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CHAPTER I

INTRODUCTION

The reputation enjoyed today by the works of Ludwig van

Beethoven rests primarily on the symphonies, sonatas, con-

certos, quartets, and other music in the larger forms. It

is this literature that is most often discussed and written

about, usually at the expense of his other compositions.

But a knowledge of the lesser works of a composer such as

Beethoven only serves to deepen our appreciation for the

greater ones.

The purpose of this study is to examine the incidental

music of Beethoven. This consists of pieces which the com-

poser provided for a number of stage plays between 1810 and

1822. Egmont, which contains nine other pieces, is probably

the best known of these works, primarily because of its

popular overture.

The incidental music has been largely ignored in the

standard literature on Beethoven. Most of the biographies,

even those which include discussion of the music, do little

more than mention this music and its date of composition.

Specialized studies and articles on the incidental music are

virtually nonexistent, especially in English.

1
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This paper presents information concerning the composi-

tion of the incidental music and its performance, distribu-

tion and publication during Beethoven's lifetime, as well as

short analyses of the pieces under discussion. It shows the

composer's attitude toward these minor works, and his efforts

to have them performed and published.

The major divisions in this study are determined topi-

cally. In this manner, the historical background of each

play or group of related plays is discussed chronologically,

and then the music in question is examined. For the major

plays, a synopsis indicating the dramatic position of each

piece has been included before the analytical section. For

the other works, a short statement of the play's subject,

when available, has been interpolated into the historical

narrative. Because of the vast amount of material handled

in this paper, the individual analyses must remain brief.

They describe the following aspects of the music: form,

tonal relationships, orchestration, thematic material, and

harmonic content.

The best source material regarding the historical back-

ground for the incidental music is found in Beethoven's

letters. In this paper, they are quoted profusely, not only

to carry the narrative forward, but also to give a direct

look at the composer's personality. For the sake of consist-

ency, Emily Anderson's translations are used whenever possible.

The collection by Donald MacArdle and Ludwig Misch also proves
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of value when a particular letter is not included in

Anderson's collection.

While much of the material concerning the incidental

music in Thayer's biography is based upon information gleaned

from the letters available to him, that work is particularly

valuable for relating this music to Beethoven's other activ-

ities, and for providing considerable historical background

material which the letters serve to illuminate. In addition,

Thayer collected numerous reports directly from Beethoven's

contemporaries; this information has been included when ap-

plicable.

The location and nature of manuscript scores of the

incidental music are not discussed here, as these are listed

in the Kinsky catalogue. As there are very few sketches of

this music, probably because of its occasional nature and

hasty composition, they are also omitted from this discussion.

With the exception of the Tarpeja interlude, all of the

music discussed here was published either in the century-old

Breitkopf and Hirtel Gesamtausgabe or in its later supple-

ment. This edition, though badly in need of revision, is

still a consistent and fairly reliable source upon which to

base the analytical sections of this paper. The Gesamtausgabe

unfortunately does not include bar numbers. They have been

added here for purposes of identification in the analyses.

Eulenburg published a miniature score of the Egmont music,

which cannot be relied upon for its bar numbers or for its
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musical or dramatic indications. Since 1959, Willy Hess has

been in the process of publishing still another supplement

to the Gesamtausgabe, from which the Introduction to Act II

of Tarpeja has been drawn. It is to be hoped that his work

will serve as a basis for a complete revision of the col-

lected works of Beethoven.



CHAPTER II

EGMONT

Historical Background

In 1809, Court Councillor Joseph Hartl,l director of the

Vienna court theaters, decided to put Schiller's Wilhelm Tell

and Goethe's Egmont into rehearsal and to provide both plays

with original music. According to Carl Czerny,

When it was decided to perform Schiller's "Tell"

and Goethe's "Egmont" in the city theatres the ques-

tion arose who should compose the music. Beethoven

and Gyrowetz were chosen. Beethoven wanted very much

to have "Tell." But a lot of intrigues were at once
set on foot to have "Egmont," supposed to be less

adaptable for music, assigned to him.2

Beethoven set to work seriously on the Egmont music early in

1810, but it is not known exactly when he started or finished

his labor. The overture bears the date 1810 in the composer's

hand.3

An indication of Beethoven's enthusiasm for the play

can be seen in this portion of a letter to Therese Malfatti,

written in May, 1810, where he quotes several lines from

1Alexander Wheelock Thayer, The Life of Ludwig van

Beethoven, edited by Henry E. Krehbiel, 3 vols. (New York,
1921), II, 127.

2 Ibid., p. 153.

3 Ibid.

5
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Egmont's interview with Ferdinand in Act V.

. . . No doubt I should be counting too much on

you or valuing my worth too highly if I were to
apply to you the saying "People are united not

only when they are together; even the distant one,
the absent one too is present with us." Who would
apply such a saying to our volatile T[herese'] who
treats so lightheartedly all the affairs of life?4

Already before its first performance, the Egmont music

was offered to Breitkopf and H~rtel in this letter of June 2,

1810:

. . . I am giving you . . . the music to Goethe's

Egmont, which consists of ten numbers, overture,
entr'acte music and so forth. For this work I am

asking the sum of fourteen hundred gulden in

silver or at the assimilated rate . . . I can't
make any other arrangement without being a loser.
I have cut down my fee for your sake, although

you don't deserve such consideration from me. . . .
But reply at once so that I may not be held up any

longer, the more so as Egmont is to be performed
in a few days and offers will be made to me for the
music-.-Let me add that the cost of living in Vienna

has risen still further and that the amount of
money one needs is terrifying. Hence from this

point of view, as indeed in every respect, my fee

now is certainly not too high.5

Goethe's play with Beethoven's music was produced at

the Burgtheater in Vienna on June 15, 1810.6 Antonie

Adamberger played Clirchen. On January 5, 1867, she wrote

to the biographer Thayer telling of her association with the

composer in preparation for the performance.

4 Emily Anderson, editor, The Letters of Beethoven,

3 vols. (New York, 1961), I, 272.

5 Ibid., p. 275.

6 Ibid., p. 276.
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1 

..I 

approached him [Beethoven] without embar- rassment when my aunt . . . called me to her

room and presented me to him. To his question:

"Can you sing?" I replied . . . with a decided

"No'" Beethoven regarded me with amazement and

said laughingly: "No? But I am to compose the

songs in 'Egmont' for you." I answered very

simply that I had sung for only four months and
had then ceased because of hoarseness. . . .

Then he said jovially with an adoption of the

Viennese dialect: "That will be a pretty how do

you do'."--but on his part it turned out to be

something glorious.
We went to the pianoforte and rummaging

around in my music . . . he found . . . the well-

known rondo with recitative from Zingarelli's

"Romeo and Juliet." "Do you sing that?" he asked

with a laugh that shook him as he sat down hesi-

tatingly to play the accompaniment. Just as
innocently and unsuspiciously as I had chatted

with him, I now reeled off the air. Then a kind
look came into his eye, he stroked my forehead

with his hand and said: "Very well, now I know"--
came back in three days and sang the songs for me

a few times. After I had memorized them in a few

days he left me with the words: "There, that's

right. So, so that's the way, now sing thus,

don't let anybody persuade you to do differently
and see that you do not put a mortant in it." He

went . . . . At the rehearsal when conducting he

frequently nodded to me pleasantly and benevo-

lently. One of the old gentlemen expressed the

opinion that the songs which the master, counting

on certain effects, had set for orchestra, ought

to be accompanied on a guitar. Then he turned his

head most comically and, with his eyes flaming,

said, "He knows'"7

Much later, in a conversation book, an unknown hand wrote,

"I remember still the torment you had with the kettledrums

at the rehearsal of Egmont."8

7 Thayer, op. cit., II, 171-172.

8Ibid, p. 172.
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Breitkopf and H'rtel promptly accepted the music, so

that on July 2, Beethoven wrote, "Egmont is entirely your

property." 9 In mid-August, he informed the publisher

. . . in this consignment you will receive the

music I recently composed for the tragedy Egmont.

I have not even sold it to England; and for this

composition alone I could demand, and should also

obtain anywhere else, the amount by which I have

raised my price. But to your firm I give prefer-

ence over all other German firms; and therefore I

presume that you will no longer hesitate to comply

with my demand. 1 0

On August 21, he sent the following:

* . . Egmont is dedicated to the [Archduke Rudolph].

As soon as you have received the score of Egmont,

you yourself will best be able to judge what use

you can make of it and how you can interest the

public in it--I wrote it purely out of love for the

poet; and, in order to prove this, I accepted

nothing for it from the Theatrical Directors. They

agreed to this arrangement and, as a reward, they

treated my music, as they usually do and as they

have always done, very carelessly. There are no

people more small-minded than our great ones. But

I must make an exception in the case of Archdukes.

. & . See that there are copied into the violin

parts all those passages where other instruments

come in, even those passages where the violin plays

at the same time, such as, for instance, in the

funeral music after Clirchen's death where the

kettle drum comes in etc. This is a

necessary precaution in a century when there are no

more conservatoires of music and when, therefore,
no more musical directors nor indeed any other

people are being trained, but are simply left to
chan ce . 11

9 Anderson, -P_. cit., I, 277.

10Ibid., p. 290.

111bid., pp. 286-287.
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And again on October 15,

If the last movement of the music does not con-
tain the title "Siegessymphonie," please have it
inserted--Make haste and kindly send me word as
soon as you no longer need the original score,
because I shall then ask you to send it from
Leipzig to Goethe whom I have already informed
of this arrangement. I trust that you will have

no objection to raise, since presumably you are

as great an admirer of Goethe as I am--I would
have sent him from here a copy of my music for
Egmont, but as I have not yet found a copyist

competent enough for me to rely on him and as I
can only be certain of having to face the torture

of checking, I thought that the other arrangement

would be better and would waste less of my time.12

Several of Beethoven's messages to Goethe were probably

conveyed by Bettina Brentano, a mutual friend, to whom the

composer spoke often of his admiration for the writer. To

her he wrote on February 10, 1811,

If you write to Goethe about me, choose all the
words that will tell him of my warmest regard and

admiration. I am just about to write to him my-
self on the subject of Egmont which I have set to
music, and, what is more, purely out of love for

his poems which make me feel happy. But who can

sufficiently thank a great poet, a nation's most
precious jewel?1 3

Beethoven finally wrote to Goethe himself on April 12.

Bettine Brentano has assured me that you would
receive me kindly, or, I should say, as a friend.
But how could I think of such a welcome, seeing

that I can approach you only with the greatest
reverence and with an inexpressibly profound
feeling of admiration for your glorious creations'
--You will shortly receive from Leipzig through
Breitkopf & H'rtel my music for Egmont, that

1 2 Ibid., p. 297.

1 3 Ibid., p. 313.
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glorious Egmont on which I have again reflected
through you, and which I have felt and reproduced
in music as intensely as I felt when I read it--
I should very much like to have your opinion on
my music for Egmont. Even your censure will be
useful to me and my art and will be welcomed as
gladly as the greatest praise.1 4

The parts to the overture had been published by

Breitkopf and H'drtel in December, 1810,15 and the pianoforte

arrangement in February, 1811.16 Upon his subsequent exam-

ination, Beethoven became extremely dissatisfied with the

results. On May 6, he wrote to the offenders:

Mistakes--mistakes--you yourself are a unique
mistake--Well, I shall have to send my copyist to
Leipzig or go there myself, unless Ilam prepared
to let my works appear as nothing but a mass of
mistakes--Apparently the tribunal of music at
Leipzig can't produce one single efficient proof-
reader; and to make matters worse, you send out
the works before you receive the corrected proofs--
In major works consisting of several parts one
should at least count the bars--Please note that a
whole bar is missing from the pianoforte arrange-
ment of the overture to Egmont--

Here is the list of the mistakes [errata].
My warmest thanks for stirring me up so

vigorously for such an interesting undertaking.1 7

With this letter, Beethoven enclosed two pages of corrections

to the piano arrangement of the overture.18

Sometime in May, 1811, the overture was played in

Vienna on one of Schuppanzigh's concerts along with the

"Pastoral" Symphony.1 9 On October 9, after his return to

1 4 Ibid., p. 318. 15 Ibid., p. 275.

1 6 Ibid., p. 320. 17 Ibid., pp. 320-321.

1 9Thayer, 2p. cit., II, 209.18Ibid.,l p. 320.0
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Vienna from a summer at Teplitz, Beethoven wrote to Breitkopf

and H'artel:

When is Egmont going to appear?
Do send Goethe the whole score copied out, if

necessary, at my expense (the score, I mean). How
can a German publisher be so discourteous, so rude
to our leading German poet? Make haste, therefore,
and send the score to Weimar. 2 0

The parts of the songs and the entr'acte music were published

in January, 1812, though for unexplained reasons without the

dedication,2 1 and Goethe received his copies on January 23,

as he recorded in his diary.2 2 Beethoven was obviously un-

aware of this when he wrote to the publisher on January 28:

a . . with the letter to Goethe send him Egmont (the
score) as well, but not in the way you usually send
off your scores, perhaps with a number missing here

and there and so forth; do not send it that way, but
send him a complete copy. This must not be postponed
any longer. I have given my word and I will keep it,

the more so if I can compel somebody else like you
to fulfill my promise--Ha, ha, ha, to think that you
are to blame for the language I can use about you,
about such a sinner who, if I chose, could be made
to go about in a penitent's hair shirt, doing
penance for all the infamies he has committed in my

works.23

And in a February 28 letter the composer wrote, "Are the

songs from Egmont not yet engraved?"2 4

On Easter Sunday, March 29, the overture appeared on a

benefit concert for the Ursuline nuns at Graz,25 after which

Beethoven made a gift of the score to Joseph von Varena, the

2 0 Anderson, op. cit., I, 340. 2 1Ibid., p. 275.

2 2 Ibid., p. 318. 2 3 Ibid., p. 354.

241 b i I. 2 5Thayer, p. cit., II, 214.
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nuns' principal benefactor.26 On April 24, it was played on

a program for the Theatrical Poor Fund.2 7

In July, 1812, while at Teplitz, Beethoven at long last

met Goethe and spent several enjoyable visits with him.28

The poet's opinion of the composer is best expressed in a

letter to K. F. Zelter on September 2, 1812:

I met Beethoven 'at Teplitz. His talent amazed
me; but unfortunately he has an absolutely uncon-

trolled personality. Admittedly he is not wrong in
finding the world detestable, and yet by doing so
he does not make it any more pleasant either for
himself or for others. At the same time he deserves
to be greatly forgiven and greatly pitied, for his
deafness is increasing. This impairs the musical
side of his nature perhaps less than the social side.
Naturally of a reserved disposition he is becoming
doubly so by reason of this infirmity.2 9

Beethoven's formerly high opinion of the poet now contained

a few reservations, as indicated in this letter to Breitkopf

and Hartel on August 9:

Goethe delights far too much in the court atmos-
phere, far more than is becoming to a poet. How
can one really say very much about the ridiculous
behavior of virtuosi in this respect, when poets,
who should be regarded as the leading teachers of
the nation, can forget everything else when con-
fronted with that glitter.3 0

The overture to Egmont is listed on the programs of the

March 6, 1814, concert by the Vienna Medical Students, and

of the Annual Spring "Akademie," March 25, in the K'drnthnerthor

2 6 Anderson, op. cit., I, 371.

27 Thayer, op. cit., II, 216. 28Ibid., p. 223.

2 9 Anderson, op_. cit., I, 384, n. 5. 30 Ibid., p. 384.
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Theater for the Theatrical Poor Fund. The latter concert

was conducted by Beethoven himself.3 1

In that same month, March, 1814, while working on the

revision of Fidelio with Georg Friedrich Treitschke,

regisseur of the K'drnthnerthor Theater, Beethoven wrote to

him,

If an opportunity arises, perhaps you might con-
sider the question of producing Egmont in the
Wiedener Theater just for my benefit. The arrival
of the Spaniards, which in the libretto is only
mentioned and is not supposed to be seen, could be
used for the mob at the opening of the great hole

of the Wiedener Theater; and many other devices
could be introduced as a spectacle for the eyes.
Thus the music to Egmont would not be quite lost;
and gladly would I contribute any new music that
might be required for it. 3 2

Evidently, the opportunity never arose.

The full scores to the overture and incidental music

to Egmont were not published by Breitkopf and Hirtel until

1831.33

Egmont: Synopsis

The drama is set in Brussels during the Inquisition.

Philip II of Spain has appointed his half-sister, Margaret

of Parma, as Regent of the Netherlands.

Act I: After a shooting match, the participants drink

to the health of their hero, Count Egmont. At her palace,

3 1Thayer, op. cit., II, 268.

32 Anderson, p. cit., I, 449.

3Ibid., p. 275.
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Margaret, who has tried to be a moderate ruler, discusses

with her minister, Machiavel, the growing unrest among the

people under Spanish dominion. Cl'rchen, in her home, turns

away the amorous attentions of Brackenburg, for she is

already in love with Egmont. At her mother's insistence,

she sings her favorite song (1. Song: "Die Trommel

gerihret"). Left alone, the rejected Brackenburg contem-

plates suicide by poison (2. Interlude I).

Act II: The citizens, informed of their constitutional

rights, engage in a street brawl. Egmont quells the disturb-

ance, advising them to express their grievances cautiously.

Back at his residence, Egmont conducts routine business with

his secretary, but is interrupted by William of Orange, who

warns the guileless hero of a coming conflict with the

Spanish (3. Interlude II).

Act III: Margaret unhappily tells Machiavel that the

Duke of Alba is already on his way from Spain with an army

to control the Netherlands more strongly. Clsdrchen's mother

pleads with the maiden to accept Brackenburg's suit.

ClUrchen sings of her inner conflict (4. Song: "Freudvoll

und leidvoll"). Egmont visits her and the two confirm their

love (5. Interlude III).

Act IV: Alba has arrived and decreed restrictive laws

on the people, who have become more restless. After ordering

Egmont and Orange into a trap, Alba discusses their elimi-

nation with his advisors. News is brought that Orange
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refuses to leave his provincial stronghold, but the trusting

Egmont arrives on schedule. He argues with Alba on behalf

of the people's rights and is arrested (6. Interlude IV).

Act V: Clrchen tries in vain to arouse the townspeople

to free Egmont. In his cell, the Count soliloquizes on his

fate, wondering if anyone will come to his aid. At home,

Clrchen, realizing Egmont's impending doom, swallows the

poison which she had earlier confiscated from Brackenburg

(7. Clhrchen's death). Left alone after his death sentence

has been read to him, Egmont sleeps (8. Melodrama). In his

dream, Chirchen appears as Freedom and foretells that his

death will be the inspiration for the liberation of the

Netherlands. With the sound of drums, Egmont awakes and is

led to his execution (9. Symphony of Victory).

Egmont: the Music

In the stage directions for Egmont, written between

1775 and 1787, Goethe specifically indicated where music

should be played in the course of the drama. He required

two songs, four interludes between the acts, a piece to

accompany Ch1irchen's death, a melodrama, and a final

"Symphony of Victory."

Most of the Egmont music reflects the actions onstage

rather than participating directly in them. With the excep-

tion of the two songs, the music is entirely instrumental,

with all but the field drum passages being performed in the

pit.
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The Egmont music is generally superior to the pieces

written for the other plays. Beethoven does not slavishly

adhere to the established forms in Egmont. His orchestra-

tion is always above the routine, and in many plac-es quite

subtle. Harmonically, there is nothing here that is par-

ticularly astonishing, but again there is more subtlety in

concealing obvious progressions than in the later music.

From the above comment, it becomes obvious that the composer

had considerably more enthusiasm for Egmont than for any of

the later plays.

Overture

Sostenuto ma non troppo. F minor, 3/2.

Allegro. F minor, 3/4.
Allegro con brio. F major, C

1 Piccolo 2 Horns in F

2 Flutes 2 Horns in E-flat

2 Oboes 2 Trumpets in F

2 Clarinets in B-flat Timpani in F-C

2 Bassoons Strings

This concert favorite is in sonata-allegro form with

introduction and coda. The opening unison is followed by

material augmented from the subordinate theme of the allegro

(Figure 2). At bar 15, motivic material derived from the

first five notes of the principal theme (Figure 1) is played

over the rhythm from the subordinate. This leads directly to

the exposition, beginning with the principal theme (Figure 1)

at bar 28. Material based on the consequent of the principal
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Fig. 1--Egmont, Overture, bars 28-32

theme leads to a fortissimo statement at bar 58. After some

transitional material the subordinate theme (Figure 2) is

given at bar 82. It is in the relative major, A-flat.

4 R;oahs

Fig. 2--Egmont, Overture, bars 82-85

The exposition closes, confirming the key of A-flat. During

the development, bars 116 to 162, the principal theme is

fragmented in interplay between the several orchestral sec-

tions. The retransition leads smoothly to the recapitulation

at bar 162. The principal theme is heard as before, in F
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minor, but this time the subordinate theme appears in the

submediant at bar 225. The closing section, utilizing this

secondary theme in a percussive manner in the winds, moves

to B-flat minor at bar 267, and finally to the dominant at

bar 277. A soft chordal passage leads from F minor to the

dominant of F major, which is carried over into the soft

opening bars of the coda. It resolves to the F major tri-

umphal theme (Figure 3), associated with the "Siegessymphonie"

that concludes the play.

sf

Fig. 3--Egmont, Overture, bars 295-298

1. Song: "Die Trommel geriihret."

Vivace. F minor, F major, 2/4.

1 Piccolo 2 Trumpets in F

2 Oboes Timpani in F-C

2 Clarinets in B-flat Strings

2 Bassoons Soprano solo

2 Horns in F

This first of ClNrchen's two songs is in a two-part song

form. Its character is predominantly military in keeping

with the sentiments expressed in the text. In the first
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section (F minor), Beethoven illustrates drum-rolls, fife

playing and heartbeats, as Clrchen sings of her wish to be

a soldier. The fife and drum effects occur within the first

five bars of the song, accompanying the opening motive

Yivacc
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Fig. 4--Egmont, Number 1, bars 1-6

(Figure 4). The heartbeats occur later, at bar 18 (Figure 5).

Fig. 5--Egmont, Number 1, bars 16-18

The orchestral texture at the beginning is light, but grows

heavier with the crescendo into the F major theme at bar 30

(Figure 6), played by the entire orchestra. The singer
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Fig. 6--Egmont, Number 1, bars 30-37

repeats this phrase and, in alternation with the orchestra,

presents two phrases of related material before the first

ending in F minor, consisting of a fortissimo passage of

descending scales. This subsides into the opening drum roll.

In the second ending in F minor, the soloist's climactic ca-

dence is presented with melodic embellishment before its final

upward resolution, leading into a repetition of the first end-

ing. This fortissimo passage subsides into a closing section

of six quiet bars which contain motivic material (Figure 7)

Fig. 7--Egmont, Number 1, bars 87-91
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that is a free inversion of the initial theme of the

"Siegessymphonie" and the coda of the overture. The closing

three chords are reminiscent of the piccolo passage in bar 5,

and the final notes of the "Siegessymphonie" and overture.

2. Interlude I

Andante. A major, 2/4.
Allegro con brio. A major, C.

2 Flutes 4 Horns in A

2 Oboes 2 Trumpets in C

2 Clarinets in A Timpani in A-E
2 Bassoons Strings

The opening section of this interlude (Andante) reflects

on the suicidal monologue by Brackenburg. It is followed by

an Allegro con brio which foreshadows the unrest among the

citizenry.

The Andante moves toward the dominant, which leads natu-

rally to the A major of the Allegro con brio. The opening

phrase in the strings and first bassoon (Figure 8) is

AJ*4
rW %

Fig. 8--Egmont, Number 2, bars 1-4
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interrupted by a series of delaying chords alternating

between the strings and winds before proceeding to its con-

sequent (Figure 9). This period is then repeated with some

Fig. 9--Eqmont, Number 2, bars 9-12

variation and is followed by six bars of motivic interplay

based on bar 1, before coming to rest on E.

The Allegro con brio opens softly with an agitated

motive on A and G-sharp in the 'cellos (Figure 10), which,

e N

Fig. 10--fgmont, Number 2, bars 27-29

as the intervals expand, quickly becomes the principal

melodic idea (Figure 11) and is continued with a crescendo

into the upper strings until bar 39. There the winds join

fortissimo, sustaining an A major chord against the motive

loo *0 0\
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Fig. lI--Egmont, Number 2, bar 32

in the strings. After some sectional interplay, the fortis-

simo passage is repeated with a modulation to C major, the

flat mediant in bar 49. The motive is sequenced through a

modulatory passage until, at bar 59, it reaches the dominant

and resolves to the tonic at bar 67. After some excited

passage work in the winds over a measured string tremolo

(Figure 12) on a vi-ii-V7 -I-V chord progression, the music

Ob k I PIt.
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Fig. 12--Egmont, Number 2, bars 71-75

comes to an abrupt pause on the dominant at bar 80. As the

curtain rises, the motive of Figure 11 is played in the

strings over a pedal E in the horns. The entr'acte ends

with several abrupt chords on the dominant.
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3. Interlude II

Larghetto. E-flat major, 3/4.

2 Oboes 2 Trumpets in B-flat

2 Clarinets in B-flat Timpani in E-flat-B-flat
2 Bassoons Strings
4 Horns in E-flat

This music follows the scene in which William warns

Egmont of the dangers he will have to face if he answers

Alba's summons, and in which he implores the hero to escape

Alba's suspected trap. In keeping with the reflective and

somber character of this interlude, the trumpets are used

sparingly (one note for each player), and the flutes are

omitted altogether.

The opening rhythmic motive in the timpani (Figure 13)

Fig. 13--Egmont, Number 3, bars 1-3

creates a mood of foreboding. At bar 5, a descending theme,

based on the tonic triad (Figure 14), appears and momentarily
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Fig. -14--Egmont-, Number 3, bars 5-6

relieves the tension. In bar 9, the mood of agitation

returns and builds, with staccato descending thirty-

second-note scales in the violins until bar 12. There

it reaches a climax (Figure 15) before settling at

Fig. 15--Egmont, Number 3, bars 12-13

bar 18 into a subdued nervous passage with timpani punctu-

ating an undulating figure in the middle strings

(Figure 16) over a pedal B-flat in the horns. This gives
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Fig. 16--Egmont, Number 3, bars 18-19

way to a rising broken-chord figure in the upper strings

over a measured tremolo in the 'cellos and basses (still

on the dominant) and punctuated by the winds (Figure 17).

Fig. 17--Egmont, Number 3, bars 22-23

After bar 28, the material connected with Figures 13 through

16 is repeated with little variation. At bar 53, the tonic

region returns, this time with new material in the strings

(Figure 18) alternating between tonic and dominant. In

Q -Lp
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Fig. 18--Egmont, Number 3, bars 53-55

bar 64, the drum motive returns to close the movement softly

on the tonic.

4. Song: "Freudvoll und leidvoll"

Andante con moto. A major, 2/4.
Allegro assai vivace. A major, 2/4.

1 Flute
2 Oboes
2 Clarinets in A
2 Bassoons

2 Horns in A
Strings
Soprano solo

The opening theme of this song (Figure 19) is sung

first in A major and then in A minor, with four bars each

$6 1

Fig. 19--Egmont, Number 4, bars 5-8
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of introductory and interpolative material in the orchestra.

At bar 18, a short recitative-like passage on the notes G

and A leads to the second portion (Allegro assai vivace)

at bar 21 (Figure 20), based melodically upon the foregoing

Fig. 20--Egmont, Number 4, bars 21-23

theme. In diminution, the first phrases of the poem are

repeated, accompanied by a figure related to the secondary

material (Figure 20). This leads to a coda and final

cadence in the orchestra.

5. Interlude III

Allegro. C major, .
Allegretto. C major, 2/4.
Marcia. Vivace. C major, C minor, C.

1 Piccolo 2 Horns in C
2 Flutes 2 Trumpets in C
2 Oboes Timpani in C-G
2 Clarinets in C Strings
2 Bassoons

This interlude begins before the curtain has descended

on the scene between Egmont and Clarchen. It opens with a

surging measure leading to an oboe cadenza (Figure 21) , at
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Fig. 21--Egmont, Number 5, bars 1-2

which time the curtain falls. A varied repetition of

Figure 21 leads to a section paraphrasing some of the

material of the previous song (Figure 22). Here too the

oboe takes a prominent role,
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Fig. 22--Egmont, Number 5, bars 5-8

At bar 59, the Allegretto gives way to a military

march in ternary form. After a unison introductory pat-

tern in the trumpets and timpani, the march commences

softly (Figure 23). The theme is repeated forte, and the

L.LJ-i LJ-.. &r1
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Fig. 23--Egmont, Number 5, bars 63-67

middle section in the mediant (Figure 24) is played before
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Fig. 24--Egmont, Number 5, bars 79-83

the first strain is repeated again. As the key changes

to C minor at bar 96, the curtain rises on a furtive and

bitter crowd. The initial phrase from the march is heard

another time (Figure 25), only now its rhythmic and harmonic
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Fig. 25--Egmont, Number 5, bars 95-99

drive is gone. The final cadence is delayed for several

bars until the music settles on the dominant.

6. Interlude IV

Poco sostenuto e risoluto. E-flat major, 3/4.
Larghetto. E-flat major, 3/4.
Andante agitato. E-flat major, 6/8.

2 Flutes 4 Horns in E-flat
2 Oboes 2 Trumpets in B-flat

2 Clarinet s in B-flat Timpani in E-flat-B-flat
2 Bassoons Strings

This interlude occurs at the moment Egmont is arrested,

after his argument with Alba. An Andante agitato introduces

the next scene, in which Cl'drchen tries to arouse the people

to free Egmont.

The music begins abruptly with a diminished seventh

chord on D (root position) in the trumpets and horns with

the seventh an octave higher in the violins (Figure 26),

leading to a unison B-flat in the entire orchestra as the
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Fig. 26--Egmont, Number 6, bars 1-3

curtain falls. The material covered in bars 18 through 28

of the second interlude and associated with William's

warning is reintroduced.

It is followed at bar 20 by the Andante agitato in

ternary form (Figure 27), with a gently moving first subject

A au a $

Fig. 27--Egmont, Number 6, bars 20-24

in the strings, later taken up in the flute and clarinet.

This leads to a second section (Figure 28) in the areas of

the mediant at bar 39, and tonic at bar 47. Transitional

32
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Fig. 28--Egmont, Number 6, bars 39-41

material, consisting of an ascending and descending scale

in the clarinet, brings back the second subject in the sub-

dominant at bar 63. After "standing on the dominant" for

several bars, the music returns, at bar 75, to the first

section (Figure 27), now with a chromatic bass. The curtain

rises as the music moves to a quiet closing passage, ending

on a dominant chord.

7. Clirchen's death

Larghetto. D minor, 9/8.

1 Oboe 2 Horns in D
2 Clarinets in B-flat Timpani in E-flat-B-flat
2 Bassoons Strings

This piece serves as background music for Clirchen's

death offstage. The faltering rhythm in the horn near the

conclusion may be said to represent the flickering lamp left

on the table, Cldrchen's failing pulse, or perhaps both.



Beethoven indicates that when the horns cease, the lamp must

go out, in fulfillment of Goethe's stage directions.

The form is ternary. Over a soft rhythmic pedal in

the horn, the principal motive is played by the oboe

(Figure 29). Twice the horn rhythm is interrupted by
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Fig. 29--Egmont, Number 7, bars 1-3

diminished seventh chords on C-sharp, before the violins

(muted throughout) conclude the section on the dominant.

This is followed in bar 12 by the contrasting middle section

also on the dominant (Figure 30) in the oboe and clarinet

I I r

Fig. 30--Egmont, Number 7, bars 12-14
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over the strings. It is combined with additional material

similar to that of the opening section and with the ever-

present rhythmic pattern. At bar 21, the first section

returns; and, three bars later, the horn's pattern becomes

increasingly irregular. An inversion of the principal motive

is repeated twice in the strings until the horn stops; then

it is played again, in augmented rhythm, but pizzicato.

8. Melodrama

Poco sostenuto. E-flat major, C.
Poco vivace. D major, C.
Andante con moto. D major, 3/4.

Allegro ma non troppo. D major, C.
Pii Allegro. D major, C.

2 Flutes 1 Trumpet in D

2 Oboes Field drum

2 Clarinets in C Timpano in D

2 Bassoons Strings

4 Horns in D

The music begins softly in the strings to depict the

sleep overcoming the imprisoned Egmont (Figure 31). Soft
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Fig. 31--Egmont, Number 8, bars 1-3
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chords punctuate and accompany his soliloquy before he

slumbers. Shimmering, repeated chords (A, dominant of

D major), shifting between the winds and strings, introduce

the apparition of CluIrchen as Freedom at bar 15. As she

momentarily laments his fate, this series of harmonies in

D major (Figure 32) is played in the winds over legato

Fig. 32--Egmont, Number 8, bars 21-25

rising arpeggios in the strings. She exhibits symbols of

freedom, to this majestic motive in the horns (Figure 33).
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Fig. 33--Egmont, Number 8, bars 35-39
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To the accompaniment of violently descending and ascending

passages in unison strings (D minor), she foretells his

death (Figure 34), but heralds also the freedom of the

Sf

Fig. 34--Egmont, Number 8, bars 51-53

Netherlands, to a bugle call and syncopated chords in the

winds, as she extends a laurel wreath to his head. Military

drums offstage are heard approaching; the apparition vanishes

and the music comes to a hasty close.

During Egmont's final waking minutes onstage, the drums

draw progressively nearer, though Beethoven does not provide

a specific cadence for them.

9. Symphony of Victory

Allegro con brio. F major, C.

1 Piccolo
1 Flute
2 Oboes
2 Clarinets in B-flat
2 Bassoons

2 Horns in F
2 Horns in E-flat
2 Trumpets in F

Timpani in F-C
Strings
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The "Siegessymphonie" is played after Egmont's final

impassioned speech as the curtain falls. Except for two

introductory bars in the dominant, it is identical with the

coda of the overture from bar 295 (Figure 3).



CHAPTER III

KUNIG STEPHAN, DIE RUINEN VON ATHEN, AND

DIE WEIHE DES HAUSES

Historical Background

In 1808, the Emperor Franz authorized "an entirely new

grand theater with Ridotto room, casino, restaurant and

coffee-house" to be built at Pesth, with a projected comple-

tion date set some time in 1810. When the time came to con-

sider the program for its opening performances, since no

other musician could give the occasion so much splendor as

Beethoven, it was of high importance that his consent to

compose the music should be secured as early as possible.

This, through Count Brunswick and other Hungarian friends,

was no difficult task, especially as Beethoven had a work

of the character required at hand: the Egmont music.

Another reason for hastening the business with the composer

may have been that his consent or refusal must have had some

influence upon the form and character of the drama or dramas,

which were still to be commissioned.1

The theater was not finished in 1810, and the author-

ities began making preliminary arrangements for its opening

1Thayer, op. cit., II, 154.

39
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on the Emperor's name-day, October 4, 1811, by applying to

Heinrich von Collin to write an appropriate drama, on some

subject drawn from Hungarian history. The piece was to be

associated with a lyrical prologue and a musical epilogue.

The fear that he could not complete the work within the

prescribed time, and that his labors would be disturbed,

compelled Collin to decline the commission with thanks. The

order was then given to Kotzebue, who accepted it. 2

August Friedrich Ferdinand von Kotzebue, born at Weimar

in 1761 and assassinated at Mannheim in 1819, enjoyed in his

day a great reputation as a poet and dramatist. From 1798

to 1799, he was manager of the Burgtheater in Vienna under

Peter von Braun. After his departure from Vienna, he went

to Russia, afterward settling in Berlin where he founded and

edited a review, Der FreimUlthige. From 1811, he lived on

his estate in Estonia.3

With characteristic rapidity, Kotzebue responded with

the prologue K'nig Stephan, oder Ungarns erster Wohlt'ster

(King Stephan, or Hungary's First Benefactor), the drama

Belas Flucht (Bela's Flight), and the epilogue Die Ruinen

von Athen (The Ruins of Athens). As Emperor Franz had twice

fled from his capital before the advancing French within

five years, it is not surprising that Belas Flucht was

2 Ibid., II, 201.

3 Anderson, 2.p. cit., I, 353.
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rejected,4 and replaced by a local piece Die Erhebung von

Pesth zur k'niglichen Freystadt (The Elevation of Pesth into

a Royal Free City) by an unidentified author.5 Kotzebue's

other two pieces were accepted and sent to Beethoven in May

of 1811, just before he left Vienna for the spa at Teplitz.6

Later, on October 9, Beethoven wrote to Breitkopf and

H'artel:

Just as I was getting into my carriage to drive

to Teplitz I received a parcel from Ofen [Buda]

with the request to compose something for the

opening of the new theater at Pest.7

Beethoven arrived in Teplitz about August 1, and for three

weeks was chiefly concerned with his cure and the correction

of proofs.8 In the October 9 letter, Beethoven told of the

composition of the music for the Hungarians:

Well, after spending three weeks at Teplitz I

felt fairly well. So, although my doctor had
forbidden me to work, I sat down to do something

for those moustachios who are genuinely fond of

me; and on September 13th I sent off my parcel

to them in the belief that the performance was

to take place on October 1st.9

But the opening of the theater was postponed. The

composer, who had returned suddenly from Teplitz, was not at

4 Thayer, op. cit., II, 201.

5 Donald MacArdle and Ludwig Misch, editors, New

Beethoven Letters (Norman, 1957), p. 96.

6 Thayer, op. cit., II, 201.

7 Anderson, op. cit., I, 337.

8 Thayer, op_. cit., II, 204.

9Anderson, _p. cit., I, 337.
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all happy with the situation. From the same letter to

Breitkopf and H'rtel,

Meanwhile the whole affair has dragged on for

more than a whole month. Owing to misunder-

standings I did not receive until after my return

to Vienna the letter informing me of this post-

ponement; and yet that theatrical event had

decided me to go back--However, postponed is

not abandoned. Besides, I have had a taste of
travelling, and it has done me a great deal of

good; and already I would like to start off on
another trip.1 0

To Christoph August Tiedge of Dresden, with whom he had

become friends at Teplitz, Beethoven on October 11 wrote an

apology for his hasty departure:

And then, after I had missed what was best of all,
that is to say, a meeting with you both, and

that purely on account of Hungary's moustachios,

the whole thing is now to be postponed for another
month, i.e. until this joint product of Kotzebue

and Beethoven is to be performed. How annoyed
I am. 1 1

Around this time, he wrote in humor to his friend

Nikolaus Zmeskall von Domanovecz, evidently enclosing some

examples of the recently composed incidental music:

Damned, out of date little Count of Music,
where has the devil whisked you off to? Are you
coming to the Schwan today? No? Yes--Well, you

can see from the enclosed all I have done for

the Hungarians. When a German agrees to do

something without even pledging his word he is
vastly different from that wretched Hungarian

Count B(runsvick) who on account of God knows
what miserable rubbish could let me travel alone

and, what is more, keep me hanging around without

my gaining anything by doing so--

10Ibid., p. 337.

IlIbid., p. 341.
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Most excellent, out of date C(ount) of

Musicc, I am your most excellent and up to date

Beethoverl

Please return the enclosed, for I want to

fling it in the Count's face along with something
else. 12

During the month of October, Beethoven wrote to the

Archduke Rudolph, who liked to be kept abreast of the com-

poser's latest efforts, to arrange a reading session for

three symphonies (possibly the fourth, fifth, and sixth) and

two overtures, probably Kdnig Stephan and Die Ruinen von

Athen:

I ask Your Imperial Highness to have the orchestra
summoned for a quarter to three tomorrow after-
noon, so that these worthy m[usicians] may come
earlier and so that we may have enough time to

rehearse the two overtures as well. Should Y.I.H.

desire to have the latter rehearsed, then I should
require four horns. But in the symphonies, of

course, there are only two of them. For instru-

ments in the symphonies I would like to have at

least four violins, four seconds, four firsts, two

double basses, two violoncellos--All I ask you is

kindly to let me know today what you have decided.
There is no greater pleasure for me than to let
my eminent pupil hear my works. 1 3

There is some confusion about the number of strings

Beethoven desired, as violas are not mentioned. It would

seem that he wanted them proportioned 4/4/4/2/2, because

five sections of strings were standard, and Beethoven was

subject to frequent slips of the pen.

12Ibid., pp. 342-343.

1 3 Ibid. p. 343.
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In the fall of 1811, Joseph Ignaz von Varena, a music

lover and patron from Graz, whom Beethoven had met at

Teplitz, wrote to the composer offering to pay him properly

for the use of some of his pieces for a concert on the fol-

lowing Easter Sunday, March 29, benefitting the Ursuline

nuns' orphanage and school at Graz.1 4 In early December,

Beethoven replied:

Had your letter not indicated so clearly your

intention to help the poor, you would have offended

me not a little by straightway combining your invi-

tation to me with payment . . . You are receiving

an introduction to the Ruinen von Athen, the score

of which I am having copied for you as quickly as
possible; and also a grand overture to Ungarns

erster Wohlta'*ter. Both movements belong to two

works which I have composed for the Hungarians for

the opening of their new theater. But perhaps you

will be so kind as to assure me in writing that both

works will not be given out anywhere else, for they
have not been engraved and are not going to be

engraved for a considerable time--You will have the

latter grand overture as soon as I receive it from

Hungary, which will certainly be in a few days. 15

Beethoven also sent along the oratorio, Christus am Oelberge,

Op. 85, the Choral Fantasia, Op. 80, and another overture,

probably that to Egmont. 1 6

Beethoven was so favorably impressed with Kotzebue's

texts that on January 28, 1812, he applied to the author for

an opera libretto. The letter was sent to Breitkopf and

Ha*rtel to be forwarded to Kotzebue's Estonian estate.

14 Thayer, op_. cit., II, 215.

1 5 Anderson, op. cit., I, 345-346.

16 MacArdle and Misch, op. cit., p. 100.
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Highly esteemed and highly honored Sir.
When I was setting your prologue and epilogue

to music for the Hungarians, I could not restrain

an ardent wish to have an opera that would be the

product of your unique dramatic genius. Whether

it be romantic, quite serious, heroic, comic or

sentimental, in short, whatever you like, I will

gladly accept it. I must admit that I should like
best of all some grand subject taken from history

and especially from the dark ages, for instance

from the time of Attila or the like. However I

shall gratefully accept the text, whatever the

subject may be, provided that it comes from you

and that it is the creation of your poetical mind,

which I can translate into my musical mind.

Prince Lobkowitz, who incidentally sends you

his regards and who is now sole Director of the

Opera, will certainly offer you a fee appropriate

to your merits. Do not refuse my request. You

will always find me extremely grateful for your

work. Awaiting a favorable and early reply I

describe myself as your admirer, 17
Ludwig van Beethoven

Meanwhile plans were proceeding for the charity concert

in Graz. To Varena on February 8, Beethoven wrote:

I received only yesterday the overtures from

Hungary. But they will be written out as quickly

as possible and dispatched to you. I am adding,

moreover, a march with a chorus for voices, also

from the Ruinen von Athen, with which you will be

able more or less to fill up the time--When

dispatching these works to you I will let you

know my wishes with regard to the overtures and

march with chorus, since these compositions are

only in manuscript--Seeing that for over a year I

have not published a single new composition and on

that account must give a written assurance every

time to the publisher that nobody else possesses

these works, you yourself will certainly understand

that in this respect I must protect myself from

every possible uncertainty or accident.1 8

The additional piece to be sent was probably Op. 113, no. 6.

1 7 Anderson, 2_p. cit., I, 353-354.

18Ibid., pp. 357-358.
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The theater in Pesth was finally opened on Sunday,

February 9, 1812. The performances were repeated on the

10th and l1th to crowded audiences and clamorous applause.

Beethoven's music to Kb'niq Stephan and Die Ruinen von Athen

was reported to be "very original, excellent, and worthy of

its master." 19

On March 12,20 Beethoven wrote to Joseph Anton Ignaz

von Baumeister, the Archduke's tutor, secretary and libra-

rian :21

Be so kind as to send me the overture to the

Prologue Ungarns Wohltfter. It must be copied

quickly so as to be dispatched to Graz for perform-

ance at a concert to be given there for the poor.

I count myself exceedingly fortunate when my

art is turned to account for charitable purposes of

that kind--So you need only mention to H. I.

Highness our most gracious lord, and surely he will

gladly let you have the overture, the more so as you

know that the whole property of my small intellec-

tual gifts is also the exclusive property of H. I.

Highness--As soon as the overture has been copied,

I will return it . . . at once--2 2

The date for the Graz concert was rapidly approaching

and Beethoven was having difficulties in keeping faith with

Arena, to whom he wrote on about March 22:

Despite my willingness to serve you and to

give every assistance to the poor, as I have

always done, I am unable to do so--

1 9 Thayer, op. cit., II, 213.

2 0 Ibid., p. 218.

2 1 Anderson, op. cit., I, 306.

2 2 Ibid., pp. 364-365.
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I have no copyist of my own, and the one who

has always worked for me is not available at the

moment--Hence on every occasion I must now have

recourse to copyists I know nothing about. One

of these had promised me to copy the overtures

for you, and so forth. But, Holy Week, when con-

certs are held everywhere, does not allow this one

to keep his promise, and that too in spite of all

my efforts. Even if the overtures and the march

with chorus had been copied, it would not be pos-
sible to let you have them by this mail coach and,
if they were dispatched by the next one, even so

the music would arrive too late for Easter Sunday

[March 29]. Show me how and where you can gain
the necessary extra time for yourself, or find

some extraordinary opportunity for the dispatch

of these works. Then I will do my utmost to help
the poor.2 3

To this end, it would seem, Varena commissioned Franz

Rettich to forward Beethoven's parcels to Graz. At about

this time the composer wrote to Rettich:

Even if all the compositions cannot be sent

off together, yet the choruses, especially, must
be dispatched to Graz at once in score, for these

have to be written out first--If all the works

could be sent together at small expense and by

some extraordinary opportunity to G[raz], that

would be the best arrangement. Then you would

have more leisure there to select and also to
rehearse.24

It was finally decided to have the works copied in

Vienna by Beethoven's favorite copyist, Schlemmer, and then

sent to Graz. The composer sent the following instructions

to Rettich:

The two overtures ought certainly to follow

by tomorrow evening; and thus you will have

received the necessary help, but indeed only

thanks to the greatest exertions. Kindly let

2 3 Ibid., pp. 363-364.

2 4 Ibid. p. 364.
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me know whether our friends at Graz have safely

received all they expected. But all arrangements

for the rehearsal should be made well in advance,

since the works will arrive by mail coach, not
too late, it is true, but only just in time.25

To Arena was sent this note, giving the titles for the

program:

Grand overture to Ungarns I. Wohlt'ter

with four French horns and a double bassoon,

as well as all the other instruments,
by Ludwig van Beethoven

Introduction to the Ruinen von Athen;

it is a little work which can be performed in

the middle of the concert as a refreshment,
by Ludwig van Beethoven

The greatest impediment is the illness of

my copyist, inasmuch as I cannot entrust my works

to anyone else.2 6

Enclosed in the note was a statement written by Beethoven and

signed by Schlemmer:

I the undersigned confess that I have

been prevented hitherto from copying the two

overtures--But I promise on the strength of

my signature to deliver copies of these works
by noon on Thursday. Vienna, March 24, 1812.27

The charity concert by the Art Society of Graz was

held on Easter Sunday, March 29. Of the eight numbers on

the program, Beethoven was represented by the overtures to

Kdniq Stephan and Egmont, the march and chorus from Die

Ruinen von Athen, and the Septet, Op. 20.28 The delivery to

Beethoven in Vienna on Thursday, March 26, of the parts of

2 5Ibid., p. 365. 2 6 Ibid., pp. 365-366.

2 8 Thayer, 2p. cit., II, 214.27Ibid., p. 365, n. 4.
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two works new to the orchestra in Graz, one hundred miles

away, might have been reason enough that only one of them

was performed on the 29th.2 9  At that, it is possible that

Kbnig Stephan was played without rehearsal.3 0  The nuns

gained on the occasion the handsome sum of 1836 florins,

24 kreuzer, Vienna Standard.3 1

Thayer notes that the march with chorus from Die Ruinen

von Athen was performed the week before in Clement's concert

on March 22.32

On April 15, 1812, Beethoven sent this receipt to

Varena by way of Rettich:

I attest by my signature that I have duly
received 45 florins W. W. for copying expenses
for Graz.

Ludwig van Beethoven

The receipt of the copyist will be sent later.3 3

Some time during the month of April, Beethoven wrote

to Varena:

You would do me a great kindness if you
would send me just for a few days the overture
to Die Ruinen von Athen. I want to have it
copied here for myself. As a man of honor on
whom you can rely, I promise to return it to you
in eight days at latest.3 4

2 9 MacArdle and Misch, op. cit., p. 101.

30Ibid., p. 100.

3 1Thayer, op. cit., II, 214. 3 2 Ibid., p. 216.

3 3 MacArdle and Misch, op. cit., p. 102.

3 4 Anderson, p. cit., I, 369.
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In the following letter to Varena, dated May 8, 1812,

Beethoven intimates that because of Varena's failure to

return promptly the music used for the Easter concert, it

was necessary for the composer to bear the cost of copying,

which he, in turn, bills back to Varena.

It would have been better if you had sent the
music immediately after it was performed, for that
was the very time I could have had it performed
here. As it was, it unfortunately arrived too
late; and the only reason why I use the word "un-
fortunately" is that now I cannot save the
Reverend Ladies the expense of having it copied.
At any other time I would not in any circumstances
have asked them to defray the costs of copying.
But just at this very moment I have been assailed
by a host of misfortunes which have prevented me
from acting otherwise--Herr R[ettich], despite his
usually very cordial readiness to help, probably
failed to inform you of this; and thus I had to
ask him to pay for the copying--Moreover, as I was
in a hurry, I may not have expressed myself suf-
ficiently clearly--Well, my most esteemed fellow,
you may now have the overture back, and the chorus
too, should you require both compositions. I am
convinced that you will do your utmost to prevent
my confidence from being abused.--Meanwhile keep
the other overture on the same conditions I have
already laid down. Should I be in a position to
pay for the copying, I will redeem them.3 5

It is interesting that although concerts at which works by

Beethoven were performed took place in Vienna on April 16,

April 24, and May 5, 1812, not one of these included the

overture to Die Ruinen von Athen.3 6

Some time in 1812, Beethoven wrote to Georg Friedrich

Treitschke, with whom he would later work on a revision of

35Ibid., pp. 370-371.

3 6 MacArdle and Misch, op. cit., p. 103.
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Fidelio, enclosing the two works under discussion:

Most highly born and most powerful and worthy Poet'

Here are Ungarns erster Wohltsdter and the

Ruinen von Athen by Kotzebue--I fancy that both
pieces could be blended together into one--and

since we now have no lack of monarchs there could

be three instead of one, etc.3 7

In 1813, Varena again requested Beethoven to contribute

some music to a charity concert for the Graz Ursuline nuns,

to be held on June 6.38 In March (?), the composer wrote,

offering, among other pieces, the overture and numbers 3, 6a

and 7 of Die Ruinen von Athen and the overture to Kbnig

Stephan.

. . . two perfectly new symphonies are at their

service, and also an aria for bass voice and

chorus and, in addition, several separate small

choral works. Further, if they would like to

have the overture to Ungarns Wohltsgter, which

they already performed last year, it is at their

disposal. And the overture to the Ruinen von

Athen, which, however, is in a somewhat simpler
style, is also at their disposal--Among the

choral works there is a Dervish chorus, a good

signboard to attract a mixed public.3 9

On May 27, 1813, Beethoven wrote saying that he was

sending the Seventh and Eighth Symphonies and

. . . three choruses which are not long and could

be performed at various intervals during the con-

cert--a grand scena for bass voice with choruses,

from the Ruinen von Athen; it is sung at the very

moment when the likeness of our Emperor appears

(at Ofen in Hungary the likeness came up from

below on to the stage)--Perhaps you can make use of

something of this kind and--tickle the fancy of the

3 7 Anderson, op. cit., I, 397.

3 8 MacArdle and Misch, op. cit., p. 110.

3 9 Anderson, opl. cit., I, 410.
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multitude--If necessary, the bass voice could be

altered to a tenor. But I am sending you only
the scores to all four compositions. Had I known

which of them you could use, I would have had

them copied for you here. I am to receive the

scores tomorrow and Herr von Rettich will kindly
arrange for you to have them at once.4 0

About this time he sent another note concerning the horn

parts, probably in number 7 of Die Ruinen von Athen.

I am just letting you know in haste that if
it is difficult to find performers for the first

two horn parts, you could have, instead of the

four horns, two violas, provided they are solo

parts; but the other two horn parts in C major
are easy to play and can be performed by any two
horn players.

For the sake of my health I am hurrying off
to Baden where I hope to restore it to some
extent.41

On July 4, nearly a month after the concert, Beethoven

wrote to Varena from Baden:

With regard to the works you have received from

me, please return immediately the following, since
they do not belong to me, I mean, the C minor

Symphony, the B-flat Symphony and the march. You
may keep the other compositions if you like; but

please do not hand them on to other 4 eople--for

not one of them has been published.

A benefit concert for Beethoven was scheduled for

January 2, 1814, in the Grosser Redoutensaal. The featured

work was to be the month-old orchestration of Wellington's

Victory, complemented by numbers 6, 7, and 8 of Die Ruinen

von Athen, with the bass air sung by Karl Friedrich Weinmiiller.

The last piece was the number in which the bust of the monarch

4 0 Ibid., p. 418. 41 Ibid., p. 419.

4 2 Ibid. p. 422.
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suddenly appears. To insure the effectiveness of this device

is the object of a humorous note to Zmeskall on New Year's

Day.

All would be well if the curtain were there, but

without it the aria will be a failure . . . There

must be some curtain, even though it be a bed-

curtain or merely some kind of screen, which can

be removed in a trice, a veil or something of that

sort. There must be something. As it is, the aria

is more or less dramatic, for it was composed for

the theater and thus cannot be effective in a

concert hall; and without a curtain or something

of the kind its whole significance will be lost.

lost' lost: The devil take the whole business'.

Curtain'.'. Or the aria and I will be hanged
tomorrow.43

The public acclaim for this concert and others was indicative

of a peak in Beethoven's popularity, which, with other fac-

tors, eventually led to the revision of Fidelio.4 4

Seyfried reports that for the opening of the revised

Fidelio on May 23, 1814, the overture was that from Die

Ruinen von Athen. The Sammler in its contemporary notice

confirms Seyfried: "The overture played at the first per-

formance does not belong to the opera and was originally

written for the opening of the theater at Pesth." In 1823,

Beethoven in conversation happened to speak of this substitu-

tion and remarked: "The people applauded, but I stood

ashamed; it did not belong to the rest." The Fidelio over-

ture was finally added on May 26.45

43Ibid., p. 441.

4 4 Thayer, op. cit., II, 264.

4 5 Ibid., pp. 278-279.
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On March 19, 1815, Beethoven through his friend John

Hiiring offered the overtures K'nig Stephan, Die Ruinen von

Athen, and Namensfeier to Sir George Smart of London, who

had performed several of the composer's other works on his

Lenten concerts. The price asked was thirty guineas each.4 6

Probably in February, Beethoven had sold the above works and

others to Steiner, for his publication everywhere except in

England. Beethoven sent him a memorandum of the agreement

on April 29, 1815.47

Charles Neate, a director of the London Philharmonic

Society, came to Vienna in May of 1815,48 bringing with him

an order for three overtures from Beethoven, for a fee of

seventy-five guineas total. Instead of composing three new

works, Beethoven gave him the overtures Kbnig Stephan, Die

Ruinen von Athen and Namensfeier.49 But Neate stayed on in

Vienna and kept the music with him rather than sending it to

London. In December, 1815, Beethoven felt compelled to write

to Neate:

I have received a letter from Mr. Ries, as

amanuensis to Salomon . . . and he tells me, on

the 29th of September, that the three overtures

which you took from me for the Philharmonic

Society four months ago, had not then reached

London. This being the second remembrancer . .

4 6 Ibid., p. 312.

4 7 MacArdle and Misch, op. cit., pp. 138-140.

48 Anderson, op. cit., II, 535.

4 9Thayer, op. cit., II, 316.
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on the subject, I thought I had better let you
know.5 0

On January 20, 1816, Beethoven wrote to Ferdinand Ries in

London:

Neate, who has been wanting to leave Vienna
every other moment but has always stayed on, is

taking the overtures with him. I have constantly

reminded him of all your admonitions about
these.51

Beethoven sent the following memorandum to the London Phil-

harmonic Society on February 5:

In the month of July 1815, Mr. Neate, in the

name of the Philharmonic Society of London, pur-

chased from me three overtures and for them trans-

mitted to me an honorarium of 75 guineas, for which

I obligate myself not to have them engraved in

parts or score anywhere else. However, the right
is mine to perform them myself wherever I please,

as well as to publish them in piano arrangement,
though not before Mr. Neate writes me that they

have been performed in London.

Moreover, Mr. Neate has assured me that he
kindly takes upon himself that after a lapse of

one or two years the Philharmonic Society will per-
mit me to be allowed to publish these three over-

tures, engraved in both score and parts since I

may do this only with their permission. 2

It will be noted that these works had already been sold to

Steiner, though they were not published until years later.

Upon Neate's departure Beethoven wrote in his album two

canons "Das Schweigen" ("Silence") and "Das Reden" ("Speech"),

adding the date January 24, 1816.53 Better than a month

5 0 Anderson, op. cit., II, 535.

5 1 Ibid., p. 551.

5 2 MacArdle and Misch, op_. cit., p. 169.

5 3 Thayer, op. cit., II, 333.
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later, on February 28, Beethoven wrote to Ries:

Neate went off at the beginning of this month

and is bringing you the overtures as well as

some other compositions--I have not been well

for a considerable time. My brother's death has

affected my spirits and my nerves . . . I have

become guardian of the child . .. 54

To Gottfried Hrtel, Beethoven offered a list of works

on July 19, included in which was "a march with chorus and

full orchestra," probably number 6 of Die Ruinen von Athen.5 5

During the course of the year 1816, the London Phil-

harmonic read the three overtures for which they had waited

so long. They were disappointed with the quality of the

works and insulted when they learned that none was newly

composed for the Society's order. We have this report from

Ries:

After I had with much trouble persuaded the

Philharmonic Society to permit me to order three

overtures from him, which should remain its prop-

erty, he sent me three, not one of which, in view

of Beethoven's great name and the character of

these concerts, could be performed, because expec-

tation was tense and more than the ordinary was

asked of Beethoven. A few years later he published

all three and did not think it worth while to com-

plain. Amongst them was the overture to "The Ruins

of Athens," which I consider unworthy of him.5 6

Beethoven was informed of the displeasure of the

English, probably by H'ring and Neate, and wrote to Sir

George Smart on about October 11, 1816.

5 4 Anderson, op. cit., II, 565.

5 5 Ibid., p. 587.

5 6 Thayer, p. cit., II, 334-335.
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I own that the three overtures do not belong to my

best and great works, they being all occasional

pieces composed for the theater. The one in C did

not displease when performed on the 4th of October

last year in the presence of Mr. N[eate]. The one

in E flat was composed for the opening of the

theater in Pesth in Hungary and pleased. The 3rd

in G is the overture of a little afterpiece, of

course the style could not be great--it was often

performed here and always with applause. It is

calculated not to begin a concert, but to be per-

formed in the middle. Mr. Neate had in his pos-

session other more essential works, he chose those

three and it is very unfortunate that on account

of them according to his judgement my musical name

is all at once sunk to nothing. He paid twenty-five

guineas for each of these overtures as his property

according to a formal writing I gave him, but for

all the other manuscript works I gave him he

returned nothing at all, not even a complimentary

letter of acknowledgment or thanks.5 7

To Neate through H'dring, he wrote on December 18:

. . . I was very sorry to hear that the three

Overtures were not liked in London. I by no means

reckon them amongst my best works (which however I

may boldly say about my Symphony in A), but still

they were not disliked here and in Pesth, where

people are not easily satisfied. Was there no fault

in the execution? Was there no party spirit?5 8

As late as January 30, 1819, Beethoven was still trying to

rationalize the failure of the overtures in London, as shown

in the following letter to Ries:

Commissions from the Philharmonic Society would

have been very welcome to me. But the reports

which Neate has sent me in the meantime about the

virtual failure of the three overtures have greatly

distressed me. In Vienna not only did each over-

ture in its own way please the audiences but the

Eb major and the C major overtures even made a

great sensation. The fate of these compositions

5 7 Anderson, p. cit., II, 605-606.

5 8 Ibid., p. 621.



58

at the hands of the P[hilharmonic] S[ociety] I

cannot understand.59

In April of 1820, Beethoven wrote to Steiner:

I really do wish that you would publish the

three overtures. I will do everything in my

power to promote the success of this undertaking.

Go ahead.60

A letter from Steiner to the composer dated December 29, 1820,

says in part:

Sent herewith are the scores of the three over-

tures, with the request that in accordance with

your welcome suggestion you look them through

and correct any errors that may have crept in.

Upon receipt of the corrected copies we will

hasten to carry out the engraving and printing,

so that these novelties may appear as soon as

possible.61

The overtures Die Ruinen von Athen, Namensfeier, and K~nig

Stephan were finally published in 1823, 1825, and 1826

.62
respectively.

In 1822, Carl Friedrich Peters wrote to Beethoven

requesting compositions for publication. On June 5, he

replied, offering with others the "chorus of Dervishes with

full orchestra" from Die Ruinen von Athen for twenty ducats.

There is no record of the publisher's reply, but Peters did

not publish a single work of Beethoven's during the com-

poser's lifetime.6 3

59Ibid., p. 790.

6 0 Ibid., p. 893.

6 1MacArdle and Misch, op_. cit., p. 344.

6 2 Ibid.

6 3 Anderson, op. cit., II, 948.
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Beethoven found himself coming into financial dif-

ficulties. On July 31, he wrote to his younger brother

Johann, in whose honesty and judgment he placed much con-

fidence, describing his situation and asking for advice.

The Steiners are driving me into a corner. They

insist on my giving them a written promise that

I will let them have all my works. They are

prepared to pay for every single proof sheet.

But I have stated that I refuse to make such an

arrangement with them until they have cancelled

the debt. With this in view I have offered them

two works which I wrote for Hungary and which

might be treated as a couple of short operas, from

which, moreover, they took four numbers some time

ago. The debt is about 3000 gulden; but they have

been so low-minded as to add to this amount some

interest, which I positively refuse to pay . . .

If you were here these questions would soon be

dealt with . . . If you could come here and go with

me to Baden for eight days, that indeed would be

splendid . . . In the meantime put your kitchen and

your cellar in their best order, for in all likeli-

hood I and my little son will make your estate our

headquarters; and we are nobly determined to eat

you out of house and home.6 4

Again with reference to the proposed publication of Die

Ruinen von Athen, the composer wrote to his brother on

August 31:

No doubt you will have received by now my

letter enclosing some papers. I left it with

Steiner. Staudenh[eim] absolutely insists on my

going to Baden. So I am off tomorrow or the day

after at the latest. In view of all this, I

would have liked you to come to Vienna so that we

could have discussed several matters and completed

all the arrangements with Steiner. For they must

engrave the Ruinen von Athen by the end of

October, when the theater is to be opened; and

as no agreement has yet been concluded, they

certainly cannot begin the work.6 5

64 Ibid., p. 959. 6 5 Ibid., p. 964.
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Though the score to the overture was published by Steiner

in February 1823, the entire work did not appear until 1846,

when it was published by Artaria.66

While in Baden, Beethoven began work on some music for

the opening of the rebuilt Josephstadt Theater in Vienna.

Its director and privilege holder, Carl Friedrich Hensler,

director also of the combined theaters of Pressburg and

Baden, commissioned Beethoven immediately after his arrival

at the watering place. Hensler (1761-1825), a popular dram-

atist as well as manager, was an old and respected acquaint-

ance of Beethoven' s. 6 7

Carl Meisl, who was a commissioner of the Royal Imperial

Navy, had written two festival pieces for the inauguration,

which had been set for October 3, 1822, the name-day of the

Emperor. The first piece was a paraphrase of Kotzebue's

Die Ruinen von Athen. Meisl took the existing text and made

such alterations as were necessary to change it into Die

Weihe des Hauses (The Consecration of the House). 6 8

The music written for the occasion was a chorus with

soprano solo and orchestral accompaniment "Wo sich die Pulse,"

a revised and extended version of the old march and chorus

from Die Ruinen von Athen, and a new overture Die Weihe des

Hauses.

6 6 Ibid., p. 964.

6 7 Thayer, op. cit., III, 80.

6 8 Ibid.
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From Baden on September 5, 1622, Beethoven wrote to

Tobias Haslinger:

As I am living here in the waters of the

Styx I need several things from the upper world.

I beg you and Steiner to be kind enough to lend

me for a few days the four vocal parts of the
march in Eb from the Ruinen von Athen . . .
which I will return in a few~days.T'

On Sunday September 8, he wrote to his brother Johann

in Vienna:

Today an overture of mine is being performed here;

and a grand historical tableau Stephan I, which

suits it, is being produced. Hensler has sent us

two free tickets and is behaving very amicably to
us. Two women singers called on us today and as

they absolutely insisted on being allowed to kiss

my hands and as they were decidedly pretty I

preferred to offer them my mouth to kiss.

Some time later in the month, another letter to Johann van

Beethoven told of the composer's most recent musical efforts:

.1.0..the Theater in der Josephstadt has given me

some work to do here, which is really very diffi-

cult to fit in with my water and bath cures, the

more so as Staudenheim has now advised me to

bathe for an hour and a half. Meanwhile I have

already composed a new chorus with dances and solo

voice parts. If my health permits, I will compose

another new overture.7 1

Anton Schindler, who mistakenly assigns the composition

of "Wo sich die Pulse" to July, relates that after the comple-

tion of the Missa Solemnis, Beethoven turned to the Joseph-

stadt music, which proceeded slowly because of the summer

heat:

6 9 Anderson, Op. cit., II, 966.

7 0 Ibid., p. 967. 71 Ibid., p. 972.
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One of the numbers was to be a chorus interspersed

with solo and group dances, and the new director

envisioned a complete ballet troupe with soloists.

There was a great pressure on Beethoven to finish

the music for this number, but the work did not

progress because the composer and librettist could

not agree. The ballet master was especially per-

sistent for, as a newcomer to his position, he was

eager to rehearse his troupe. At last the number

was finished, but 1o'. the composer absolutely re-

fused to give it up. All the director's pleas and

suggestions were of no avail. The master responded

that until he could revise the entire work and fit

the parts into the whole, he would not release a

single note . . . We have in the composer's hand-

writing the following epigram on Meisl's name: "He

is a fine chisel [Meissel J, but is he a sculptor?"7 2

Beethoven, who could never seem to get the date right

either, wrote on a revised copy of "Wo sich die Pulse":

"Written towards the end of September, 1823, performed Octo-

ber 3 at the Josephstadt Theater." Nottebohm thinks that

the copy was annotated when Beethoven sent it to the Archduke

Rudolph, as the same mistake is found in the Gratulations-

Menuett, which was written about the same time.7 3

Meanwhile, Schindler tells us more of the composition

of the overture, which he correctly assigns to September:

One day while walking with his nephew and me in the

lovely Helenental near Baden, Beethoven told us to

go ahead and wait for him at a certain spot. He

soon caught up with us and remarked that he had

jotted down two themes for the overture. He ex-

plained that he planned to develop one of them

freely and the other in the formal style of Handel.

He sang them both as well as his voice would allow

7 2 Anton Felix Schindler, Beethoven as I Knew Him, edited

by Donald MacArdle, translated by Constance Jolly (London,

1966) , p. 234.

7 3 Gustav Nottebohm, Zweite Beethoveniana (Leipzig,

1887), p. 396.
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and asked which one we liked better. His discovery

put him for the moment in a gay mood, as if he had

found two precious stones for which he had long been

searching. The nephew liked both themes, while I

said I should like to see the fugue subject developed

in a strict Handelian style. At any rate, Beethoven

did not write the overture Zur Weihe des Hauses just

to please me, but rather because he had long enter-

tained the idea of writing an overture specifically

in the style of Handel.7 4

The performance of Die Weihe des Hauses took place as

planned on October 3, 1822, on the eve of the Emperor's name-

day. The overture did not arrive until the afternoon before

the performance, and with innumerable mistakes in every part.

A late rehearsal in front of an already fast-filling house

served to correct only the most noticeable errors. All of

the 400 reserved seats and 14 boxes had been sold several

weeks before.7 5

Beethoven had reserved the direction for himself and

sat at the piano, the greater part of the orchestra within

his view, and his left ear, with which he could still hear

a little, turned toward the stage. Kapellmeister Franz

Glser placed himself on Beethoven's right, and Schindler,

who had recently given up law, led the violins. 7 6

At the dress rehearsal Fanny Heckermann sang timidly

and dragged perceptibly in the duet with Michael Greiner.

Beethoven stopped them and advised her to follow the more

experienced tenor. Frsulein Kaiser sang the part of Pallas.

74Schindler, op. cit., p. 234.

7 5 Thayer, op._ cit., III, 81.

7 6 Schindler, op. cit., p. 235.
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The resulting performance, despite the enthusiasm of the

participants, stimulated by Beethoven's encouraging speeches,

was not a complete success. However, there were demonstra-

tions of enthusiasm at the close and Beethoven had to be led

before the curtain by Hensler. The work was repeated on

October 4th, 5th, and 6th.7 7

On October 6, Beethoven in a jocular mood wrote from

Baden to his brother Johann about arrangements for the dis-

position of the Hungarian and Josephstadt music:

Most excellent little Brother'

Owner of all the islands in the Danube near Krems'
Director of the entire Austrian pharmacy'

In respect of Steiner I am making you the

following proposal about the work that was per-
formed in the Josephstadt. (I saw in yesterday's

paper that they have pompously announced the

chorus with march.) Confining ourselves to the
list of prices for the works let us make immediately

the first and last attempt. Apart from the two

numbers which they already possess and one of which

they have now announced, there are still eight num-

bers which they do not possess: the overture and

seven other numbers. In the list they priced the
overture at 30 ducats and a song with instrumental

accompaniment at 20 ducats. So let us keep to
that--

An overture at 30 ducats or perhaps 40 ducats,

four songs with instrumental accompaniment, each

at 20 ducats, making 80, two pieces of purely
instrumental music priced at 10 ducats apiece:

total 140 ducats.
If they want to have Hungary's first benefactor

Kbnig Stephan as well, there are twelve numbers in

that work, four of which are priced at 20 ducats

(apiece, of course), each of the remaining seven at
10 ducats, and one at 5 ducats: summa summarum
155 ducats.

Now please observe that the top one is being
performed at the Josephstadt Theater, but that the

7 7 Thayer, op. cit., III, 81-82.
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other is available only in score. Should they

just take the former, then we will dispose of the

other somewhere else and in that case allow the

party only a short time to make up its mind.

As to the pianoforte arrangement of the

march as well as all other pianoforte arrangements

which they are going to publish, I will correct
them at once and return them with all speed.

In regard to the new overture you may tell

them that the old one had to be scrapped, because

in Hungary the piece was only performed as an

epilogue, but that here the theater was opened

with this composition. Besides, it is not a dead

loss so far as they are concerned, for they can

still dispose of it everywhere.
The score and everything else can be copied

in three days and will not be lost so far as they

are concerned, if they announce it in the same

way as the march. But they must let us have a

definite reply soon.
So that you may have an even clearer picture

of this transaction, I am sending you the list.
But please keep it carefully and bring it back to

me when you visit me with a carriage and horse,

as befits you---Some prices are quoted very

advantageously.
We send you herewith two snipe and hope that

you will thoroughly relish this snipish muck.
What you don't need of it you can send to your

pharmaceutical factory at Linz.

Read today's epistles of St. Peter and St.

Paul' We are hoping to hear now this and now

that from you and we are quite amazingly attached

to you. 7 8

Early in the month he wrote to Haslinger, asking to

borrow the score of the overture Kbnig Stephan, which was

performed at Baden on October 8.79

In November 1822, Beethoven offered to Antonio Diabelli

the music for Die Ruinen von Athen and the new Die Weihe des

Hauses overture:

7 8 Anderson, 2p. cit., II, 973-974.

7 9 Ibid., p. 974.
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Now there is still the overture to deal with.

As well as this work I would gladly have con-

tributed seven numbers from the Weihe des Hauses.

For this I have been offered a fee of 80 ducats.

In addition I would contribute a Gratulations-

menuett for full orchestra, that is to say, the

overture, seven numbers from the Weihe des Hauses

and the Gratulationsmenuett, the whole lot for

90 ducats.8 0

In the autumn of 1822, Ignaz von Seyfried conducted the

new overture Die Weihe des Hauses on a charity concert to

raise funds for the B'drgerspital. Beethoven, in character-

istic good will, promoted the occasion.8 1 Beethoven sent a

copy of this overture to Ries in London, by way of one Bauer

who was a secretary at the Austrian Embassy there, as men-

tioned in a letter to Ries on February 5, 1823.

. . . in order to give some proof of my affection

for and confidence in that Society, I have already

given to the gentleman at the Imperial Embassy the

overture I mentioned in my last letter. As he is

leaving Vienna in a few days, he himself will hand

it to you, my dear fellow, in London. I suppose

that Messrs. Goldschmidt & Co. will have your

address. If not, do give it to them so that this

man, who is so very obliging, may not spend a long

time looking for you--I am leaving it to the Society

to make the necessary arrangements about the over-

ture. The Society may keep it . . . for 18 months.

For I would only publish it after that time. Now

I have one more request. My brother here, who can

afford to keep a carriage and pair, has neverthe-

less tried to make money out of me as well; and so,

without asking me, he offered this very overture to

a London publisher called Boosey. Do make Boosey

understand that for the time being no decision can

be taken about his being given the overture; and

tell him that I will write about this myself--In

this matter everything depends on the Philharmonic
Society.8 2

8 0Ibid., p. 975. 81 Ibid., p. 978.

8 2 Ibid., III, 993-994.
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Bauer left Vienna for London about February 25, taking with

him the overture and several other compositions for the

Philharmonic Society. 8 3

Early in 1823, the overture was offered by the composer

to the publisher Moritz Schlesinger of Paris.8 4

On February 27, Beethoven sent the overture and "Wo sich

die Pulse" from Die Weihe des Hauses and the Gratulations-

Menuett to the Archduke Rudolph, promising a copy of the

Missa Solemnis to follow later.8 5

Beethoven wrote to the publisher Nikolaus Simrock in

Bonn on March 10, 1823, offering,

. . . a new overture which I composed for the

opening of the new Josephstadt Theater. The fee

would be 50 ducats. The overture is composed in

the grand style. By the way, you might let me

know sometime whether you could make use of any

works of the following kind, for instance, the
Ruinen von Athen an epilogue by Kotzebue with

choruses, aria and duet, and, further, a prologue
by the same author Kbnig Stephan, Ungarns

Wohlt'iter also with choruses, and treated almost

entirely as a melodrama.8 6

There was evidently some delay in Ries' receiving the

music which Beethoven sent at the end of February, as the

composer wrote to Ries on March 22:

I gave the overture to Captain v[on] Bauer

who has an appointment at our Imperial Embassy.

If you have not yet received it, just enquire
about it there--

The symphony is not yet finished . . . As I

had heard nothing more from you since your last
letter, I did not know how I stood . .

8 3 Ibid., pp. 1006-1007. 8 4 Ibid., p. 1003.

8 5 Ibid., pp. 1009-1010. 86Ibid., P. 1015.
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Captain Bauer has also taken with him some

short pieces--for the pianoforte.8 7

On February 25, 1824, Beethoven wrote to Heinrich

Albert Probst in Leipzig, offering

. . . a grand overture for full orchestra, with

which the new theater will be opened in due time,

but of which I have reserved the proprietorship
for myself; honorarium 50 ducats in gold.

It is understood that you will receive the

score of the overture, and can have the piano

arrangement or other arrangements you want made.

As for the overture, however, the further condi-

tion must be added that it be published not before

next July. It is understood, nevertheless, that

as soon as you take it, it becomes completely

your property and remains so forever.8b

The same day he wrote to Schlesinger in Paris, offering the

same work:

. . . the Kdnigstadt Theater in Berlin has received

a new overture for its opening ceremony. This you

could publish at any rate in May, 1824, when pre-

sumably the theater will have been opened. In case

of delay the publication would have to be postponed.

The overture is my property and will become yours

as soon as you receive the score. You can do what

you like with it. The fee is 50 gold ducats
(Imperial and Royal ducats). 8 9

The theater was not opened until August 4, 1824, when

Karl Wilhelm Henning conducted the overture Die Weihe des

Hauses.90 During the visit of Henning and HeinrichBethmann,

the theatrical director, to Vienna in October, 1823,

87Ibid., p. 1021.

8 8 MacArdle and Misch, op. cit., p. 440.

8 9Anderson, p. cit., III, 1111.
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Beethoven sold to them for 56 louis d'or the score to Die

Ruinen von Athen, Op. 114.91

At the end of April, Beethoven requested of Karl

Hensler, manager of the Josephstadt Theater,

Please be so kind as to send me the parts
of the overture which I composed for the opening
of your theater. I intend to have this work
performed at a concert which I am giving. As
this time I have a larger orchestra and therefore
must have these parts copied in duplicate, you

will have them back neatly copied out instead of
your present copies which were rather clumsily
made at the time owing to the rapidity with which

the work was done and to the great untidiness of
the copyists.9 2

The concert took place on May 7. It consisted of the over-

ture Die Weihe des Hauses, the Kyrie, Credo and Agnus Dei

from the Missa Solemnis, and the first performance of the

Ninth Symphony in D minor.9 The overture, Kyrie and

Symphony appeared with other works on a concert on May 23,

which earned a deficit of 800 florins.94

On May 26, Beethoven wrote to Prince Nikolas Galitzin

of St. Petersburg, who had sponsored the world premiere of

the Missa Solemnis there on April 6, 1824, stating that he

would send a copy of the overture Die Weihe des Hauses.9 5

In September, Beethoven negotiated with Diabelli to

take the Josephstadt music, and for the overture alone asked

9 1 Ibid., p. 1165. 9 2 Ibid., p. 1123.

9 3 Thayer, ogp. cit., III, 164-165. 9 4Ibid., p. 169.

9 5 Anderson, op. cit., III, 1128.
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fifty ducats,9 6 a considerable reduction from the fee of

eighty mentioned in his earlier proposal.9 7

On October 8, 1824, Beethoven wrote to Carl Czerny,

whom he had commissioned to make piano arrangements of the

overture Die Weihe des Hauses:

My profound thanks for the affection you

have shown me. Unfortunately my brother forgot

to ask you for the pianoforte arrangements for

four hands of the overture. In this case too I

trust that you will comply with my request to

undertake that as well.

From the rapidity with which you have
finished this pianoforte arrangement I see that

it will give you no trouble to complete the

other one also and as soon as possible . .
By the way, please inform me what fee you

ask for the two pianoforte arrangements. I shall

be delighted to let you have it . . .
Thinking that you may like to use the com-

pleted pianoforte arrangement when arranging the

one for four hands, I have enclosed it.9

The overture was offered to Bernhard Schotts Sbhne in

Mainz the next month:

. . . I have given to my brother, to whom I am

indebted for many kindnesses, instead of a sum

of money which I owe him, the grand overture

which was performed here at my concert . . .
there are already two pianoforte arrangements,

one for two hands and one for four hands; and

you will receive both.9 9

In December, 1824, Traugott Trautwein, a Berlin music

publisher, printed a piano arrangement of the overture Die

Weihe des Hauses, which had been sold to him by Heinrich

Bethmann and Karl Henning of the Knigstadt Theater. On

January 1, 1825, Beethoven wrote to Henning,

9 6 Ibid., p. 1145. 9 7 Ibid., p. 975.

98Ibid., P. 1148. 99Ibid., p. 1151.
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I was greatly surprised at receiving today

the information that a work of mine, entitled

"Festouvertire", engraved by Herr Trautwein, is

being circulated in a pianoforte arrangement for

four hands made by you from the original score

which has not yet been printed. For Herr

Bethmann and I agreed that this overture was

certainly not to be the property of the K6nigstadt

Theater in Berlin. Only the whole score of the

Ruinen von Athen with all the numbers, but not

the overture, has been handed over to the theater

as its exclusive property. Some time ago I gave

that very overture to an honourable publisher . . .
You see that in this case I am just about to suf-

fer an infringement of my honour.1 0 0

Two weeks later Henning replied that the overture was in-

cluded in the purchase contract, and that he was fully

entitled to have a pianoforte arrangement made and pub-

lished. 101

To B. Schotts Sbhne, Beethoven wrote on February 5,

1825,

I certify by my signature that your firm

is the sole owner of the Josephstadt overture and

of the pianoforte arrangements of this work . . .
and that your editions . . . are the only correct

and authentic ones and have been prepared by the

composer himself.
Ludwig van Beethoven

You do well to publish the pianoforte arrange-

ments of the overture immediately. I see that you

have already heard about Herr Henning's gross mis-

conduct. Indeed I was just going to inform you of

it. The Kbnigstadt Theater obtained the overture

solely for performance, and not to engrave or

publish; that was the written arrangement made

here with Bethmann. But you are well aware that

we quarrelled with him. So Henning thought that

he had every right not to adhere to the contracts

we have made with him.--I was immediately informed

1 0 0Ibid., p. 1165.

1 0 1 Ibid., p. 1166.
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of this by one of my acquaintances in Berlin and

I wrote at once to Henning. He too replied at

once saying that admittedly that had been done

with the pianoforte arrangement for four hands

and that it was now impossible to withdraw it,
but that certainly nothing further would be done

and that I could rely quite definitely on this

assurance--I am sending you the letter, but it

will not be at all necessary to take any action--

Just publish the pianoforte arrangements at once

under my name or under that of Carl Czerny who

made them; I should be glad to know that the

overture too has been given to the musical public;

and the Josephstadt title must remain. The dedica-

tion is to His Excellency Prince Nikolaus von

Galitzin, but, of course, his name should appear

only on the score.--Now it would be a good thing

if you were to announce these works everywhere,
in Paris too and so forth. I am bestowing upon

you full powers to further your own interest in

the best possible way. I agree to everything you

consider necessary in this respect. 1 0 2

In another letter to the publisher, he assigned the

opus number, 124, to the overture, and also posed a rather

prophetic question:

Would it not be possible to invent a method of

multiplying copies of one's works oneself by

stereotype without being forced to employ this

scourge of copyists?1 0 3

Beethoven published the following notice in the Wiener

Zeitschrift fdr Kunst, Literatur, Theater und Mode on

March 5, 1825:

I consider it my duty to warn the musical

public against an entirely misleading pianoforte

arrangement for four hands of my latest overture,
an arrangement which, moreover, is not faithful

to the original score. This arrangement has been

published by Trautwein in Berlin under the title

10 2 Ibid., pp. 1175-1176.

1 0 3 1bid., p. 1182.



73

"Festival Overture by Ludwig van Beethoven."

This warning is the more necessary as the

pianoforte arrangements for two and four hands

made by Herr Carl Czerny, which are absolutely

faithful to the score, will shortly appear in

the only authentic edition.

Ludwig van Beethoven 10 4

To Ries, who was now living in Bonn and conducting the

Niederrheinische Musikfest (Lower Rhenish Music Festival),

Beethoven sent the scores of the march and chorus, as

altered for Die Weihe des Hauses, and the overture for per-

formance in late May.1 0 5

In April, 1825, Schott published Czerny's arrangement

of the overture Die Weihe des Hauses as pianoforte solo.

The four-hand version followed in July.1 0 6

On May 7, Beethoven reassured Schott:

As for Henning's tricks I hope you don't distrust.

me. But if you do, I will send you his letter in

which he dissociates himself from everything con-

nected with the overture. The arrangement was

made here in writing with Bethmann who, as every-

one knows, has quarrelled with the Society.1 0 7

And again on August 2, 1825,

There was a danger that the overture might be

stolen for the second time. Fortunately I dis-

covered this twelve days ago; and, thank Heaven,

the attempt was completely frustrated. Therefore

just keep calm about this. I should not have

mentioned it to you, did I not think that you

10 4 Ibid., pp. 1442-1443.

1 0 5 Thayer, ojp. cit., III, 188-189.

1 0 6 Anderson, _9p. cit., III, 1148.

10 7 Ibid., p. 1193.
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might hear something and harbor unfounded

suspicions about me. I have never done any-

thing of the kind. And people will never find
me anything but extremely honorable.

1 0 8

The score of the overture Die Weihe des Hauses was published

by Schott in December, 1825, and on January 28, 1826, the

composer wrote to the firm:

So far as I know, Matth[ias] Artaria has already

received from you two copies of the overture. I

too should very much like to receive several

copies of this work . . . If I have not yet

thanked you for the previous copies, well, that

was really due to my forgetfulness. By the way,

you may rest assured that I never sell nor act

as agent for the sale of a single copy. Only a

few artists whom I really esteem are to receive

copies; and that will not injure you, seeing that

in any case they could not afford to buy these
works.

Well, there is something else I should like

to hear and that is whether Prince Galitzin when

he sent you particulars for the title for the

dedication asked you at the same time for the

number of copies of . . . the overture which he

required. For, if not, I must send them to him

from here. 1 0 9

Evidently, Beethoven was, having troubles with Steiner

and Haslinger, who published the march and chorus from Die

Weihe des Hauses in April, 1826, and the overture Kdnig

Stephan the following July, as can be seen in this letter

to the censorship authorities early in April, 1826:

There is a threat to publish several works

of mine, in which owing to a spirit of revenge

against me the mistakes I have indicated are not

to be corrected. The titles are worded so

barbarously that their publication would be a

1 0 8 Ibid., p. 1228.

1 0 9 Ibid. p. 1271273.
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disgrace to Vienna. Hence I request our Worship-

ful Censorship not to allow these works to be

announced until I can assure the public by my

signature that they are appearing in a presentable

condition.110

On April 9, he wrote to Haslinger:

I inform you that neither the overture nor

the "Elegischer Gesang" requires any further proof-

reading and that the titles too are correct. In

regard to the march and chorus and the vocal trio,

however, the previously wrong notes have now been

corrected, I admit, but again the titles are not

exactly as I gave them to you. Seeing that this

business has now dragged on for six weeks and that

moreover I have already had several experiences of

my failure to overcome your obstinacy, I have

handed over to the Worshipful Censorship both

titles in their proper form; and I am informing

you that I have done so.

Ludwig van Beethoven

I have desired to communicate the above

information to you out of kindness, so that you

may take steps accordingly. For I will never

allow these works to be published with the titles

which you have prefixed to them.I 1

Beethoven wrote, on August 1, 1826, to Wilhelm Ehlers,

regisseur of the court theater in Mannheim, who was planning

a revival of Die Ruinen von Athen and who had asked for the

composer's advice:

As I have been overwhelmed with work--my
reply is arriving rather late--I agree to every-

thing you are arranging about the Ruinen von

Athen. But do not forget to restore the truth
which has suffered greatly in Meissner's adapta-

tion. And, of course this truth can only be found

in Kotzebue's original text--If you can make

1 10 Ibid., p. 1282.

IlIbid., pp. 1282-1283.
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something of it, [deleted: and come to some

arrangement with those people in Berlin] you have

my full approval. But do see that everything is

right. For there was another overture in G minor

to the Ruinen von Athen and there was a further

one for Meissner's adaptation for the Josephstadt,

which has been engraved by Schott at Mainz. Hence

it depends upon the manner in which the most recent

adaptation has been made. If you require the

latter in C major, I would, as soon as you let me

know, refer you at once to Schott about this one.

For the Kapellmeister at the Kbnigstadt Theater

has made a disgraceful pianoforte arrangement of

the overture in C; and presumably he has committed

offences against the score as well. He probably

thought that he would be at Kbnigsberg and that at

Kbnigsberg he would be able to apply to it Kant's

Criticism of Pure Reason--
I am delighted to let you have any profits

you may make out of this work with which you have

taken so much trouble. And I will accept nothing

from you but a small present as a remembrance.1 1 2

Kong Stephan: Synopsis

The scene shows an open field in Pesth. A thick fog

conceals the background. Stephan sits on a throne built of

shields. A group of Hungarian nobles surrounds the prince

(1. Chorus: "Ruhend von seinen Thaten"). Stephan tells of

the conversion of Hungary to Christianity through his father,

Geysa. Meanwhile the fog has thinned and the city of Pesth

becomes visible (2. Chorus: "Auf dunkelm Irrweg"). A

soldier announces the subjugation of the Moglut Prince Gyula

and his heathen hordes. Hungarian soldiers enter (3. March

of Victory), escorting the shackled prisoners, among them

Gyula. Stephan greets him and extends pardon to him and his

11 2 Ibid., pp. 1293-1294.
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men. The Bavarian envoy enters and proclaims the betrothal

of Stephan to the princess Gisela, who enters surrounded by

her ladies (4. Chorus of Women). Stephan greets Gisela

(5. Melodrama), and leads her to the throne (6. Chorus:

"Eine neue strahlende Sonne"). Stephan then hands down a

roll of laws to the nobles (7. Melodrama), as the fog van-

ishes to reveal the city in the background. An old Roman

approaches (8. Ghostly March) and presents Stephan with a

golden crown. He accepts it to the clamor of the people

(8a. Chorus and Melodrama), and looks into the future to

see a glorious line of successors (9. Final Chorus: "Heil

unsern Enkeln',").

Kbnig Stephan: the Music

The Kbnig Stephan music betrays its hasty composition.

Only simple forms are used; the overture is not even in

sonata-allegro, but rather in an expanded song form. Several

of the incidental pieces have no particular form, but instead

follow the episodic nature of the text. Beethoven made con-

siderable use of the chorus in Kbnig Stephan, an opportunity

denied him by the nature of Egmont. The choral parts are

within the normal vocal range, and present none of the almost

legendary difficulties encountered in the Ninth Symphony.

In most cases the orchestration is only functional. Beethoven

has justly complemented this expression of Kotzebue's genius.
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Overture

Andante con moto. E-flat major, 2/4.
Presto. Same key and meter throughout.

Tempo I.
Presto.
Tempo I.
Presto.

2 Flutes 2 Horns in E-flat

2 Oboes 2 Horns in C

2 Clarinets in B-flat 2 Trumpets in E-flat

2 Bassoons Timpani in E-flat-B-flat

1 Contrabassoon Strings

The introduction begins with a series of unison notes,

starting on the tonic. A flute melody enters at bar 9 in

the subdominant. This melody is heard later in the "Chorus

of Women" (Figure 44). The unisons reappear, this time com-

mencing on the supertonic, and material related to the intro-

ductory melody is heard in the dominant. This leads to the

exposition at bar 41, and the principal theme of the overture

(Figure 35) in the winds. Connecting material appears and

J. $0 Sf

Fig. 35--Kbnig Stephan, Overture, bars 41-48

this theme is played again by the full orchestra at bar 82.

After a modulatory passage to the dominant, reminiscent of
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the opening unisons, the subordinate theme (Figure 36) is

Fig. 36--Kbnig Stephan, Overture, bars 117-120

heard in the woodwinds at bar 117. It is restated, then

modified, and leads to closing material at bar 161. The

opening unisons, now beginning on the dominant, appear again

at bar 199, followed by the introductory melody in the region

of the mediant at bar 207. The passage is developed slightly,

leading to a pause on the augmented dominant triad. The

principal theme re-enters at bar 234 in the tonic and is

repeated fortissimo before transitional material to the sub-

ordinate theme at bar 310, also in the tonic. This theme is

extended, modified and leads to closing material. The

melody from the introduction serves as transition to the

coda at bar 391. Material from the subordinate theme is

presented first in the submediant, then in the tonic, fol-

lowed by closing material based on the first theme, ending

with a series of tonic chords.



1. Chorus: "Ruhend von seinen Thaten"

Andante maestoso e con moto. C major, C.

2 Flutes
2 Oboes
2 Clarinets in C
2 Bassoons
2 Horns in E-flat

2 Horns in C
3 Trombones

Strings
Chorus: TTB

This chorus is in two-part song form. It opens softly

with a broken chord figure in the 'cellos and bassoons over

chords in the winds (Figure 37). Accompanied by pizzicato

Aso4o4s- matsf*ss a **fomet==-ON=Ck

Taw

Fig. 37--Konig Stephan, Number 1, bars 1-2

strings, the basses sing the principal theme (Figure 38).

Bsses

-AK4 1

Fig. 38--Kiinig Stephan, Number 1, bars 5-6



At bar 13, it is repeated by the chorus and a fuller orches-

tra. Beginning on the dominant seventh (bar 23), the sub-

ordinate theme, very similar to the principal, is sung as

before, by the basses alone and then by the full chorus.

This passage leads back to the tonic and a coda (bar 42)

opening with material taken from the principal theme, and

closing with the broken-chord pattern of the introduction.

2. Chorus : "Auf dunkelm Irrweg"

Allegro con brio. C minor, C major, C.

1 Piccolo 2 Trumpets in C
2 Flutes Timpani in C-G
2 Oboes 3 Trombones
2 Clarinets in C Strings
2 Bassoons Chorus: TTBB
2 Horns in C

Over a pedal on the dominant played by the bassoon, the

bass voices and pizzicato 'cellos and contrabasses present

the first theme (Figure 39). The music remains soft through

Bas

Fig. 39--Kiinig Stephan, Number 2, bars 1-3

61
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two freely imitative entrances at four-bar intervals, and

makes a crescendo only two bars before the C major section

at bar 20 (Figure 40). The music follows no particular form

Fig. 40--K'inig Stephan, Number 2, bars 20-21

other than that suggested by the text. The harmonies seldom

move away from the tonic and dominant chords. At bar 29,

another idea is heard (Figure 41), and the piece ends

resolutely at bar 42, never having strayed far from the

tonic.
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Fig. 41--Konig Stephan, Number 2, bars 29-31
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3. March of Victory

Feurig und stolz. G major, C.

1 Piccolo
2 Flutes
2 Oboes
2 Clarinets in C
2 Bassoons

2 Horns in G
2 Trumpets in C
Timpani in G-D

1 Bass Trombone
Strings

The first theme of this "Siegesmarsch" (Figure 42) is

stated quietly by the horns, bassoons and timpani before the

Vove. Je et.I

Fig. 42--Kiinig Stephan, Number 3, bars 1-2

entire orchestra repeats the material fortissimo beginning

at bar 13. The second section, with material (Figure 43)

1-4 14

F . 4

Fig. 43--Ko'dniq_ Stephan, Number 3, bars 21-23

1 2
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related rhythmically to the first, begins at bar 21. The

tonal region here is the mediant. The initial theme returns

in the tonic at bar 29, extended with more abundant

dotted rhythms. At the end of the march are first and final

endings, the former referring back to bar 21.

4. Chorus of Women: "Wo die Unschuld Blumen streute"

Andante con moto all' Ongarese. A major, 2/4.

2 Flutes 1 Horn in D

2 Oboes 1 Horn in A

2 Clarinets in A Strings
2 Bassoons Chorus: SS

The ten-bar introduction consists of a theme in the

flute (Figure 44) with a lightly textured accompaniment.

zfm . O* I*9

-X_ ___,

Fig. 44--K0nig Stephan, Number 4, bars 3-6

This material was already heard at bar 9 in the overture.

At bar 11, the voices add their melody (Figure 45) to the

above. Orchestral material in the tonic minor, starting at

bar 19, is joined by the voices as before at bar 27. The
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Ju als

Fig. 45--Konig Stephan, Number 4, bars 11-14

tonic major returns at bar 38. With some difference in

orchestration, the foregoing is repeated, ending at bar 71.

A section of "standing on the dominant" with material derived

from Figure 45 follows, leading to a tonic minor section,

similar to that following bar 19. Again this reaches the

tonic major, as the flute solo, heard at the beginning and

alluded to throughout the piece, is played once more before

the end.

5. Melodrama

No tempo or key indication, C.
Vivace. No key indication, C.

2 Oboes 2 Horns in F
2 Bassoons Strings
1 Horn in D

The melodrama opens with. a portion of dialogue over a

V-1 6 -II-V progression in G major played by the strings. The

Vivace (Figure 46) begins at bar 5 in G major and modulates

to C major. Here the tonal center remains on C for five bars
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VivacL ______ ______

101.4 Otig.

Fig. 46--Kdniq Stephan, Number 5, bars 5-7

before resolving itself directly into the following chorus

in F major.

6. Chorus: "Eine neue strahlende Sonne"

Vivace. F major, 6/8.

2 Flutes
2 Oboes
2 Bassoons
1 Horn in D

2 Horns in F
Strings
Chorus: SATB

After a four-bar introduction of broken chords on the

dominant, the melody (Figure 47) enters in the chorus,

-leirJ
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Fig. 47--Kdnig Stephan, Number 6, bars 5-6
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accompanied by the strings with occasional punctuation from

the winds. Similar material is sung twice, with phrases

ending on the mediant in bar 10, tonic in bar 16, dominant

in bar 20, and final tonic in bar 24.

7. Melodrama

Maestoso con moto. D major, C.

Andante maestoso. Same key and meter throughout.

Maestoso con moto.

2 Flutes 2 Trumpets in D

2 Oboes Timpani in D-A

2 Clarinets in A 3 Trombones

2 Bassoons Strings

4 Horns in D

This melodrama opens with three fanfares in the winds,

punctuated by the strings (Figure 48), as Stephan begins his

I'M.

Fig. 48--Konig Stephan, Number 7, bars 1-2

monologue. The material in bars 8 through 20 is drawn from

the broken-chord figure (Figure 37), which introduced the

first chorus (Figure 37) and leads to a dominant chord. The

three fanfares return in the tonic and conclude the piece.
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8. Ghostly March

Moderato. B-flat major, .

1 Horn in B-flat Strings

This short "Geistlicher Marsch" (Figure 49) has two

chordal phrases and a final extension for resolution to the

v LW flJJA4

v 1~I I~l

Fig. 49--K'dnig Stephan, Number 8, bars 1-4

tonic. The horn does not enter until four bars before the

end, where it acts as a tonic pedal for the last chord pro-

gressions. The old Roman speaks before the entrance of the

next music.

8a. Melodrama and Chorus

Allegro vivace e con brio. B-flat major, C.
No tempo indication. A major, C.
Allegro con brio. A major, C.
Grave risoluto e ben marcato. A minor, C.
Allegro. Same key and meter.

2 Flutes 2 Trumpets in D
2 Oboes Timpani in D-A
2 Clarinets in A 3 Trombones
2 Bassoons Strings
2 Horns in D Chorus: SATB
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Andante mosso. No key signature, 12/8.

Allegro molto. No key signature, 12/8.

Presto. F major, C.
Agitato. B minor, C.

Allegro. C major, $.
Maestoso. Dominant of D major, C.

2 Flutes 2 Horns in F

2 Oboes 2 Trumpets in D

2 Clarinets in B-flat Timpani in D-A

2 Bassoons 3 Trombones

2 Horns in D Strings

As Stephan is offered the crown, the chorus accompanied

by strings introduces the initial motive (Figure 50) in B-flat

Fig. 50--K*6nig Stephan, Number 8a, bars 20-21

major. The king speaks, over soft chords (A major) in the

strings. At bar 28 the chorus and full orchestra restate

the material of Figure 50, now in A major. Interrupted by

several phrases in A minor (Figure 51), Stephan warns his

followers to remain invulnerable. Pride glows in his heart

as he speaks of his successors, over G major chords (bar 53),
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Fig. 51--Kbniq Stephan, Number 8a, bars 35-36

in the bassoons and lower strings. This section ends with a

triad on B--flat at bar 77 and a dominant seventh chord on D,

resolving to G minor at bar 82.

During this time more instruments are added. With the

rising of the sun (bar 88), the music arrives at F major and

remains over an F pedal until the Presto (Figure 52) at

- .S4

Fig. 52--Kbnig Stephan, Number 82, bars 97-99

bar 97. As Stephan concludes, the music continues excitedly,

with frequent use of dotted rhythms. It moves through B minor
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at bar 110 and C major at bar 119, leading to A major, the

dominant of the final chorus at bar 134.

9. Final Chorus: "Heil unsern Enkeln'."

Presto. D major, C.
Presto. D major, 2/4.

2 Flutes 2 Trumpets in D

2 Oboes Timpani in D-A

2 Clarinets in B-flat Strings

2 Bassoons Chorus: SATB

4 Horns in D

With dotted rhythms in the orchestra, the chorus enters

on the word "Heil.'" in the nine-bar introduction on the

dominant. The syncopated rhythm of the first bar of the

theme (Figure 53) recalls that of the first and third bars

A_____ 4 - IEIL W

Fig. 53--Kdniq Stephan, Number 9, bars 10-13

of the principal theme of the overture (Figure 35). This

section concludes at bar 42, when a new melody in the sub-

dominant minor (Figure 54) is sung softly by the men and then

is taken up by the full chorus, all with lightly textured
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Fig. 54--Kdniq Stephan, Number 9, bars 42-45

orchestral accompaniment. The final musical idea (Figure 55)

is presented in the flat submediant leading to the dominant

Fig. 55--Kdnig Stephan, Number 9, bars 58-61

at bar 67 and, at bar 83, the tonic. The chorus enters imi-

tatively on the text of Figure 55, but with altered melody

and rhythm. The music, now with the full orchestral comple-

ment, moves through a cadential formula toward the tonic. At

bar 129, the upper strings hint at the syncopated figure of

Figure 53 in approach to the final cadence.
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Die Ruinen von Athen: Synopsis

The scene opens in a cave in the region of Olympus. An

invisible chorus (1. Chorus: "Tochter des mchtigen Zeus")

wakes Minerva, who has been as[eep for 2000 years, in atone-

ment for having allowed Socrates to die. Mercury enters to

announce her pardon. She asks to be taken back to Athens,

but Mercury tells her that the city is in ruins (Second

setting: the ruins of Athens, the Parthenon, the Temple of

Theseus, and the Tower of the Wind changed into a mosque).

Two Greeks lament their fate (2. Duet: "Ohne Verschulden

Knechtschaft dulden"). Mercury reassures the incredulous

Minerva that this is truly Athens. Mercury and Minerva

interview the two Greeks, but are interrupted by a group of

dervishes (3. Chorus: "Du hast in deines Aermels Falten"),

who emerge from the Tower of the Wind with their peculiar

ceremonies. There follows a procession of Turks (4. Turkish

March). Minerva wants to flee to Rome in hope that the

Greek spirit of art has been rekindled there, but Mercury

informs her that Rome has been overrun by barbarians. He

proposes instead the German theater (Third setting: an open

square in Pesth). An old man speaks of the virtues of his

city and its monarch (5. Music behind the scene). Minerva

and Mercury, in pilgrim's clothes, are told that here a

Temple of the Muses will open. A flower-laden wagon is

drawn forth. Characters from German drama (William Tell,

Egmont, Maria Stuart, Coriolan and others) appear and are
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introduced to Minerva by Mercury (6. March and Chorus:

"Schmiickt die Alt'dre."). The procession enters the temple;

priests dispense incense and maidens spread flowers. Thalia

and Melpomene are received by the high priest (6a. Recita-

tive: "Mit reger Freude" and 7. Chorus: "Wir tragen

empfsngliche Herzen im Busen"). A thunderclap is heard and

the king's bust appears on stage (7a. Aria and Chorus: "Er

ist's'") Minerva places an olive crown on the head and

acknowledges Pesth as the new home of Art (8. Chorus:

"Heil unserm Kbnig'.").

Die Ruinen von Athen: the Music

The incidental music for Die Ruinen von Athen is of

somewhat higher quality than that for Kbnig Stephan. As in

K*nig Stephan, simple forms prevail, even in the overture.

But occasionally the melodic material and orchestration rise

above the routine. In addition to the choral pieces,

Beethoven incorporated several vocal solos. Except for the

extreme range of the high priest's aria, none of the vocal

or choral work is out of the ordinary. In sum, this music

is another fitting tribute to Kotzebue's text.

Overture

Andante con moto. G minor, 6/8.

Marcia moderato. G major, C.
Allegro ma non troppo. G major, (.
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2 Flutes 2 Horns in D

2 Oboes 2 Trumpets in C

2 Clarinets in B-flat Timpani in G-D

2 Bassoons Strings

2 Horns in G

The overture opens with the same material contained in

the first fifteen bars of the duet, Number 2 (Figures 60 and

61). At bar 20, the march from Number 6 (Figure 72) is

introduced in the winds. This leads to the principal theme

(Figure 56) at bar 29, first in the oboe and then repeated

/.

Fig. 56--Die Ruinen von Athen, Overture, bars 29-32

by the full orchestra. Connecting material leads to a modi-

fication of the principal theme and into the subordinate

theme (Figure 57) in the subdominant at bar 60. After five

statements, with various modifications alternating between

oboe and bassoon, the connecting material returns, leading

to a developmental section beginning in A major, dominant

of the dominant, at bar 100. The principal theme is explored

and sequenced, and the section closes on the dominant of
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Fig. 57--Die Ruinen von Athen, Overture, bars 60-64

G major at bar 124. The final section (tonic) presents

the principal theme and its connecting material, but no sub-

ordinate theme, before entering a coda at bar 151. The

basses "stand on the dominant," while the violins reiterate

the principal theme, leading to tonic cadential material.

1. Chorus: "Tochter des m'achtigen Zeus"

Andante poco sostenuto. E-flat major, C.

1 Flute
2 Oboes
2 Clarinets in B-flat
2 Bassoons

2 Horns in E-flat
Strings
Chorus: SATB

After an eight-bar introduction in the winds, the

basses enter with the first theme (Figure 58) and are

joined two bars later by the full chorus. The second

myW WIA
p 4 BEJ 1
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Fig. 58--Die Ruinen von Athen, Number 1, bars 9-12

theme (Figure 59) appears in bar 18, and is sung in free

imitation. An orchestral interlude follows at bar 24,

* e~g c O
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Fig. 59--Die Ruinen von Athen, Number 1, bars 18-21

leading to a quiet choral passage rhythmically based on the

material in Figure 58. After three forte statements of the

word "erwache'" the chorus again presents the material in

Figure 59. After another orchestral interlude, the sequence

from bars 30 to 36 is repeated before the final cadence.
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2. Duet: "Ohne Verschulden Knechtschaft dulden"

Andante con moto. G minor, 6/8.

2 Flutes 2 Horns in B-flat basso

2 Oboes 2 Horns in D

2 Clarinets in B-flat Strings
2 Bassoons Soprano, Bass solo

This duet is in two-part song form. It opens with a

staccato partially-chromatic motive ascending and descending

in the strings (Figure 60). At bar 10, the first theme
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Fig. 60--Die Ruinen von Athen, Number 2, bars 1-4

(Figure 61) appears in the upper strings to chordal accom-

paniment in the winds, as an introduction to the bass who

r

KfN-5 6 9 p t Aol m 0 RM
_ _ _ _l- k I_ _ _ _ _ _ _ __b

-X-7 jI 1 00 IWJi

Fig. 61--Die Ruinen von Athen, Number 2, bars 10-13
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enters with the same theme in bar 22. Eleven bars later the

soprano repeats it a third higher, in the relative major.

The two together then sing the second theme (Figure 62)

p1
Sp

Fig. 62--Die Ruinen von Athen, Number 2, bars 42-43

starting at bar 42. This is interrupted by vocal exclama-

tions accompanied by sighing descending minor seconds in the

winds (Figure 63) before proceeding to its conclusion.

LI

Fig. 63--Die Ruinen von Athen, Number 2, bars 47-49

The section from bar 42 is then repeated before the piece comes

to an orchestral close with material from the first theme.

16'r J*f tA
T or

WF

3pw
F

kw

rl

a da J- At a lamb

b v mr 
w -9

I



100

3. Chorus of Dervishes: "Du hast in deines Aermels Falten"

Allegro ma non troppo. E minor, C.

2 Horns in C Assorted percussion instruments
2 Trumpets in C Strings
2 Trombones Chorus: TB

To the accompaniment of string triplets and "all pos-

sible noisy instruments such as castanets, bells, etc."

(Beethoven's indication), the first theme (Figure 64) is

Fig. 64--Die Ruinen von Athen, Number 3, bars 3-5

presented softly in the voices. At bar 9, a refrain (Figure

65), which is heard after every melodic period in the piece,

Fig. 65--Die Ruinen von Athen, Number 3, bars 9-11

T. I
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enters. In the latter half of the refrain, bar 20, the brass

enters after a crescendo in the other parts. At bar 26, this

first section is repeated. The second theme (Figure 66),

MINIw-i FI14F
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Fig. 66--Die Ruinen von Athen, Number 3, bars 53-55

only a slight variation of the first, enters at bar 53, and

is followed by the refrain. It is played again at bar 84,

eventually with a diminuendo in the refrain, as the

dervishes' music fades in the distance.

4. Turkish March

Vivace. B-flat major, 2/4.

1 Piccolo 2 Horns in B-flat

2 Oboes 2 Trumpets in B-flat

2 Clarinets in B-flat Triangle

2 Bassoons Cymbals and Bass Drum

1 Contrabassoon Strings

This "Marcia alla turca," popularly connected only with

Die Ruinen von Athen, is in fact an orchestration of a march

that Beethoven had used two years earlier as the subject for

Variations in D major for Pianoforte, Opus 76.
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It is in three-part song form, and employs the typical

"Turkish music"--triangle, cymbals and bass drum--which the

composer later used in his Ninth Symphony. The principal

theme (Figure 67) is heard without introduction, first softly

Fig. 67--Die Ruinen von Athen, Number 4, bars 1-4

and then growing progressively louder. Abundant grace notes

add to the music's exotic flavor. At bar 29, the sub-

ordinate theme (Figure 68) begins in D minor. Three bars

each of soft and loud material alternate, before the

Fig. 68--Die Ruinen von Athen, Number 4, bars 29-32



103

principal theme returns fortissimo at bar 41. At bar 56,

repeat signs refer back to the beginning of the second sec-

tion at bar 29. After the second ending, the principal

theme is played, becoming progressively softer until the

end, fifteen bars later.

5. Music behind the scene

Assai Allegro ma non troppo, C major, 6/8.

2 Oboes
2 Clarinets in C

2 Horns in C
2 Bassoons

This background music, for winds only, is in three-part

song form. Each phrase except the last is six bars long, and

enclosed by repeat signs. After a two-bar introduction, the

first theme (Figure 69) is stated softly. The second theme,

,O s.Mg!erN

Fig. 69--Die Ruinen von Athen, Number 5, bars 3-6

still in C major, starts at bar 15. The melody (Figure 70),

nothing more than a staccato arpeggiated figure, is played

by the bassoon, and shifts to the oboe at bar 21. The first

,eoo.*000,0 7 h
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Fig. 70--Die Ruinen von Athen, Number 5, bars 15-16

theme reappears at bar 26, with only a slight variation in

rhythm (Figure 71). Instead of repeating, the following

Fig. 71--Die Ruinen von Athen, Number 5, bars 26-28

phrase works its way into closing material and the final

cadence.

6. March and Chorus: "Schm'ickt die Altdare'."

Assai moderato. E-flat major, C.

ago

dop- J
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1 Piccolo
2 Flutes
2 Oboes
2 Clarinets in B-flat
2 Bassoons
2 Horns in E-flat

2 Trumpets in E-flat
Timpani in E-flat-B-flat

3 Trombones
Strings
Chorus: SATB

(Winds deployed on stage as well as in the pit.)

The march begins with an on-stage band playing the first

theme (Figure 72). Underlying this episode and present

Fig. 72--Die Ruinen von Athen, Number 6, bars 1-4

throughout virtually the entire piece is a rhythmic motive

(Figure 73), first heard in the horns. Both first and

Fig. 73--Die Ruinen von Athen, Number 6, bars
1-4, rhythmic motive

second themes are followed by a refrain (Figure 74) presented

in bar 8. At bar 16, the winds in the pit repeat the first
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Fig. 74--Die Ruinen von Athen, Number 6, bars 8-10

theme, followed at bar 31 by the second theme in the me-

diant (Figure 75). This is based on material from the

Fi.75--Die Ruinen von Athen, Number T, bars 31-32

first and serves as retransition to it. The strings chordally

punctuate transitional material in the winds at bar 42, as

the volume increases, build ing to a fortissimo re-statement

of the first theme at bar 59.

At bar 76, the chorus of priests enters (Figure 76) ,

accompanied by the on-stage band playing the first theme.
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Fig. 76--Die Ruinen von Athen, Number 6, bars 74-81

The men are answered by the chorus of young ladies. The

augmented values for the chorus, derived from rhythms in the

march, continue through another playing of the second theme.

At bar 110, during the transition from the second theme back

to the first, the music makes a crescendo, and the orchestral

winds join the on-stage band. The chorus ceases at bar 119

and the brasses majestically repeat the two themes of the

march before coming to a close.

6a. Recitative: "Mit reger Freude die nie erkaltet"

Poco adagio, vivace. No key indication, C.
Adagio, allegro. A major, C.

Sostenuto. E major, .

2 Oboes 2 Trombones

2 Clarinets in B-flat Strings

2 Horns in E-flat Bass solo

2 Trumpets in E-flat

The high priest's recitative (Figure 77) starts over a

soft tremolo in the strings. Over a series of diminished

seventh chords, interrupted by orchestral material based on

bar 168 below, the declamation continues through the keys of

A major and E major. The final unison E passes to an F-

sharp, leading to the following chorus in G.
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Fig. 77--Die Ruinen von Athen, Number 6a,
bars 166-169

What is most notable is the wide range of the bass

voice, extending two octaves (Figure 78a) in this piece.

In the coming aria, Number 7a, the voice will be required

to go still a third lower (Figure 78b). It is to be

Fig. 78--Die Ruinen von Athen, Range of the
bass voice in (a) Number 6a, and

(b) Number 7a

presumed that Beethoven knew the capabilities of the basso

for whom he was writing.

7. Chorus: "Wir tragen empf'dngliche Herzen im Busen"

Allegro ma non troppo. G major, 3/4.

2 Flutes Strings

2 Clarinets in A Chorus: SATB
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This chorus is in two-part song form, and begins with

a soft orchestral introduction based on material (Figure 79)

*gas-| X6-0

Fig. 79--Die Ruinen von Athen, Number 7, bars 16-20

sung by the chorus immediately thereafter. At bar 25, the

second section starts with a descending melody (Figure 80),

~* I

Fig. 80--Die Ruinen von Athen, Number 7, bars 26-28

leading to the dominant. In the ensuing phrase, ascending

broken chords enter in free imitation in the chorus. Following the

retransition to the tonic at bar 49, the first section is

repeated. Material taken from the ascending portion of the

mono --I--
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second section again enters imitatively. The coda forms an

extension of the tonic cadence and leads to the next aria.

7a. Aria and Chorus

Adagio. C major, 2/4.
Lento. C major, C.

2 Horns in F
2 Horns in C
2 Bassoons

Strings
Bass solo

Presto, allegro con brio. C major, C.

2 Flutes Timpani in C-G

2 Oboes 3 Trombones

2 Clarinets in C Strings

2 Bassoons Bass solo

2 Horns in C Chorus: SATB

2 Trumpets in C

In addition to a bass solo of wide range (mentioned

earlier), this aria boasts an obbligato section for four

horns (Figure 81), no less florid or treacherous than that

PF T
Fig. 81--Die Ruinen von Athen, Number 7a, bars

88-90

accompanying Leonora's aria "Komm Hoffnung" in Fidelio. The

horns and bassoons introduce the singer, who enters at

i m al

I
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bar 92 with the first motive (Figure 82). It is followed by

Fig. 82--Die Ruinen von Athen, Number 7a,
bars 92-95

four phrases of related material, embellished by the horns.

Still more related material, beginning on the dominant

(Figure 83), presented at bar 109, is repeated and extended

E~~~~E ~EF

Fig. 83--Die Ruinen von Athen, Number 7a,
bars 109-111

before the tonic returns at bar 128. The melody here is

still from Figure 83, and leads to a cadence ending, in
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bar 139, on the bass's low C. It will be noted, however,

that two alternative endings are supplied for the singer

whose range does not extend to this depth.

The full orchestra enters on the dominant as the bust

of the Emperor appears on the stage. This leads to a bass

solo in the tonic (Figure 84), which is repeated by the chorus.

cigsera 6ei*

Fig. 84--Die Ruinen von Athen, Number 7a,
bars 144-147

A second phrase in the dominant is treated similarly, pro-

ceeding into a section, at bar 165, where the phrases "Er

ist's" and "wir sind erhdrt" are alternated between soloist

and sections of the chorus. This ends on a sustained

dominant chord. Now in the tonic (bar 174), the bass is

given a florid passage to soft unison accompaniment in the

strings. At bar 186, the chorus again enters for another

eight bars before the piece comes to a close.

8. Chorus: "Heil unserm Kiinig'."

Allegro con fuoco. A major, C.
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2 Flutes 2 Trumpets in D

2 Oboes Timpani in D-A

2 Clarinets in A 3 Trombones
2 Bassoons Strings
2 Horns in A Chorus: SATB

2 Horns in D

The first thirty-two bars of this chorus form an intro-

duction. It opens with the statement in full orchestra and

chorus of Figure 85. During cadences on the subdominant and

u 4La K

At M44o

Fig. 85--Die Ruinen von Athen, Number 8, bars 3-4

flat submediant in bars 15 and 26, respective-ly. Beethoven

emphasizes the word "Gott" in much the same way as in the

later Ninth Symphony. The music moves to the tonic and the

principal theme (Figure 86) at bar 32. This enters

- 4

Fig. 86--Die Ruinen von Athen, Number 8, bars 40-43
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imitatively in the chorus at eight-bar intervals. At bar 72,

the material is given a fortissimo statement and is concluded

with an extension (Figure 87). This theme is repeated

4 _____

duS H Vi LJ e i ' I~

Fig. 87--Die Ruinen von Athen, Number 8,
bars 78-81

in augmented rhythm and at bar 94, the principal theme

(Figure 86), somewhat altered melodically, is heard again.

At bar 117, the theme is presented another time in imita-

tion. With the material of Figure 87, it comes to pauses

on E-flat, the enharmonic equivalent of D-sharp, in bars

160 and 172, resolving into the dominant seventh each time.

The principal theme (Figure 86) is stated once more, and the

words "bis in den Tod" enter softly in imitation before the

fortissimo final bars.

Die Weihe des Hauses: the Play

and the Music

Die Weihe des Hauses is only a slight alteration of

Die Ruinen von Athen. Thespis and Apollo, after surveying
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the ruins of the ancient Temple of Art, travel to Vienna

where they are joined by personifications of Dance, Satire,

Melodrama and others in inaugurating a new Temple of the

Muses. From the point when the procession enters the temple,

the action and music, though related to Vienna instead of

Pesth, is identical with that of Die Ruinen von Athen.1 1 3

From the earlier play, Beethoven transferred Numbers 1,

2 (with Meisl's text), 5, 6 (published separately as Op. 114),

6a, 7, 7a and 8 for use in Die Weihe des Hauses. Newly com-

posed works were the overture and a chorus to accompany

dancers onstage. This is the only instance of dance music

in any of the plays.

OvertureI 14

Maestoso e sostenuto. C major, C.
Un poco pii vivace. Same key and meter throughout.

Meno mosso.
Allegro con brio.

2 Flutes 2 Trumpets in C

2 Oboes Timpani in C-G
2 Clarinets in C 3 Trombones

2 Bassoons Strings
4 Horns in C

The overture opens with a series of rhythmic chords,

which leads to a march (Figure 88), played softly in the

winds and punctuated by pizzicato strings. The trombones,

11 3For the complete text of Die Weihe des Hauses, see

Nottebohm, op. cit., pp. 386-402.

1 1 4For a more detailed analysis of this work, see

D. F. Tovey, Essays in Musical Analysis, 6 vols. (London,

1935-1939), II, 156-170.
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Fig. 88--Die Weihe des Hauses, Overture, bars 5-8

which do not play after the march, add dignity to the con-

necting material between phrases. At bar 21, the march is

repeated by the full orchestra, and leads to a fanfare

section in the trumpets. This is accompanied by a running

passage in the bassoons and chordal punctuation in the rest

of the orchestra. A fugato section (Figure 89) in the

Fig. 89--Die Weihe des Hauses, Overture, bars 55-56

strings and woodwinds enters on the dominant at bar 55, and,

after a forte episode, settles into a quiet passage still in
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the dominant. This leads to the exposition at bar 88. The

material (Figure 90) is in the nature of a double fugue;

s ~ f 'I

Fig. 90--Die Weihe des Hauses, Overture, bars 88-90

the answer enters at the interval of five bars. The tonic

is thoroughly confirmed after several entrances. The material

shifts to the subdominant at bar 125, where a fugato treat-

ment of the first subject begins, accompanied by a circum-

scription of the original tones of the countersubject. The

tonal region of the submediant minor leads suddenly back to

the tonic of the recapitulation at bar 176. In this presen-

tation, the countersubject is altered into a running scale

figure. After six entries, the music comes to a climax on

the dominant before entering the coda at bar 200. The first

subject reappears in stretto passages. The episodes pass

through the subdominant, flat submediant and dominant regions

before reaching the final triumphal cadential material.



118

Chorus: "Wo sich die Pulse"

Allegro ma non troppo e un poco maestoso. B-flat major, 2/4.

Andante arioso e cantabile. E-flat major, 3/4.

Vivace. G major, 2/4.

Vivace. G minor, 2/4.

Tempo I. B-flat major, 2/4.

Presto. B-flat major, 2/4.

2 Flutes
2 Oboes
2 Clarinets in B-flat
2 Bassoons
4 Horns in B-flat basso

2 Trumpets in B-flat
Timpani in B-flat-F
Strings
Chorus: SATB

After a ten-bar introduction based on the principal

theme, the chorus enters with the theme (Figure 91) at bar 11.

a .k 1% I

r Fr I 2I

Fig. 91--Die Weihe des Hauses, Chorus, bars 11-14

A second section for soprano solo, an elaboration and exten-

sion of the first, starts at bar 25, leading from the dominant

back to the tonic. The chorus returns with the initial idea

at bar 57. In the region of the subdominant, a solo violin

passage (Figure 92), based on the principal theme, with light
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Fig. 92--Die Weihe des Hauses, Chorus, bars 72-76

woodwind accompaniment, enters at bar 72. The soprano joins,

and the two solos alternate embellishments of the phrase. A

new section (Figure 93) in the submediant major, for soprano

VMoor
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Fig. 93--Die Weihe des Hauses, Chorus, bars 104-107

and flute, is also based on the principal theme. The solos

alternate with a few voices in the chorus before coming to

a section in G minor, the submediant. Its melodic

material is an elaboration of portions of the previous
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episode. At bar 172, the principal theme (Figure 91) returns

in the tonic, and comes to rest on the subdominant at bar

189. The final presto section, with material from Figure 91,

resolves to the tonic at bar 246. At this point the chorus

ceases and the orchestra plays sixty-three bars of cadential

material to accompany dancers onstage, before coming to a

close.

March and Chorus: "Schmiickt die Alt'are'."

Assai moderato. E-flat major, C.

1 Piccolo 2 Trumpets in E-flat

2 Flutes Timpani in E-flat-B-flat

2 Oboes 3 Trombones

2 Clarinets in B-flat Strings

2 Bassoons Chorus: SATB

2 Horns in E-flat

Essentially, there is no difference between this piece

and Number 6 of Die Ruinen von Athen. The other was written

for on-stage band as well as pit winds; here the music is

played entirely in the orchestra. The chorus finishes at

bar 119 in the earlier version; in this one they sing up to

and including the final note. The words in this additional

portion only are by Meisl. In both versions, the text up to

bar 119 is that of Kotzebue. The dynamic marking at this

point in 1811 was "ff"; in 1822, with added chorus, it became

"fff t?



CHAPTER IV

THE LATER PLAYS

Tarpeja: Historical Background

In 181:3 Beethoven composed some musical numbers for the

tragedy, Tarpeja, by Christoph Kuffner. The play dealt with

a maiden who betrayed Rome during its conflict with the

Sabines.

Kuffner was born in Vienna in 1780 and died there in

1846. In addition to his literary endeavors, he studied

voice and violin. Czerny reported that Kuffner wrote the

text to Beethoven's Choral Fantasia, Op. 80. Beethoven, as

late as 1826, expressed high admiration for the poet's works.2

Tarpeja was first performed in the Hofburgtheater in

Vienna on March 26, 1813, for the benefit of the pensioned

actor Joseph Lange (1751-1831), 
Mozart's brother-in-law.

Beethoven's contributions were a "Triumph-Marsch" and an

Introduction to Act II. The play met with no success and

was withdrawn after its second performance.
3  On May 1, 1813,

lThayer, 2_.2 it., II, 245.

2 Paul Nettl, Beethoven Encyclopedia (New York, 1956),

pp. 116-117.

3 Georg Kinsky, Das Werk Beethovens, edited by Hans Halm

(Munich, 1955), pp. 329-330.

121
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the march closed a concert given by Schuppanzigh in the

Augarten.4 The Hoftheater Musik-Verlag 
in Vienna published

a piano arrangement of the march in 1813,5 and in 1819

included it in a collection called "Die musikalische Biene"

("The Musical Bee").
6

Beethoven wrote to C. F. Peters on June 5, 1822, offer-

ing many compositions 
as well as another proposition:

As to instrumental music I could let you have the

following: A grand march for full orchestra with

pianoforte arrangement for 12 ducats. It was

composed for the tragedy Tarpeja. .o.

But what I have more at heart than anything

else is the publication of my collected works, for

I should like to arrange this during my lifetime.
7

It would seem that Peters was not interested in the march,

and, as can be gathered from Beethoven's 
later letters to

him, virtually ignored the possibility of a complete edition

of the composer's works.

On May 31, 1826, Beethoven wrote to the Berlin publisher

Adolf Martin Schlesinger:

* . .the following trifles are ready: serenade or

Gratulations-menuett and an entr'acte, both for

full orchestra. I could let you have both for 20

ducats.8

4 Thayer, _R. cit., II, 250.

5 Kinsky, .
2 cit ., p. 430.

6 Gustav Nottebohm, Ludwig van Beethoven: Thematisches

Verzeichnis, reprint of 1868 edition (Leipzig, 1925), p. 139.

T Anderson, 2. cit., II, 948-949.

8Ibid., III, 1288.
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The latter work is probably the introduction to Act II of

Tarpeja. Less than a week later, on June 3, Beethoven

offered the same two pieces at the same price to Heinrich

Albert Probst of Leipzig.9

The full score of the march was first published in the

Breitkopf and Hairtel Gesamtausgabe in 1864, and the entr'acte

in 1938 by B. Schotts SOhne.10

Tarpeja: the Music

Triumph March

Lebhaft und stolz. C major, .

2 Flutes 2 Horns in C

2 Oboes 2 Trumpets in C

2 Clarinets in C Timpani in C-G

2 Bassoons Strings

This march opens with a unison fanfare in the trumpets

and horns, identical with the first theme (Figure 94), which

Fig. 94--Tarpeja, Triumph March, bars 1-4----- .---.--

9 Ibid., p. 1289.

10 Kinsky, op_. cit., p. 330.
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enters softly at bar 5 in the strings, bassoons and brass.

The upper winds join in a fortissimo statement of the theme

at bar 20, which leads to the middle section in the dominant

at bar 34. The triplets in this theme (Figure 95) are in

,3

Fig. 95--Tarpeja, Triumph March, bars 33-35

contrast with the dotted rhythms of the first theme. At

bar 49, the principal section returns fortississimo, and

after one statement of the theme, leads to cadential material

in which the dotted and triplet rhythms are simultaneously

contrasted beginning at bar 56.

Introduction to Act II

Alla marcia, ma non troppo presto. D major, C.

2 Flutes 4 Horns in D

2 Oboes 2 Trumpets in D

2 Clarinets in A Timpani in D-A

2 Bassoons Strings

After a sustained orchestral unison on the tonic, the

strings punctuate the brass in the theme (Figure 96). At

bar 10, its consequent is heard and leads to triplet patterns
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Fig. 96--Tarpea, Introduction to Act II

bars 2-4

on an extended cadence, proceeding to the theme again at

bar 19. At the end of this statement, the curtain rises at

bar 31 while the triplet pattern confirms the tonic. The

coda, beginning at bar 36, includes material from the con-

sequent in the horns over tonic punctuation in the strings.

It is notable that throughout this interlude, Beethoven

exaggerates many of his dotted rhythms into double-dotted

figures, perhaps foreshadowing the principal theme of the

first movement of the Ninth Symphony.

Die Rute Nachricht: Historical Background

On March 30, 1814, the allied armies occupied Paris.

The event had been expected for some time, and it had been

decided earlier that when the news of the capitulation

11 James M. Thompson, "France," Encyclopaedia

Britannica, Vol. IX (Chicago, 1968).
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reached Vienna, the victory would be celebrated by an ap-

propriate performance 
at the court opera. To this end,

Georg Friedrich Treitschke 
wrote a singspiel in one act

12

entitled Die gute Nachricht (Good Tidings).

Treitschke (1776-1842) was a poet, theatrical producer

and actor. Born in Leipzig, he came to Vienna about 1800.

During the French occupation in 1809, he was deputy director

of the Theater an der Wien. Later he became r gisseur and

librettist at the Kdrnthnerthor Theater. He and Beethoven

seem to have met about 1811 and thought out various plans for

operasbeginning with Les Ruines de Babylon and ending with

Romulus, plans which, however, never matured.
1 3

But for a time Beethoven was closely associated with

Treitschke, who revised Sonnleithner's text to Fidelio for

the second revival of the opera on May 23, 1814.14 It was

during this time that they collaborated for part of Die gute

Nachricht. Of the nine pieces in the singspiel, Beethoven

was alloted the final chorus "Germanias Wiedergeburt"

("Germany's Rebirth"); the other pieces went to Hummel,

Mozart, Weigl, Gyrowetz and Kanne.
1 5

12 Thayer, 2E. cit., II, 268.

1 3 Anderson, p. cit., I, 323.

14Ibid.

15 Nottebohm, Ludwig van Beethoven: Thematisches

Verzeichnis, p. 160.
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While work was proceeding on both projects, consider-

able correspondence was exchanged between Beethoven and

Treitschke. It would appear that work had been started on

Die gute Nachricht more than a month before the actual fall

of Paris. Some time prior to February 27, 1814, Beethoven

wrote to Treitschke:

I have not yet given your song a thought, but

I will set to work on it at once. Perhaps I shall

call on you this afternoon, in order to give you

my opinion of the song--I cannot say for certain

whether you can rehearse as soon as Monday, but

certainly any day after that.
1 6

Some time in March, Beethoven again wrote to him about

"Germania," "You can have your song--on whatever stroke of

the clock you fix for me . . ."17 And again in March:

"Look at the date, my very dear Tr[eitschke]' It only oc-

curred to me afterwards that the song had already been com-

posed before I met you."1 8

With his next letter, also of this month, Beethoven

evidently sent the score of "Germania" to Treitschke, along

with his firm intentions of continuing the revision of

Fidelio:

Here, dear and beloved friend T[reitschke],

is your song. I have read with great pleasure

your corrections for the opera. And now I feel

1 6 Anderson, 2p. cit., I, 447.

17Ibid., pp. 448-449.

18 Ibid., p. 449.
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more firmly resolved to rebuild the desolate ruins

of an old castle. 1 9

In early April, final plans were being made for the per-

formance, as is indicated here:

Dear TreitsChke'
Have the soprano part copied in the tenor

clef for Ehlers who--if I remember rightly--

takes the part of the lover in your operetta (I

refer to the final chorus).
In haste, your

Beethoven

P.S. If you want to use in your operetta the aria

(Kriegslied) for the allied armies (by Bernard)

which I set to music, you are welcome to do so.

Just as Weinm~iller leads the singing in "Germania,"

Ehlers would lead the singing in that aria--2 0

The singspiel Die gute Nachricht opened at the

Karnthnerthor Theater on April 11, 1814, with Weinm'iller

singing the bass solo.2 1

In a letter evidently dating from some time later in

the month, Beethoven wrote,

I request you, dear T[reitschke], to send

me the score of the song, so that the note

inserted may be written out in all the instru-

mental parts--By the way, I shall not be the

slightest bit offended if you want to have it set

to music again by Gyrowetz or somebody else, but

I should prefer Weinmiller. For I lay no claims

whatever to it. At the same time I refuse to

allow another, whoever he may be, to alter my

compositions-_22

Later, Beethoven wrote to the Archduke Rudolph,

19 Ibid., p. 450. 
2 0 Ibid., p. 451.

2 1Ibid., p. 447. 
2 2 Ibid., p. 454.

mono I'll-illigi.i I
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I have only this moment received the score

of the final chorus. So I must ask you to forgive

me for letting you have it so late--Since on

account of its size the score can certainly not

be used. Y.I.H. had better have it copied--I

wanted to bring it to you myself, but since

Sunday I have again been afflicted with a heavy

cold..

Beethoven eventually sent the score later in April:

The song "Germania" belongs to the whole

world, that is to say, to everyone who is inter-

ested in it--and to you--in preference to every-

one else, just as I too belong to you--I wish

you a pleasant journey to Palermo--
2 4

Such lofty thoughts are contradicted in this very materialis-

tic letter to Treitschke:

Here dear false poet, is the bill for the

song. I paid 15 kreuzers a sheet myself, but as

the theatre is a fool and as poor as a church-

mouse; I too am a weakling financially, I shall

be satisfied with 13 kreuzers. All good wishes,

poet and thinker.
2 5

The repetitions of Die gute Nachricht came to a conclu-

sion with the performance in the Kdrnthnerthor Theater on

May 3, and the beneficiaries became 
increasingly impatient.

Treitschke wrote to Beethoven and asked him what use was

to be made of the chorus "Germania."
2 6 Beethoven, in a

generous mood, replied,

I am infinitely delighted that you are

satisfied with the chorus--It was my opinion

that you should turn all the numbers, and

therefore my own also, to your advantage. But

23 Ibid., p. 451. 2 4 Ibid., p. 452.

25 Ibid., p. 453. 
2 6 Thayer, .2pR. cit., II, 276-277.
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if you refuse to do this, then I should like my

contribution to be sold entirely for the benefit,

in some way, of the poor-- 2 7

A piano-vocal score of "Germanias Wiedergeburt" 
was

published in June, 1814, by the Hoftheater Musik-Verlag in

V en a28
Vienna.2

Die ut Nachricht: the Music

Chorus: "Germanias Wiedergeburt"

Feurig, jedoch nicht zu geschwind. B-flat major, C.

Pili Allegro. B-flat major, 4.
2 Flutes 2 Trumpets in B-flat

2 Oboes Timpani in B-flat-F

2 Clarinets in B-flat Strings

2 Bassoons Bass Solo

2 Horns in B-flat Chorus: SATB

After a single bar of orchestral introduction, the bass

enters with the principal theme (Figure 97). This is

Fig. 97--Die gute Nachricht, Chorus, bars 1-5

2 7 Anderson, op. cit., I, 456.

2 8 Nottebohm, Ludwig van Beethoven: Thematisches

Verzeichnis, p. 160.
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reiterated by the chorus before the bass sings the consequent

phrase. The chorus confirms the cadence at bar 23 and the

orchestra plays an interlude characterized by dotted rhythms.

The music to this point is played again to each of three

stanzas before proceeding. The music to the fifth stanza,

similar to the above, is written out and pauses in mid-

consequent. At Pitu Allegro (bar 41), the new ending

(Figure 98), which glorifies the king's name, is introduced

Fig. 98--Die gute Nachricht, Chorus, bars 41-44

by the bass, repeated by the chorus, and leads to tonic

cadential material on the word "Germania'."

Leonore Prohaska: Historical Background

Johann Friedrich Leopold Duncker (?-1842), secretary

to the privy council of Prussia, accompanied King Friedrich

Wilhelm III to the Congress of Vienna in 1814-1815. During

Aiiojxo
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his stay in the city, he lived with the family of Giannatasio

del Rio. 2 9

Duncker brought with him a 
play Leonore Prohaska, which

he hoped to have produced there.
3 0  The subject had to do

with a gallant Potsdam maiden, born on March 4, 1785, who,

disguised as a volunteer rifleman named Renz, fought through

the war of liberation. She was mortally wounded in the battle

of Gdrde on September 16, 1813, and died in Dannenberg on

October 5.31 This same subject had been treated by the

author Piwald in Das Mdchen von Potsdam, which was performed

in the Leopoldstadter Theater on March 1, 1814.32

Through the del Rios, Duncker made the acquaintance of

Beethoven, and arranged for the composer to write some inci-

. 33- 854Thmsi s

dental music for his play early in 1815.34 The music was

written, but Leonore Prohaska was never performed. 
Fanny

del Rio in her diary remarked that the Viennese censor pro-

hibited it. In all probability Piwald's play was the true

obstacle,35 as there was little further public interest in

the subject.
3 6

2 9 Anderson, 92pL. cit., III, 1001.

3 0 Thayer, 2p. cit., II, 298.

3 1 Kinsky, 2p. cit., p. 553. 3 2 Nettl, _p cit., p. 44.

3 3 Anderson, op. cit., III, 1001.

3 4 Kinsky, . cit., p. 553. 3 5 Nettl, op. cit., p. 44.

3 6 Willy Hess, Beethovens Oper Fidelio 
(Zurich, 1953),

p. 13.
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Beethoven's four musical numbers were not published

until 1888, when they were included in the Gesamtausgabe.37

Leonore Prohaska: the Music

1. Warriors' Chorus: "Wir bauen und sterben"

No initial tempo indication; adagio (final cadence).

B-flat major, 2/4.

Chorus: TTBB

Beethoven seldom made use of unaccompanied voices except

in his vocal canons. This "Krieger-Chor," which describes

the joys of defending freedom and love, is the first of two

such instances in the incidental music.

In the opening bars (Figure 99), Beethoven displaces the

natural rhythm of the poem, the first line of which reads,

Fig. 99--Leonore Prohaska, Number 1, bars 1-5

"Wir bauen und sterben; Aus Triimmern ersteht" in a dactylic

meter. After a general pause in bar 4, the more natural

3 7 Kinsky, p. cit., p. 553.
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rhythm is adopted. From the above example, one can see the

great melodic interest in this piece. After a tonic cadence

in bar 10, the voices enter imitatively in the closing sec-

tion, leading to the final tonic. The same music is employed

for all three stanzas.

2. Romance: "Es bltiht eine Blume"

In gehender Bewegung. G major, 6/8.

Harp 
Soprano solo

This song tells of the thoughts inspired by gazing at a

flower. Here is one of only two pieces Beethoven wrote for

the harp. The other, which includes a much more idiomatic

part for the instrument, occurred in the Prometheus ballet

music of 1801. The only arpeggio in the piece leads directly

into the opening chord. The remainder of the accompaniment

is chordal and melodic.

The four-bar introduction in the tonic is based on the

principal theme (Figure 100) that enters immediately thereafter.

SF. Es bM e t ;m- e 6I'e Im - 4e

#ap+*-

Fig. 100--Leonore Prohaska, Number 2, bars 5-7
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The length of the two phrases, four and six bars each, is

determined by the text. The poem consists of four stanzas,

each of which is sung to this music before the thematic

closing material in the harp.

3. Melodrama

Feierlich doch nicht schleppend. D major, 3/4.

Glass harmonica

Here is the only example in Beethoven's works of music

for the glass harmonica, an instrument that was the rage in

Mozart's time. This is not the more elaborate melodrama

music of Egmont or K6nig Stephan, but instead a series of

simple three-part chords in the simplest of rhythm (Figure 101).

Fig. l0l--Leonore Prohaska, Number 3, bars 1-4

These musical interjectiOns contain no dramatic tone painting

or even melodic interest.
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4. Funeral March

Im gehender annehmlicher Bewegung. 
B minor, C.

Same tempo indication. B major, C.

2 Flutes 2 Horns in E

2 Clarinets in A Timpani in B-F-sharp

2 Bassoons Strings

2 Horns in D

This piece is an orchestration of the "Marcia funebre

sulla morte d'un eroe" from the A-flat major pianoforte

Sonata, Op. 26. Beethoven transposed the key from A-flat

minor to B minor and used the darker orchestral timbres almost

throughout. Oboes and trumpets are omitted entirely; the

violins never venture above the treble staff.

The winds and low strings present the principal theme

(Figure 102) softly without introduction. The upper strings

4i W

Fig. 102--Leonore Prohaska, Number 4, bars 1-2

punctuate the rhythm every fourth measure to bar 16, and then

play continuously until the restatement of the main theme in

bar 21. They join in closing material and the following

middle section in the tonic major at bar 31 (Figure 103),
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Fig. 103--Leonore Prohaska, Number 4, bars 31-33

which features antiphonal interplay between the strings and

winds. The first thirty bars are repeated and lead to a

four-bar closing section. In the Sonata, this return is

written out with some variation; in this version, it is re-

peated literally.

Die Ehrenpforten: Historical Background

In July of 1815, Paris again capitulated. To celebrate,

Treitschke wrote another short dramatic piece, entitled Die

Ehrenpforten (The Triumphal Arches) which was similar to Die

gute Nachricht of the previous year. 3 8  Again, the music was

to be a composite effort of several composers: Hummel, Weber,

Weigl, Seyfried, Gyrowetz, Hsndel and others. Once more, the

final chorus "Es ist vollbracht" ("It Is Fulfilled") fell to

Beethoven. It was first performed in the K'arnthnerthor

3 8 Thayer, p. cit., II, 317.
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Theater on July 15, 1815,39 to be repeated the next day and

again on the 23rd.40 On July 24, S. A. Steiner of Vienna

published the work in piano arrangement.
4 1

For the nameday of the Emperor, Die Ehrenpforten was

revived "with appropriate changes" on October 3 and 4, 1815,

but (according to the theater bills) with the chorus

"Germania" substituted for "Es ist vollbracht."42

On July 19, 1816, Beethoven wrote to the publisher,

Gottfried Christoph H'drtel, offering, among other things,

"a grand scena for bass voice with several choruses (German

text)," which was probably the score to "Es ist vollbracht."4 3

Die Ehrenpforten: the Music

Chorus: "Es ist vollbracht"

Risoluto. D major, C.
poco Adagio. Same key and meter throughout.

sempre piu Allegro.
Presto.

2 Flutes Timpani in D-A

2 Oboes 3 Trombones

2 Clarinets in A Strings

2 Bassoons Bass solo

2 Trumpets in D Chorus: SATB

2 Horns in D

3 9 Nottebohm, Ludwig van Beethoven: Thematisches

Verzeichnis, p. 161.

4 0 Thayer, op_. cit., II, 317.

4 1 Nottebohm, Ludwig van Beethoven: Thematisches

Verzeichnis, p. 161.

4 2 Thayer, op_. cit., II, 317.

4 3 MacArdle and Misch, op. cit., pp. 181-182.
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After an introduction emphasizing dotted rhythms, the

bass enters with the refrain (Figure 104). This theme is

Fig. 104--Die Ehrenpforten, Chorus, bars 4-8

repeated by the bass and chorus between each of the four

stanzas of the song. At bar 11, the soloist sings the first

stanza (Figure 105) which leads from dominant to tonic.

-1& #,0 1I 1 1 i J. h
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Fig. 105--Die Ehrenpforten, Chorus, bars 11-15

This melody is used for all four stanzas, each time with a

different orchestral accompaniment. The first statement is
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accompanied by chords in the strings and winds, the second,

from bar 43, by a syncopated figure in the strings, horns

and brass. After a short orchestral interlude reminiscent

of the introduction, the bass sings the third stanza at

bar 76 over a dotted figure in the strings and winds. For

the fourth stanza at bar 107, a triplet figure is added to

the dotted material. The poco Adagio section brings a short

quotation (Figure 106) from the "Emperor's Hymn" by Haydn,

$OPR4 Alf.oR

-A

Fig. 106--Die Ehrenpforten, Chorus, bars 134-139

sung by the bass, before the final choral statement of the

refrain (Presto) and closing material on the tonic.

Wilhelm Tell: Historical Background

Beethoven, though desirous of composing music for

Schiller's Wilhelm Tell, was denied the opportunity in 1809

when that commission fell to Gyrowetz, and he was assigned

04 its A~xV~NOO TAW
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Egmont instead.44 He was never to write a full set of inci-

dental music for the play, but he did manage to set one exerpt.

This is the chorus, "Rasch tritt der Tod" ("Death Comes

Quickly"), sung as the compassionate brothers form a circle

around the dead Gessler in Act IV of the play.45 Though this

music was not written for a specific stage production, it is

of sufficient interest for inclusion in this discussion.

On May 2, 1317, Beethoven's friend, the violinist

Wenzel Krumpholz, died suddenly of apoplexy while walking

on the Glacis.46 The next day Alois Fuchs, 18, a pupil of

Krumpholz, visited the composer, who wrote the monks' chorus

in his album with the superscription "Zur Erinnerung an den

schnellen und unverhofften Tod unseres 
Krumpholz am 3. Mai

1817" ("In memory of the sudden and unexpected death of our

Krumpholz on May 3, 1817").47

Franz Sales Kandler, compiler of an anthology of poetry

suitable for musical composition, served on the Imperial War

Council and was kept in Italy on official business from 1817

until 1826. Beethoven wrote the Tell chorus in Kandler's

album before the councillor's departure in May, 1817.48

4 4Thayer, 2p. cit., II, 153.

45Ibid. p. 365.

4 6The sloping area where the old Viennese city walls

once stood.

4 7 Nottebohm, Ludwig van Beethoven: Thematisches

Verzeichnis, p. 161.

4 8 Anderson, p2 cit., III, 1415.
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Wilhelm Tell: the Music

Chorus: "Rasch tritt der Tod"

Ziemlich langsam. C minor, C.

Chorus: TTB

This album piece describes 
the suddenness with which

death overtakes man. It is the second example in the

incidental music of a chorus for unaccompanied male voices.

The twelve-bar piece 
consists of six phrases determined by

the text. The first (Figure 107) is typical in its static

Fig. 107--.Wilhelm Tell, Chorus, bars 1-2

melodic and harmonic material, 
which remains constantly in

the tonic region.



CHAPTER V

CONCLUSION

In the foregoing chapters, it has been shown that

Beethoven composed much of his incidental music only to fill

the terms of a commission, with little thought of its im-

mortality.

Perhaps for this reason, the pieces themselves are un-

exceptional and betray the routine in which they were written.

The definable forms which the composer used in this music are

generally two- and three-part song forms. The ternary design

was even employed in two of the overtures, instead of the

more usual sonata-allegro form. Many of the pieces are in

no particular form other 
than that suggested by the text.

Especially notable among these pieces are the melodramas,

in which the music serves as background for a speaker. In

general, there is nothing startling in the tonal relation-

ships within the several pieces, nor is the harmony out of

the ordinary. In only a few instances does the choice of

instruments diverge from the functional scoring which is

otherwise prevalent throughout.

Beethoven correctly regarded this music as occasional

in nature and not among his greatest works. Nevertheless,

143
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he was not ashamed of the results, and, in fact, encouraged

performances of the material whenever 
possible. Such an

attitude is not an unhealthy one, and might be adopted by

many present-day conductors 
who are searching for lesser

known works by the great composers to include on their pro-

grams. Thus, the incidental music of Beethoven, despite its

occasional nature, repays the close attention it has been

given here.
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