
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When the performing body of one musician re-enacts the precise 
movements of another musician, a feeling of closeness or even identifica-
tion can emerge, which expands beyond the physical gestures to include 
sensibility and musical expressivity. 153 Studying and incorporating other 
violinists’ fingering styles can also help a violinist to develop his or her 
own style and expressive toolbox. Baillot writes: “It is by observing in 
the music of each composer the differences which result from the choice 
of position, of string, and of fingering, that violinists can finger their 
own music so much better, depending on the type of expression they 
would like to give it.” 154





6.  
 

The Performer Identifying With the  
Composer, Becoming Him

 – I feel the composer’s presence in the music.

 – I take part in the composer’s geniality and artistic authority;  
it becomes mine and unites with my own talent. I perform  

with its power.

 – I am not just me anymore; I have become one with  
the music and the composer.

 – Now I am the composer. There are no borders between  
the composer’s feelings and my own. I am inside his or her  

ideas and feelings.

 – The composer’s intentions are now mine; I fully trust 
my feelings and musical intuition in creating the music 
anew. My conception of this phrase outranks the score. 

I know how to perform it, because it’s my creation.

 – I give life to the dead composer with my playing. The 
composer’s presence is felt in the room and stands out to the 
listeners, his or her genius and musical ideas fill the room.
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Engaging in the situation of another, or transporting oneself outside of 
one’s own self and sympathetically identifying with somebody else, was 
a major theme of both the cult of sensibility and early Romanticism. 155 
The absorptive ideal of sympathy was a common way of thinking about 
relations, both in ordinary life and in art, and was intimately connected 
with the idea of imagination. 156 Engell writes that in eighteenth- and 
early nineteenth-century thought, sympathy became “that special power 
of the imagination which permits the self to escape its own confines, 
to identify with other people, to perceive things in a new way, and to 
develop an aesthetic appreciation of the world that coalesces both the 
subjective self and the objective other.” 157 The idea of the performer 
identifying with the composer was articulated by musicians in the sec-
ond half of the eighteenth century. 158 In his encyclopaedia article enti-
tled “Expression”, Rousseau describes a mutually creative and interactive 
relation between the singer, the poet, and the composer of an Air. To 
create a performance that is as expressive as possible, Rousseau calls for 
a collapse of these separate artistic identities, asking the singer to “do the 
same as you would, were you at the same time poet, composer, actor, and 
singer.” 159 To a greater extent than his eighteenth-century colleagues, 
Baillot writes about the role of genius and the performer’s spontaneous 
and intuitive inspiration in this synthesizing act. 160 He opens the section 
on “genius of performance” in his violin methods as follows: “It is genius 
of performance that allows the artist to seize at a glance the different 
characters of music, and by a sudden inspiration identify himself with 
the genius of the composer, follow him in all his intentions, and com-
municate them with both facility and precision.” 161 Through this act of 
identification, the talented performer can reanimate the spirits of genial 
composers from an earlier age, make them becoming alive and present. 
According to Baillot, “it is genius of performance that allows the artist 
to make the great geniuses of the past centuries live again”. 162 This idea 
was made viable by Baillot’s belief in a historical constancy of passions: 
that music affects humans in a timeless manner. Baillot writes: “The 
heart of man…has in its affections a constancy, a uniformity, a genealogy 
of feelings;…We can ask them [those who have heard the masterpieces 
of Palestrina, Handel, Sebastian Bach, and others] whether the effect 
upon them of these masterpieces, imbued with these sublime inspira-
tions, is not sufficient to attest that the heart always responds to the 
same accents with the same sighs!” 163 In a footnote he adds: “The success 
of the Historical Concerts recently given by Mr. Fétis cannot leave any 
doubt in this respect.” 164 François-Joseph Fétis was an organist, critic, 
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composer, music historian, and director of the Brussels Conservatory. In 
1832, he founded a series of Concerts Historiques wherein older repertory 
was combined with mini-lectures given by Fétis himself. 165 In Baillot’s 
chamber music soirées, his string quartet regularly performed music by 
composers representing different musical styles (most performed were 
Boccherini, Haydn, Mozart, Beethoven, and Baillot himself). 166 This 
came with the challenge of expressing and communicating the compos-
er’s individual musical imprint and character. 167 Baillot was admired for 
successfully accomplishing that. Fétis, who visited and reviewed Baillot’s 
chamber music soirées, notes appreciatively in one of his reviews that 
each composer whose works were performed at the soirée was given 
“a particular physiognomy”. 168 In another review from 1831, the critic, 
composer, and music writer Joseph d’Ortigue writes:

The programme as a whole is a history lecture. In a two-hour 
performance, the art and its traditions will unfold before our 
eyes. Boccherini, with his antique and naive manners, breathes 
some scents of the Middle Ages. Haydn represents a perfected 
society full of elegance. In Mozart [this society is] more tumul-
tuous, more passionate; it seems immensely eager to develop. 
Beethoven, in his reveries and up to his sublime follies is the 
image of a civilization that overflows, overwhelms. Well then! 
Mr Baillot is the man of all these epochs. He not only trans-
ports himself to the time indicated by the author’s name, but he 
also identifies himself with the personality of the composer. 169

In Berlin, Möser led a prestigious series of quartet concerts. A review 
from 1826 of a concert where Möser and his quartet played one string 
quartet by Haydn, one by Mozart, and one by Beethoven states that 
Möser, “himself a virtuoso of genius, truly sympathizes with Haydn’s hu-
mour, Mozart’s soul [Gemüth], and Beethoven’s sublime genius, and pre-
sents them clearly to the listener.” 170 The French writer on music François 
Fayolle describes a more total transformation. In a pamphlet from 1831, 
he honours Baillot for possessing “the genius of performance because he 
strips away his ego to become, by turn, Haydn, Boccherini, Mozart and 
Beethoven.” 171 For the performer, the feeling of being transformed into 
another can be a vitalizing and empowering experience of an expansion 
of one’s artistic self. It can enhance the feeling of sincerity, creativity 
and artistic freedom. For the beholder, to perceive such a transforma-
tion can be an extraordinary and magical, even idolatrous experience. 
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The violinist Joseph Joachim made his first public performance in Berlin 
in December 1852 playing Beethoven’s violin concerto. The critic Otto 
Gumprecht was very enthusiastic and describes an immersive listening 
experience that included the presence of the dead composer:

Now a young violinist entered the stage…During the Tutti at 
the beginning of Beethoven’s Violin Concerto, I had enough 
time to look at him, but at the first sounds of the violin I for-
got everything else, the concert hall, the audience, even Mr. 
Joachim. The nobility and fullness of the tone, the perfect 
technique, the spirited conception occupied my full attention. 
Not before the Adagio did I look again, but of the figure of 
the violinist I could not see anything anymore; it was entirely 
eclipsed by another. I recognized it well, this short, noncha-
lantly dressed figure with the tangled hair standing on end, the 
high forehead on which the most sublime thoughts leave their 
illuminated traces, with the deep-seated eyes that radiated the 
most audacious spirit and the deepest love of mankind, with 
those lips into which pain had drawn the sharpest creases and 
lines…It was he himself, the creator of the Ninth Symphony, 
whom I imagined seeing face to face. 172

Three years later, Joachim played another concert in Berlin, this time 
together with Clara Schumann. The then 25-year-old pianist and opera 
conductor Hans von Bülow attended the concert and wrote afterwards 
in a Berlin newspaper:

It was not Joachim who yesterday played Beethoven and Bach, 
Beethoven himself played! That was no mere interpretation of 
the highest genius; it was a revelation. Even the most incredu-
lous must [now] believe in miracles, since such a transubstan-
tiation has never before been witnessed. Never has a work of 
art been so transfigured before the mind’s eye with such life 
and spirit, nor has the immortality of genius before appeared 
so lustrous and sublime in its truest reality. One wished to 
listen kneeling. 173

For Bülow and Gumprecht, it was not only that the composer’s feelings 
and ideas were reanimated through the performance of his music; rather, 
Beethoven himself miraculously appeared as resurrected and present. 
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FIG. 7. Karl Joseph Stieler, portrait of  
Ludwig van Beethoven (1820)



59

Bülow’s reference to the Christian transubstantiation reflects the idea 
of conversion between material objects and the spiritual. As discussed 
above, Romantic and idealist philosophy was characterized by the idea 
of a resolution of oppositions: overcoming or collapsing the dualisms 
between the real and the ideal, humanity and nature, the intelligible 
and the sensible, the material and the spiritual, the self and the not-self, 
subject and object. 174 One of the most significant philosophical concepts 
of early nineteenth-century German discourse was the “absolute”, which, 
according to Beiser, was defined “in terms of the unity or indifference of 
the subjective and objective.” 175

Metaphorically becoming one with the composer involves the per-
former’s imagination, memories, and experiences. It supports a feeling of 
shared genius and creativity. The idea of self-transformation also relates 
to discussions of individuality by Friedrich Schleiermacher and other 
Romantic theorists. 176 As Izenberg observes, the Romantics believed 
“that individuality demanded an expansion of the self towards infini-
ty”. 177 In this way of thinking, self-annihilation could function as a vehi-
cle for a sense of self-expansion: what Hunter calls a “reciprocal self-loss 
and self-realization”. 178 By spontaneously and temporarily surrendering 
to the composer’s subjectivity and leaving their own self behind, the 
performer could expand that self.





7.  
 

The Performer Uniting With the Instrument

 – I let the instrument become a part of me, a part of my body.

 – My bow or instrument sings the melody; my arm or  
body animates it.

 – The sound of the instrument is my voice.
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The musical instrument merging with the performer is another meta-
phor of unification that was used in late eighteenth- and early nineteenth- 
century discourse. Permeated by the innerness of both the performer 
and the music, the instrument could become something more than a sep-
arate item: it could transform into a soulful subject. For Hegel, musical 
instruments “remain, in general, an external matter, a dead thing, while 
music is inner movement and activity.” 179 However, “if the externality of 
the instrument disappears altogether, i.e. if inner music penetrates this 
external reality through and through, then in this virtuosity the foreign 
instrument appears as a perfectly developed organ of the artistic soul 
and its very own property.” 180 Hegel recalls an experience from his youth 
of a performance by a guitarist who “put into his instrument his whole 
soul”. 181 Performers were admired for their ability to create an impression 
that their instrument was transformed into an extension of their body, 
able to speak and express the music. A review in Mercure de France from 
1762 of a concert at the Concert spirituel praises the cellist Jean-Pierre 
Duport for his expressive performance. “The instrument is no longer 
recognizable in his hands: it speaks, it expresses, it renders everything 
[at a level] beyond that charm one had believed reserved exclusively for 
the violin,” writes the reviewer. 182 In another review of a concert in Ber-
lin, Hoffmann writes about the cellist and composer Bernhard Heinrich 
Romberg’s masterly playing of one of his own solo concertos. 183 Accord-
ing to Hoffmann, Romberg makes his cello “an immediate, unfettered 
organ of the spirit; this is after all the highest goal to which a practicing 
artist aspires…with all its strength and grace and its rare abundance of 
sounds, it [his instrument] has become so much an extension of the artist 
that it seems by itself to vibrate with all the sensations of the spirit”. 184

The same metaphor is also used in musical treatises to promote mu-
sical expressivity. The Italian composer and violinist Giuseppe Cambini 
was active in Paris, where he published a violin treatise sometime be-
tween 1795 and 1803. Cambini wants the student’s bow to be felt as 
a part of the performing body that sings and pronounces the melodic 
line. 185 He provides the student with a dramatic line of text for the open-
ing of the first violin part of Boccherini’s Quartet in C Minor, Op. 2, 
No. 1, 186 and invites the student: “Above all, think that you wish to move 
me …electrify your arm with the fire of this thought…so that your bow 
becomes your tongue and your countenance”. 187 Early Romantic writers 
repeatedly give the instrument the role of a subject. Baillot writes that 
the violin “becomes the most noble interpreter of genius; initiated to all 
mysteries of the heart by its continuous contact, it breathes and it beats 
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with the heart [of the performer].” 188 In Baillot’s mind, the identities 
of the violin and the violinist are blurred. 189 In a solo concerto, the 
violin “speaks as the master”. 190 At the end of his section on “genius of 
performance”, Baillot even anthropomorphizes the violin: “The violin 
is no longer just an instrument, it is a sonorous soul; traveling through 
space, it strikes the ear of even the least attentive listener and seeks 
in the depths of his heart emotional strings to set in motion.” 191 The 
violin—or its sound—is here magically transformed into a soul, seeking 
sympathy with the listener’s innermost self.



8.  
 

The Performer Expressing Him or Herself

 – I play as if I had created this melody. This is my 
music that I perform according to the composer’s 

and my own united thoughts and feelings.

 – I give life to this phrase/music through my own self. I 
seek feelings within myself, and let my own experiences 
and memories be incorporated in the sounding music.

 – I add nuances and beauties to the music 
that comes from my own heart.

 – The music expresses me. The melody sings my 
personal feelings, my life experiences, my memories 

of sorrow, pain, happiness, and beauty.

 – This combination of submission and creativity 
leads to a sincere and authentic performance.
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Hegel explains what is unique about music as an artform: that it has to 
be performed by another artist. An architect needs builders, but a com-
poser needs other artists of the same status to reproduce the musical 
work. 192 The performer physically puts life into and embodies the music, 
expressing both the music and him- or herself. For Baillot, the performer 
needs to do more than reproduce the musical work. He writes: “It is the 
genius of performance that allows the artist to imbue himself with the 
spirit of a piece to the point of lending it charms not indicated in the 
music, to go as far as creating the effects that the composer often leaves 
to instinct, to translate everything, to bring everything to life”. 193 For the 
performer, being absorbed into the music, realizing artistic ideas, and 
intuitively creating new expressions in a real-time performance can be 
an enjoyable and inspiring experience. Baillot writes about “the genius 
of performance which delights in divining [imagining] and creating its 
own way.” 194 The perception of the composer’s thoughts as one’s own 
creations can expand the performer’s feeling of artistic and expressive 
self-confidence. The performer’s expressivity makes him or her the 
music’s co-creator, or real-time creator.  195 Domnich writes: “Without 
removing the original character of a piece, [expression] knows to leave 
its mark on it; and by expression, the composer’s thought somehow be-
comes a creation of the performer. This is thus how expression produces 
its most lively effects; this is how it lifts itself up to the sublime”. 196

Performers develop their own personal and original playing style, 
just like other artists do. According to Baillot, “feelings vary infinitely 
within each individual, and as it is the nuances in impressions that dif-
ferentiate styles, if the performer has the seed of true talent, he will 
eventually establish a style for himself in which he will express himself 
as a whole; he will take on that character of originality belonging to 
those who say what they feel, and who write or perform only according 
to the inspirations of the heart and the bursts of imagination.” 197 The 
violinist playing a sonata “draws its nuances and its contrasts from his 
own depths”.” 198 The sounding music becomes soulful, permeated with 
the performer’s subjectivity. Hegel explains what is for him a deeply 
significant part of performance: “For music takes as its subject-matter 
the subjective inner life itself, with the aim of presenting itself, not as 
an external shape or as an objectively existing work, but as that inner 
life itself; consequently its expression must be the direct communication 
of a living individual who has put into it the entirety of his own inner 
life. This is most clearly the case in the song of the human voice, but 
it is relatively true also of instrumental music which can be performed 
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only by practicing artists with their living skill both spiritual and tech-
nical.” 199 Baillot provides an even more vivid picture of an expressive 
performance. He writes that for the mature violin soloist, full of artistic 
genius and confidence, expression “has crossed the boundaries of art; 
it becomes, so to speak, the story of his life; he sings of his memories, 
his sorrows, the pleasures he has tasted, the hurts he has endured…The 
very trials of adversity, reawakening his energy, exalt his imagination 
and give him those sublime emotions, those strong ideas born of great 
obstacles and seeming to spring from the heart of storms. Finally, what-
ever the destiny that calls him, melody is his interpreter, his faithful 
friend; it gives him the purest of all enjoyments by revealing to him 
the secret of communicating the full range of feelings he has, and the 
secret of enabling his fellow men to become passionately involved in 
his destiny.” 200 This soloist can be imagined placed on the stage of the 
theatre with the orchestra in the pit, 201 inviting the audience to share 
his genuine and sincere outpouring of himself: his deepest strong feel-
ings, his own life experiences. Baillot’s claim that the melody is the 
soloist’s interpreter (interprête) can be seen as yet another example of 
challenging the distinction between subject and object in performance. 
The sound of the violin becomes the soloist’s voice that sings the story 
of his or her life; the melody is what expresses and communicates the 
player’s feelings and memories.



9.  
 

The Performance as a Collective and  
Interactive Artistic Act

 – My engagement in the music invites the listeners to 
be part of the performance and part of the music.

 – I warm the listeners’ hearts; I make them feel  
everything that I feel.

 – I take in the listeners’ responses and emotional reactions  
with warmth and let them inspire me to new feelings  

and expressions.
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Lawrence Dreyfus argues that the idea of a musical performance as an 
interpretation of a musical work cannot be dated to before the 1840s. 202 
The early nineteenth-century understanding of an ideal musical perfor-
mance—public or private—can be described as relational and interactive: 
an artistic act characterized by a synthesis between the mundane and the 
supernatural, the material and the spiritual, as well as a unification or 
sympathy between the actors involved: the performers, listeners, com-
posers, and musical instruments. The successful performer was supposed 
to sincerely connect with both his/her own subjective innerness and that 
of the music, as well as connect to and touch the listeners. The listeners 
were also given an active role, both regarding their own understanding 
of the music and in that their response to the music—perceived by the 
performer—could contribute to the development of new expressions. 
Arguably, the listener’s engagement in the music’s profound inwardness 
is a prerequisite for such reciprocity.

The Romantic discourse around listening celebrates attentiveness, 
silence, and individuality. The ideal musical experience is often de-
scribed as both sincere and original. 203 Wackenroder (who himself had 
a substantial education in music) 204 portrays the listening experiences 
that his literary character, the music enthusiast Joseph Berglinger, had in 
his youth as highly individual, ecstatic, and transformative. 205 According 
to Fétis, “the immense superiority of music over the other arts is in the 
marvellous variety of feelings that strike each individual differently”. 206 
As Johnson notes, Fétis “argued that the actual sentiments stirred by mu-
sic could not be communicated, ‘for out of a thousand individuals per-
haps not one would feel as another.’” 207 The listener’s free imagination 
was essential to the aesthetic perception of instrumental music. 208 Hegel 
suggests that one aspect of music without words is “that more dreamlike 
element of non-conceptual feeling, in which we, undisturbed, can let 
ourselves be led in this or that direction, without having to abandon 
the freedom to perceive this or that in a piece of music, to feel ourselves 
moved by it in one way or another.” 209 The German pastor and music 
writer Johann Karl Friedrich Triest provides a clarifying description in 
an article in the Allgemeine musikalische Zeitung of 1801:

The applied art of music (combined with song) [i.e. vocal mu-
sic] expresses specific feelings and ideas, and wants to influ-
ence the heart more than the imagination [Phantasie]. Purely 
instrumental music, which relates to the former more or less as 
speculative philosophy relates to practical philosophy, is not in 
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a position—even in its most beautiful products—to represent 
more than an analogue of sentiment, even though it is often 
capable of producing in a mediated way, i.e. through the mood 
of the listener, emotional responses that are just as powerful as 
the ones stimulated by music combined with words. Its actual 
purpose, then, is to assist the participant, by means of the in-
definite quality of its phrases (which must never be confused 
with the muddled, the boring, or the insipid), to make freer use 
of his imagination [Einbildungskraft], and then to leave it up 
to him (or the circumstances) to determine which more specific 
ideas and feelings this play of tones may lead him to. 210

As Wallrup observes, to participate in music means to be a part of it. 211 
Listeners to instrumental music were supposed to contribute to their 
understanding of the music and to co-create the content of what they 
heard through their own imagination. 212 As mentioned above, an often 
articulated idea was that music could convey what words were incapable 
of revealing. In Honoré de Balzac’s Massimilla Doni, the title character 
embraces that idea and expresses the understanding that instrumental 
music, being undefinable and infinite, has the power to liberate the mind 
of the listener who freely perceives it:

That language [modern music], a thousand times fuller than the 
language of words, is to speech and ideas what the thought is to 
its utterance; it arouses sensations and ideas in their primitive 
form, in that part of us where sensations and ideas have their 
birth, but leaves them as they are in each of us. That power 
over our inmost being is one of the grandest facts in music. 
All other arts present to the mind a definite creation; those of 
music are indefinite—infinite. We are compelled to accept the 
ideas of the poet, the painter’s picture, the sculptor’s statue; but 
music each one can interpret at the will of his sorrow or his 
gladness, his hope or his despair. While other arts restrict our 
mind by fixing it on a predestined object, music frees it to roam 
over all nature which it alone has the power of expressing. 213

These indefinite creations of music could be visualized as subjectively 
imagined tableaux. 214 Tieck writes about “vivid individual images” that 
“swim in the tones” 215 and a Symphonie “full of highly individual im-
ages”. 216 When Wackenroder’s character Joseph Berglinger listened in 
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FIG. 8. W. Boucher, image from H. de Balzac,  
Massimilla Doni
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his youth to “the lighthearted and delightful symphonies for full or-
chestra of which he was particularly fond,” “it seemed to him quite often 
as though he saw a merry chorus of youths and maidens dancing on a 
sunny meadow, skipping forward and backward, single couples speaking 
to each other, in pantomime from time to time, then losing themselves 
again amid the joyous crowd…These many-sided moods [called forth by 
the music] now all of them impressed upon his soul new thoughts and 
visual images, invariably corresponding”. 217

For Wackenroder, understanding a work of art is close to becoming 
one with it. 218 As discussed above, the German concept of imagination, 
Einbildungskraft, was envisioned as a power of synthesis, or forming 
into one. The power of imagination could make the listener sympathize 
with the composer, his feelings and intentions. As an adult composer 
and Capellmeister, Wackenroder’s Joseph Berglinger looks back on his 
boyhood daydreams of a future when listeners would gather to hear his 
works and “surrender their feelings to me”. 219 As an adult, he still wishes 
that “there may be someone whom Heaven has made so sympathetic to 
my soul that he will feel on hearing my melodies precisely what I felt in 
writing them—precisely what I sought to put in them.” 220 For Spohr, an 
immersive experience of this kind was supported by the performer’s cre-
ativity and engagement. He writes that “if the performer adds something 
of his own, and is able to spiritually enliven what is being performed, 
so that the listener can recognize and sympathize with the intentions of 
the composer, then this is called a beautiful performance”. 221

The visual perception of the performer or performers also contrib-
uted to the listener’s artistic experience and feeling of participation. 222 
Baillot writes that the first violinist in a string quartet “needs to find 
a good connection with the audience…Sometimes during the perfor-
mance of slow pieces, we even see a listener seek to imbue himself 
more deeply with the feeling the composer wished to paint by putting 
his hand in front of his eyes so that nothing will distract him. But this 
is an exception, for in general the sense of sight seems to come to the 
aid of the sense of hearing in conveying to the listener more completely 
the expression of the accent through the expression of the physical 
gesture.” 223 As the first violin in his string quartet, Baillot is reported 
to have performed standing, 224 a position that provides the player with 
more expressive space and increased possibilities of visual interaction 
with the listeners. Hoffmann agrees with Baillot that a clear view of the 
soloist supports the listening experience. In a review of a concert where 
Romberg played one of his own cello concertos, he writes: “One hears 
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better when one sees. The secret relationship between light and sound is 
clearly demonstrated; both light and sound assume an individual form, 
and thus the soloist or singer himself becomes the sounding melody! 
That sounds strange, I admit; but see and hear our splendid Bernhard, 
then you will fully understand what I mean, and surely not accuse me of 
eccentric obscurantism…one must not only hear this splendid musician 
playing, but also see him playing.”  225 Romberg apparently played the 
concerto by heart, which for Hoffmann supported the interweaving 
of vision and audition. Hoffmann continues: “It is not insignificant in 
this regard that Romberg never has music in front of him, but plays 
everything from memory, sitting clearly visible before the audience.” 226 
The performer’s engagement and presence on the stage formed part of 
the listener’s artistic experience. In Hegel’s Vorlesungen über die Ästhe-
tik, we read that in a musical performance, “the whole man [the per-
forming artist] comes on stage, fully alive, and is himself made into an 
animated work of art.” 227 The performer and listener could be joined in 
shared passionate excitement. Baillot writes that the violin soloist, in a 
Presto, “communicates to those who listen to him the fire which drives 
him; he lets them participate in his outburst of feeling; he strikes and 
astonishes by his boldness; he touches by his sensitivity, which never 
abandons him; he…carries the emotion to its final climax, until enthusi-
asm carries away the listener as well as the musician, electrifies both of 
them, and leads them to feed those transports so full of charms brought 
by true expression.” 228

The listener’s participation in the music could, in turn, be physi-
cally expressed and visually communicated to the performer. Cambini 
tells the violin student that when he envisions the bow as his tongue, 
and plays the melody while being strongly moved by the expressive 
text line provided by Cambini, “you will…have the pleasure of seeing 
the spectator moved, immobile, and ready to forget everything in or-
der to hear you.” 229 Such spectator reactions could, in turn, encourage 
and inspire the performer, creating thrilling and wondrous effects in 
his or her heart. Baillot writes that when the performer—the true art-
ist—moves the audience, communicates what he feels, and finds hearts 
that respond in unison to his, “a trembling, a smile, a tear, will tell him 
enough, and when he notices he has been understood, this happiness 
is for him so far above the vain enjoyment of conceit that he seems 
already to have left the earth to dwell in a better world.” 230 Even subtle 
emotional interactions can be powerful experiences; here, Baillot pre-
sents the performer’s reaction to the listeners’ sympathetic resonance 
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as ecstatic. According to Baillot, the sympathetic resonance between 
performers and listeners is also a creative act that can expand the per-
former’s expressive capacity. He writes:

The artist [playing a quartet] cannot be unaware that the lis-
tener, thus situated [in visual contact with the players], is under 
the influence of his outpouring of feeling. It is only by the 
continuous exchange of feelings that he feels born in himself 
new feelings resulting from the effect of those he has conveyed; 
these new inspirations give him new means to move the audi-
ence. He is alerted to these feelings by the slightest movement, 
and when applause (the only kind of noise compatible with 
music, and the most powerful of incentives) is heard, we al-
most always see the performer’s means of expression grow in 
proportion to the enthusiasm he inspires. 231

Through such a feedback-loop, the audience contributes to the devel-
opment of both the expressivity of the real-time performance and the 
performer’s expressive ability. 232 These interactions are, of course, also af-
fected and reinforced by the sounding music, which, according to Roman-
tic aesthetics, promotes both self-knowledge and self-development. 233

In Parisian chamber music concerts of the late 1820s, as well as in 
early Victorian London, the custom was to applaud not only between 
movements, but also to some extent during playing, which is what Baillot 
most likely refers to in this quote. 234 For the audience, clapping is a way 
to participate in the performance and communicate appreciation, espe-
cially when used more freely than only at the conclusion of a piece. 235



Performances of Music by  
Franz Schubert and  

Ludwig van Beethoven
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Ludwig van Beethoven: String Trio in G Major Op.9 No 1, Adagio ma non tanto e  
cantabile. Karin Berggren (violin), Magnus Pehrsson (viola), Frida Bromander (cello). 

URL: https://www.researchcatalogue.net/text-editor/simple-media-resource?re-
search=2288387&simple-media=2288394



Franz Schubert: String Trio in B-flat Major, D581, Allegro moderato. Karin Berggren 
(violin), Magnus Pehrsson (viola), Frida Bromander (cello).  

URL: https://www.researchcatalogue.net/text-editor/simple-media-resource?re-
search=2288387&simple-media=2288407
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In the performances presented in these two video recordings, both 
the musicians and the listeners are aiming at re-enacting the aesthetic 
ideas and mindsets of early Romantic performance discourse that have 
been described in this text. The musicians are Karin Berggren (violin, 
Gothenburg Opera orchestra), Magnus Pehrsson (viola, co-principal,  
Gothenburg Opera orchestra), and Frida Bromander (cello). The mu-
sic performed is the first movement (Allegro moderato) of Franz 
Schubert’s String Trio in B-flat major (D. 581, composed in September 
1817), and the second movement (Adagio ma non tanto e cantabile) of 
Ludwig van Beethoven’s Trio Op. 9, No. 1 in G major (composed in 
1797–98). Seven listeners took part in the performance, one of which 
was me. The lines added as subtitles in the videos are excerpts from 
the thoughts, feelings, and associations of mainly the listeners but also 
the performers during the real-time performance. Each participant is 
represented by a specific colour. The subtitles can be read as private, 
individual, free-wheeling thoughts or as an unspoken conversation 
among the people in the room. My goal in presenting these thoughts 
and feelings is to re-create the sense of the performing space with some 
of its atmospheric qualities, point out the unseen listeners’ mental pres-
ence in the room and their participation in the performance, and make 
some of the experiences of the participants accessible as a contribution  
to the performance.

All the participants in the performance were professional mu-
sicians and/or researchers in music or literature. Their previously 
established knowledge of and familiarity with eighteenth- and early 
nineteenth-century music aesthetics provided a basis for preparing the 
re-enactment, which was nevertheless a challenging task. 236 The musi-
cians and the listeners prepared similarly for the performances. After 
reading an early version of the text above, the musicians attended re-
hearsal workshops with me in which we worked with the formulated 
invitations, ideas, and metaphors presented at the start of each sec-
tion above. We worked with them in our native language (Swedish), 
which in my experience makes them into more powerful tools. For the 
same reason, we used the name of the composer whose music we were 
working with instead of the word “composer”. The string trio, because 
they formed an ensemble, worked with versions of the formulations 
that used the pronoun “we” as well as “I”. The listeners (I among them) 
prepared by studying the same text as the musicians and also studied 
some extra readings. The bulk of our preparation, however, consisted 
of listening to music from the period and practicing a listening attitude 
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that corresponded to the early Romantic performing mindset. We did 
this using formulated invitations, ideas, and metaphors similar to those 
used by the musicians.

The performances took place on 13 September 2021 at Jonsered 
Herrgård outside Gothenburg, which is the mansion seen at the begin-
ning of the videos, photographed by Håkan Berg. The entire String Trio 
in B-flat major by Schubert and Beethoven’s Trio Op. 9 No 1 in G-major 
were performed, movement by movement. The performances were filmed 
by Kristoffer Sandberg and audio was recorded by Erik Sikkema. The 
purpose of the performances was to explore how trying to re-enact early 
Romantic aesthetic ideas and mindsets might affect the experience of 
both musical performers and listeners. Both performers and listeners used 
the same versions of the formulated invitations, ideas, and metaphors as 
prompts, one for each movement. After each movement, the listeners 
made short notes about the thoughts and feelings they experienced.

Over the next few months, the listeners wrote more detailed reflec-
tions using a method of stimulated recall. We used the video recordings 
to recollect our impressions, and to indicate the precise timing of the 
feelings and thoughts we had noted down as we experienced them. The 
performers used the same method, reflecting both orally and in writing 
on their experience of the project with the help of the video recordings. 
Finally, I used quotations from the written reflections to create the sub-
titles. The videos were then edited by Kristoffer Sandberg.

The performances were preceded by a public concert earlier in 
September of the same works in the same salon where I introduced the 
audience to early Romantic aesthetics of musical performance step-by-
step between each movement.



FINAL COMMENTS
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Expressivity in musical performance has sparked increasing research 
interest over the last decades. 237 The term expressive musical perfor-
mance, however, is difficult to define. 238 In music psychology as well as 
other fields of music research, expression in a musical performance is of-
ten defined as the performer’s deviation from the regular: a “change” or 
“departure” (whether conscious or unconscious) from what is expected 
or what is indicated in the score. 239 Doğantan-Dack suggests another 
definition, which is not restricted exclusively to the sonic properties 
of the performance: that an expressive performance is “generative of 
a valued affective response triggered (at least in part) by the sounds of 
the performance.” 240 In a study by Lindström et al., students in higher 
music education (in the subjects of classical music and jazz) defined mu-
sical expression in terms of “communicating emotion” and “playing with 
feeling”. 241 As Williamon observes, the practical limitations associated 
with experimental studies have forced researchers of music performance 
to focus on core principles that “transcend a specific time and place”. 242 
This timelessness can lead to misconceptions. According to Milson and 
Da Costa: “One of the main limitations of expressiveness analyses in the 
domain of cognitive studies of music performance is that expressivity is 
often defined as being constant or, more precisely, as if traits of music 
performance associated with the invocation of emotion have remained 
more or less stable over time.” 243 Doğantan-Dack suggests that this de-
historicization is a consequence of a research focus on musical scores 
and the properties of the sounding music, and calls it “perhaps the most 
serious weakness of research on expressive performance”. 244 As she ob-
serves, traces of non-sonic, cultural, and historical variables “may nev-
ertheless be imprinted in the sounds of a performance.” 245 Further, both 
research questions in the field of musical expression and metaphors used 
in today’s musical discourse are, arguably, affected by current aesthetic 
understandings of music and musical performance. To avoid discussing 
these understandings and their aesthetic and philosophical frameworks 
limits both research and the performance discourse.

In discussions of musical performance in the twentieth and twenty- 
first centuries, the word “performance” sometimes refers exclusively to 
the sounding music. Today, however, research interest is also growing in 
the relational and multi-sensorial aspects of a live musical performance, 
including the bodily movements and facial gestures of performers and 
their relation to musical expression. 246

Among the ideas present at the turn of the nineteenth century 
that still persists in classical music culture today is the unification of 
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performer and instrument. The idea of the musician or the music being 
able to transport the listener to another world also appears in today’s 
discussions. In general, metaphors are frequently used by musicians and 
are often given a prominent role when discussing and working with 
musical expression. 247 The metaphor of the performer becoming the 
composer—which challenges the conceptions of distance and hierar-
chy between the historical composer and the living performer—is not 
regularly used today. The researcher and musician Elisabeth Le Guin, 
however, shows how, for the performer, a genuine and sincere under-
standing of a piece of music, together with extensive tactile experience 
of practicing it, can create a feeling of unification with the composer. 248 
She asserts the possibility for the performer of a physically reciprocal 
relationship with the dead composer, writing:

My role constitutes itself as follows: as living performer of 
Boccherini’s sonata, a work which he wrote for himself to play, 
I am aware of acting the connection between parts of someone 
who cannot be here in flesh. I have become not just his hands, 
but his binding agent, the continuity, the consciousness; it is 
only a step over from the work of maintaining my own person 
as some kind of unitary thing, the necessary daily fiction of 
establishing and keeping a hold on identity. The act is different 
perhaps in urgency and accuracy, but not, I think in kind. As 
this composer’s agent in performance, I do in this wise be-
come him, in much the same manner as I become myself. And 
my experience of becoming him is grounded in and expressed 
through the medium of the tactile. 249

As a flute-player, I myself worked with the metaphors, invitations, and 
aesthetic concepts presented in this text while practicing early nine-
teenth-century music. I found it challenging, but it helped me to increase 
my emotional and expressive engagement in the music. My experience 
was that it supported both my attention towards and access to the mu-
sic’s essence and affective power. I could feel pleasantly empowered by 
the composer’s genius and creativity, and I could also feel a strengthened 
sincerity while playing. The musicians taking part in this study likewise 
experienced working with early Romantic aesthetic mindsets as both in-
tense and artistically rewarding. Karin Berggren said that working in this 
way –spending time on entering the music in another way, exploring the 
music through images and feelings and one’s own inner self, being inside 
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the music, and aiming at finding the essence of the music—developed her 
understanding of it. Reflecting after the project, she wrote:

Try to incorporate Baillot’s way of thinking into a concert 
situation gave me a partly new authority to create music in 
the moment from my feelings and my personality—to colour 
the music with my conceptions of it, my experiences, etc. This 
became clear when I viewed my role as an artist with genius. 
At the same time, I also had a mandate to transmit (what I 
conceived as) Schubert’s and Beethoven’s intentions for their 
music—to make myself an interpreter for their genius and art-
istry. I surrendered to the idea that I fully understood and even 
became one with their musicality. This gave me greater free-
dom in the performance situation. It was a shift of focus that 
allowed me to get past the somewhat more mundane concerns 
that normally threaten to steal far too much attention from the 
music itself in a concert situation. When I was busy seeing the 
pictures the music created in me, busy “being” Schubert, “be-
ing” Beethoven, or even being a channel to God and the whole 
universe via the music, I didn’t have much headspace left for 
worrying about wrong notes.

Frida Bromander wrote after the rehearsal workshops: “The different 
ways of thinking and tools that we worked with during the workshop 
have helped me communicate the music in a freer way. The music is al-
lowed to reach greater heights and I, the musician, am allowed to become 
one with it.” Working with the metaphor of becoming the composer, 
Bromander had the experience that that “every phrase felt self-evident, 
and I knew what phrasing to use, because I was the composer! I can’t get 
it wrong!” Magnus Pehrsson agreed that using the metaphor of identi-
fying with the composer while playing gave him confidence, authority, 
and freedom as a musician.

Arguably, the listeners, with their aesthetic ideals and listening atti-
tudes, have an integral role in the expressivity of every performance. As 
a number of authors point out, however, discussing listening attitudes 
or modes is a challenging task. “Listening” can be understood in many 
ways; it is highly subjective; and a listening attitude depends not only 
on the aesthetic culture, social structures, and etiquettes, but also on 
the individual person’s passion for and interest in music, musical train-
ing, mood, and agency. 250 Discussing a specific listening aesthetics (even 
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within a defined time, place and musical genre) can thus be misleading. 
To re-enact a particular listening aesthetics or mindset is arguably even 
more challenging.

A substantial number of musical works composed in the early 
nineteenth century are well known in today’s classical music culture, as 
are some nineteenth-century aesthetic ideas and ideals. As Loughridge 
observes, however, our self-recognition and feeling of shared realities 
with the early Romantic era is combined with the opposite: with dif-
ferences and “otherness”. 251 In our performances at Jonsered Herrgård, 
this “otherness” was especially experienced by the listeners. As one of 
us reflected afterwards, “when encouraged to adopt an early Romantic 
mode of listening, the task involves not only an attempt to adopt a par-
ticular listening attitude on the basis of evidence from the period, but it 
also involves a reimagining of the self according to different historical 
understandings of the human and of aesthetic experience…we must try 
to embrace historical understandings of what constitutes us as humans, 
of how we experience the world, and how we connect to other humans. 
Encouraged to connect to the soul of a composer through listening, for 
example, we must first entertain a belief in the idea of the soul.” How-
ever, as another listener observed: “The early Romantic music-aesthetic 
‘paradigm’, if we can even call it that, is a flexible one, plural and even 
at times self-undermining or contradictory.” Listeners also commented 
upon the multi-sensorial aspects and subtle forms of communication and 
connection. One listener wrote that listening in this way “does take a 
certain inner focus; but it is far from solipsistic, and it can be enhanced 
by subtle forms of communication or felt connection…which can only be 
experienced live in the room with performers.” Another listener noted: 
“We see the body feeling the music as it produces the music and this 
does have an impact upon its reception.”

At the end of the day, the string trio played a sequence from one 
of the movements by heart. This created a different, and, at least for 
some participants, more gripping experience, as well as more direct in-
teractions. One listener observed: “The barriers have changed between 
the performers and us, between the performers and each other, and my 
personal barrier has somehow also shifted.” Another listener noted: “I 
perceive the music as an act of creation that just happens here, in front 
of our eyes and ears. It feels like fresh water, pouring right out from 
its source.” Magnus Pehrsson also commented that when playing this 
section by heart, it was “significantly easier to focus on images, feelings 
and ideas.”
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Early Romantic culture is characterized by gender hierarchy and 
male dominance. Although women took part in musical performances 
as listeners and (to a much lesser extent) as performers in public concerts, 
almost all of the eighteenth- and nineteenth-century writers, composers, 
and performers discussed in this text are men. Further, in eighteenth- and 
early nineteenth-century discussions, terms such as “the self”, “the sub-
ject” and “the sublime” were predominantly understood as masculine con-
structions. 252 The concept of genius and its connection to masculinity is 
the topic of scholarly discussions, including discussions of possible ways 
to relate to this concept in today’s discourse. 253 Arguably, a better under-
standing of the expressive ideas and metaphors of early nineteenth-cen-
tury Western musical culture and aesthetics makes these tools for musical 
expression more accessible and useable for all musical performers.

For some decades, the specific use of expressive tools such as articu-
lation, ornamentation, and dynamics in the early nineteenth century has 
been both studied and re-enacted in historically informed performanc-
es. 254 Aesthetic metaphors and the aesthetic mindsets of performers 
have garnered less attention. Using the invitations, ideas, and metaphors 
documented in musical treatises and other writings of a particular pe-
riod can be seen as a historically informed way of working with musical 
expression. Regardless of whether the aim of a performance is to be 
historically informed or not, however, discussing and exploring musical 
expressivity as part of a particular aesthetic context deepens our under-
standing not only of the performance discourse in question, but also of 
the connections between the expressive tools of performance and the 
philosophical and aesthetic thinking of the period. This understanding 
can, in turn, support the use of expressive tools such as metaphors and 
ideas that are rooted in the aesthetic thinking in question, and thus ex-
pand the performer’s expressive capacity and his or her sincere partic-
ipation in the performance. My hope is that the invitations, ideas, and 
metaphors presented and contextualized in this text can be useful tools 
for musical performers to strengthen their creativity, authority, freedom, 
confidence, sincerity, and imagination in the performing situation.
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Baillot, Méthode de violon, p. 163; 
L’art du violon, p. 266. Transl. 
Baillot, The Art of the Violin, p. 479.
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Komponisten seelenvoll zu beleben.” 
Hegel, Vorlesungen über die Ästhetik, 
p. 219. Transl. Knox, Hegel’s 
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nur darin bestehen kann, die 
geistige Höhe des Komponisten 
wirklich in der Reproduktion zu 
erreichen und ins Leben treten zu 
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139	 “C’est peu de lire la Musique 
exactement sur la Note; il faut 
entrer dans toutes les idées du 
Compositeur, sentir et rendre le 
feu de l’expression,” Rousseau, 
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Komponisten eingehet und sie 
zur Anschauung bringen.” Spohr, 
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Weihe es kühn wage, in den Kreis 
der magischen Erscheinungen 
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siècles passes,” Baillot, Méthode de 
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Transl. Baillot, The Art of the Violin, 
p. 479.

163	 “Le coeur de l’homme…a dans 
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sentimens…nous leur demandons 
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inspirations, l’effet qu’elles ont 
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mêmes soupirs!” Baillot, L’art du 
violon, p. 262. Transl. Baillot, The 
Art of the Violin, pp. 473–4.
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p. 283.
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moi, pour être, tour-à-tour, Haydn, 
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m’émouvoir…éléctrisez vôtre bras 
du feu de cette pensée…que vôtre 
archet soit votre langue et vôtre 
phisionomie;” G. Cambini, Nouvelle 
méthode théorique et pratique pour 
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189	 See e.g. Baillot, Méthode de violon, 
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190	 Baillot, Méthode de violon, p. 164. 
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manière.” Baillot, L’art du violon,  
p. 162. Transl. Baillot, The Art of the 
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