Sketches for the Oratorio

Chyristus am Olberge, Opus 85
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he oragorio Cliristis am Choerg had been given its first pe rtormance on
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April 5, 1803, and accordingly the bulk of the preliminary sketching fot

it had taken place in the Wiclhorsky skerchbook, w here it occupies al-

most cighty pages at the end of the book.' Bur the sketches in Landsberg 6, as

Tvson shows. were undoubredly made in connection with Beethovenss revision of
the wodk 55 he prepared for its second performance, on March 27, 1804. As we
saw in chapter 3, Tyson also posits the existence of another skerchbook berween
Wiclhorsky and Landsberg 6, now lost, which should have contained additional
skerches tor the oratorio,

The Landsberg 6 skerches for Christus am Olberge are all for the first two num-
bers. Tvson points out that the sketches for No. 1 belong to two passages, one in
the middle and another ar the end. Tyson writes, “The 1803 version of the aria in
the first number has not survived complete, but a sufficient number of deleted bars
remain in the Berlin score [Artaria 179] to show that m. 162 was originally fol-
lowed by a turti in E* forming the ritornello.™ Apparentdy, Beethoven's firse gk in
revising this number in Landsberg 6 was to rework this passage so that it did not
cadence in E2. On page 172, st. 1, he sketches mm. 163-71, and the F on the word
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Op. 85, Mo, 1. reversal of dominant
v 123-24 and 162-63

FIGURE 30.
harmonies between mn

123 dominant of ¢ minor

.
m. 124 dominant of E> major
m. 162 dominant of E* major
m. 163 dominant of C minor
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wmir presumably is part of the same dominant harmony to C we hnd in m. 163 of the
final version. The new harmonic juncrure between mm. 162 and 163 18 partic ularh
remarkable because it reverses the dominant chords found in mm, 123-24 of the
final version, as shown in Figure 30. In the first case, the |1.1E'1m.-n} PR A
Minor I_'n'i.x".lli'ki k> major. In []"I;: a.;.;,nnl_l Case. 1t ti“w’; ill"%E I!'!L' l'-'['}['l'iH'I[i.'.

On page 172, st. 2, Beethoven continues his sketch of mm. f61-=1 with the
i ”'IH.E.‘ m. 171 but che text from m. 124, *Wie ecin Fieberfrost ergreifer mich
die Angst.” On page 173, st 8, m, 4, Beethoven changes this rext to “Meine Scele is:
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e resule is that in the final version, each verse beging (mm. 113 and 170) with the
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Christus am Ol

FIGURE =1, I‘rugh_"-:hlml Hi ﬂ'p. 85, No. 2, mm. 162-63, and (}F. 55, 1V, mm. =11

Beethoven's changes demonstrate the particular attention he pays ro the rela PIOgressic .
nonship between C minor and C major as well as C minor and Eb major. These Christias am € '.'J.u"fu'r-gr. 1803 version—in C minor: V/1] to 111
: kevs were already contrasted in the original version of this aria, but Beethaven Christus am Olberge, revision—in C minor: V/H o V

“Ercica” Symphony, mm. 1-ll—in E* major: V/1ll ro'V

seems to have intensified cheir juxtaposition and created deeper interrelationships
beeween the keys in his revised version,
Philip Gossett points out that Beethoven's “preoccupation with the keys™ of C
minor and major Hourished in the vears 1803-5. Regarding these years, he writes,
*The contrast berween C minor and C major is given prnﬁ}uﬂd symbaolic mean-
ing by Beethoven’s usc of them in his major works: the Eroica Symphony, Christus
am Oelberge, and Leonore,™ The revisions to the first aria in Landsberg 6 reinforce
this key relationship as well as the one berween C minor and E> major. There are
pumerous parallels to the “Eroica” Symphony. Both C minor and E* major are pri-
mary keys of the symphony. In addition, the revised harmonic progression in mm.
16263 of Op. 85, No. 1, aveids a cadence in Eb by utilizing a transposition of the
progression Beethoven also used at the beginning of the fourth movement in the

to mm. 113-207. Within this skerch, at st. 10, m. 6, Beethoven arrives ac m. 167,
beat 1, of the final version, Curiously, chis bar continues as if he was now at m. 194
of the final version. This is possible because both measares 167 and 194 conclude
sections that end with the text “in Glaub' und Hoffnung seid.” The final version’s
bars 168-93 are absent in this skerch.

It is possible that Beethoven planned ar this point in the revision process to
omit the dramatic harmonic shift found in measure 168 of the final version to Be
and Er chords. Beethoven then adds a "+ marker at page 174, st. 10, m. 3, to con-
nect to st. 14. This later line provides many of the missing bars, al[hnugh not the
harmonic shift, and it corresponds to measures 178—94 of the final version.

The sketches on pages 176~77 are for the fugal ending that Beethoven added
to the original 1803 version. The passage goes from measures 207~-98 in the final
version, but the Landsberg 6 sketches continue only to measure 266.

The Wielhorsky and Landsberg 6 skerches are briefly discussed by Anja Miih-
lenweg in her dissercation on the origins of the Christus oratorio, but without pro-
viding transcriptions from cither skerchbook. However, she does point out that in
the surviving autograph scores of both versions of the oratorio, No. 6, the final Trig
of the work, underwent "massive corrections, sketching, and later inscrtions,” and
she suggests chat for chis final number, Beethoven may have proceeded to “recom:
pose the Trio dircetly in the autograph with only a small amount of preliminary
work.” Muhlenweg also points out the existence of a brief skerch for No. 6 on a

symphiony, as presented in Figure 31,

Beethoven's revision of mm. 162—63, accompanying the text “nimm den
Leidenskelch von mir,” keeps the first verse from ending in a key ocher than C mi-
nor. Beethoven’s revision art the end of the second verse accomplishes the same
purpose. The text is again "nimm den Leidenskelch von mir,” and mm. 21618 do
prepare the listener for a strong cadence in C minor. However, the first skerch of
this secrion in Landsberg 6, on page 172, st. 13ff., shows that in the carly sketch,
Beethoven planned to stray from the home key into the remore region of D ma-
jor. By page 173, this modulation is nowhere to be found, and the text “nimm den
Leidenskelch von mic” (st. 15, m. 3 — st. 16, m. 1) cadences firmly in C minor. The
remaining sketches for this aria, on pages 173, 175, 178, and 179, are all devoted to
the closing C-minor material.

Christus am ﬂ!&ergwfs second number, the Seraph's aria, was revised on pages leat (folio 341) of the Berlin MS Aut, 19¢, which she associates with the revision of
174~77. The sketches are almost entirely of those bars in which the chorus of angels the work for its performance in late March 1804,

~was added (mm. 123fF.). Beethoven’s first sketch on page 174, st. 1-12, corresponds

4 Gower, “Aﬂﬁ of Marzelline.” 175. 5. Muhlenweg, “Ludwig van Beethoven, Christes am Oelberge,” 94.
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