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This museum is an appropriate place to celebrate 
Ludwig van Beethoven (Bonn 1770–1827 Vienna), 
one of the world’s greatest artists. The objects here, 
arranged by collections, bear witness to five thou
sand years of cultural history up to the Age of En
lightenment – that is, to the end of the eighteenth 
century. More than any of his contemporaries, 
Beethoven embodies, in both his personality and 
oeuvre, the pioneering spirit that swept through 
Europe at that time. As the old social order – rep
resented here by the Habsburg collections – began 
to crumble around him, Beethoven erected his 
mighty monument of sounds, proclaiming the 
start of a new era. Confounding all attempts at 
 categorization, his music challenges us, operating 
in special and unexpected ways. Everything that he 
created opens up new horizons.

BEETHOVEN MOVES



 The sequence of rooms in the exhibition 
relates to Beethoven’s life only in a very  general 
sense. Divided according to themes, they are 
conceived as a series of tableaux, each based on 
distinct compositional principles. Indeed, the 
interplay between the various architectural set
tings is rather like that between the movements 
of an orchestral work. This diversity in the rooms 
is matched by the variety of the listening experi
ences on offer, the media of the artworks and the 
approaches taken by the artists. Visitors will not 
find any directions telling them how they should 
move through each room. For a true experience of 
Beethoven depends on paying heed to one’s inner 
voice – as when listening to music in general. As 
we strive to emotionally relive the relations be
tween music, words, imagery and movement, we 
should just let our body find its place within the 
surrounding space.
 Beethoven Moves is thus intended as an invita
tion to enter into a very personal encounter with 
the great composer whose 250th birthday we are 
celebrating this year. SW 

ʻBut true art is self-willed 
and will not let itself be 
forced into flattering 
forms.̓

Ludwig van Beethoven, conversation book 9, sheet 11r, c.11–14 March 1820



AYŞE ERKMEN  (b.1949)

esile rüf
2020 
Sound installation, 2:49 min.  
On loan from the artist and Galerie Barbara Weiss (Berlin), Barbara Gross 
Galerie (Munich) and the Dirimart Gallery (Istanbul)

Beethoven is there to greet us already on the museum’s front 
steps. Recalling the strings over the sound box of a string 
instrument, a coloured ribbon is stretched across the façade, 
as if the building itself were an instrument. Like the clap-
pers on the bells in a belfry, two loudspeakers hang from the 
turrets, at the same level as the sculptures to the left and right 
of the entrance that represent Painting and Sculpture. Ayşe 
 Erkmen’s creation thereby emphasizes that the visual arts 
and music express, by different means, the very same human 
emotions. It also conveys something of Beethoven’s individu-
ality. To that end our artist selected Beethoven’s famous piano 
piece Für Elise (1810). However, by having the well-known 
notes played backwards, she generates provokingly new pat-
terns. The music sounds unfamiliar, yet the sequence of tones 
is still melodious. We are thus able to experience a phenom-
enon that preoccupied Beethoven throughout his life, namely, 
that hearing – and seeing, too, of course – is very much linked 
to remembering. SW

01 JOHN BALDESSARI (1931–2020)

Beethoven’s Trumpet (with Ear)  
Opus # 132
2007 
Resin, fibreglass, bronze, aluminium, electronics 
New York, Beyer Projects

John Baldessari produced this large-scale work following a 
visit to Beethoven’s childhood home in Bonn. Intrigued by 
the sculptural forms of his ear trumpets, and the idea that 
the composer had produced his most radical music when 
completely deaf, he created a large bronze-plated ear trumpet 
protruding out from an equally large white ear. 
 Baldessari's work manages to be different things at the 
same time: tragic and humorous, classical and contemporary. 
It relies on the participation of the viewer, remaining silent 
until we speak into it – at which point a passage from one 
of his last string quartets, known for their intellectual com-
plexity and rejection of the Romantic pathos which pervades 
 Beethoven’s middle period, is played through the trumpet. It 
can be understood as a continuation of Baldessari’s explora-
tion of ideas concerning communication and language.  JS
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Piano Sonata No. 21  
in C major, op. 53, 
ʻWaldsteinʼ

Piano Sonata No. 32   
in C minor, op. 111

When Beethoven arrived in Vienna from Bonn in 
1792 he was twenty-one years old but already a famous virtu-
oso pianist. It was here that the composer, whose hearing be-
gan to deteriorate just a few years later, would write all thirty- 
two of his piano sonatas (the last one in 1822) – works that to 
this day are still extremely challenging both to listen to and 
to play. This exciting interrelationship between composer, 
performer, instrument and audience constitutes the subject 
of the first room in our exhibition.

In his childhood Ludwig had been forced into the 
role of a piano-playing wunderkind by his father Johann, 
who did not hesitate to use rather questionable methods. 
Wolfgang Amadeus Mozart was the model to be emulated, 
but Johann van Beethoven, alas, lacked Leopold Mozart’s 
pedagogical skills. Shortly before Beethoven junior departed 
from Bonn in 1792 to study composition with Joseph Haydn 
in Vienna, which was to become his home for life, his pa-
tron Count Ferdinand Ernst von Waldstein, signing himself 
as ‘your true friend’, wrote in Ludwig’s remembrance book: 
‘Through incessant diligence you will receive: Mozart’s spirit 
from Haydn’s hands.’ Perhaps Beethoven remembered those 
prescient words when, in 1804, he dedicated his pioneering 
Piano Sonata in C major, op. 53, to Waldstein.

Here you may listen to that work, which was to 
become known as the ‘Waldstein’ Sonata, in alternation with 
Beethoven’s last piano sonata (in C minor, op. 111) while 
viewing, in the display cases, sketches in the composer’s own 
hand for those two masterpieces of the piano repertoire.

In fact, however, all thirty- two of Beethoven’s piano 
sonatas are present in this room in addition to the two men-
tioned above – and what is more, in two very different ways. 
Using a cleverly thought-out method, Jorinde Voigt analyses 
these works through a series of thirty two drawings. The 
tension that is discernible here between a highly methodical 
approach on the one hand and great creative freedom on the 
other is reminiscent of Beethoven’s own way of working. An-
other similarity lies in the experience of the ineffable, which 
arises both when looking at the drawings and when listening 
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Pianist: Paul Badura-Skoda  
Studio recording Konzerthaus Wien, 1970 
Art director: Gerhard Schuler 
Audio engineer: Leopold Zeithammer 
Gramola 99743

Pianist: Ingrid Marsoner 
Studio recording Franz Liszt Zentrum Raiding, 2016 
Art director and audio engineer: Robert Eder – Artis Studio 
Gramola 99111
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to the music. Voigt has herself described her approach as ‘a 
writing down, or transcription, of atmospheres, experiences 
and inner worlds’.

The starkest possible contrast to these filigree, 
floating structures is provided by Idris Khan’s monumental 
work. He has superimposed the scores of all the piano sona-
tas in such a way as to create a menacing block-like compos-
ition. As we strain our eyes, seeking in vain to distinguish the 
constituents of this composite image, we may sense some-
thing akin to Beethoven’s increasingly desperate efforts to 
hear the outside world.

In the centre of the room we find two equally con-
trasting sculptures engaged in a dialogue that allows many 
different interpretations – namely, the human figure fash-
ioned by Auguste Rodin and Rebecca Horn’s enigmatic grand 
piano. Does the instrument betoken inspiration or menace? 
Is the young man on the verge of victory or failure? Go ahead, 
try to join in the conversation between these two works – and 
take your time! As the flowing shape of the statue merges 
with the stream of musical sounds, perhaps something unex-
pected will happen …

‘An utterly untamed personality’ was Goethe’s 
 diag nosis of Beethoven in 1812; other contemporaries noted 
how his outbreaks of fury alternated with exuberant cordiali-
ty, how world-embracing euphoria went hand in hand with the 
profoundest melancholy. The composer’s highly complex and 
contradictory character was a prerequisite for his creativity 
and enabled him to produce works that to this day continue 
to move people in all corners of the world. AZ

LUDWIG VAN BEETHOVEN (1770–1827)

Piano Sonata No. 15 in D major, op. 28,  
‘Pastoral’, autograph
1801 
Paper 
Bonn, Beethoven-Haus Bonn, H. C. Bodmer Collection

Written in 1801 like the piano sonatas op. 26 and op. 27, the 
Sonata No. 15 in D major, op. 28, was given the nickname 
‘Pastoral’ or ‘Little Pastoral’ by its Hamburg publisher, pos-
sibly because of its attractively idyllic and contemplative 
character. As in the ‘Pastoral’ Symphony of 1808, Beethoven 
employed a style of composition commonly used to evoke a 
‘bucolic’ kind of music. The content is of lyrical and intimate 
inspiration and there are none of the big thematic contrasts 
found in other sonatas. This seems to be in contradiction 
with Beethoven’s own biography. In fact, when he was com-
posing this piece his health had started deteriorating: for the 
first time, in letters to his close friends Franz Gerhard Wegeler 
and Karl Amenda, he confessed that he was going deaf, asking 
them to keep the information a secret, but also affirming his 
determination to fight on in the face of his sad fate.  GM

LUDWIG VAN BEETHOVEN (1770–1827)

Piano Sonata No. 21 in C major, op. 53, 
‘Waldstein’, autograph
1803–05 
Paper, 32 notated sheets, bound 
Bonn, Beethoven-Haus

Count Ferdinand Ernst von Waldstein, a prominent mem-
ber of the upper nobility and himself a passionate musician, 
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was Beethoven’s first patron and supporter in Bonn. In 1792, 
thanks to Waldstein’s intercession, the young composer was 
able to obtain a scholarship to study with Haydn in Vienna; 
similarly, through Waldstein Beethoven came into contact 
with the influential Prince Lichnowsky, who introduced 
him to the Viennese aristocracy and thus contributed to his 
success in the city. A few years later, in 1805, the composer 
expressed his gratitude to his first patron by dedicating to 
him the Piano Sonata No. 21 in C major, op. 53, also known 
as the ‘Waldstein’ Sonata (and sometimes ‘L’Aurore’ – ‘The 
Dawn’ – because of the impression it gives of light and seren-
ity). Despite following the traditional three-movement sonata 
structure, the work is extremely innovative: it is no coinci-
dence that it was composed in the same years as the revolu-
tionary Third Symphony, ‘Eroica’ (no. 18). GM

LUDWIG VAN BEETHOVEN (1770–1827)

Piano Sonata No. 26 in E flat major,  
op. 81a, ‘Les Adieux’, 1st mvt, autograph
Dated 4 May 1809  
Vienna, Gesellschaft der Musikfreunde in Wien,  
Archiv – Bibliothek – Sammlungen, 
Sign. A 1

The heading on the title page – ‘The Farewell | Vienna, on 
the 4th of May 1809, | at the departure of His Imperial High-
ness | the revered Archduke | Rudolph’ – informs us when and 
on what occasion the sonata that has come to be known by 
the nickname ‘Les Adieux’ was created. Beethoven wrote this 
work for his patron, friend and pupil Archduke Rudolph; the 
first movement was begun when it was clear that Rudolph, 
together with the rest of the imperial family, would have to 
flee from Vienna in the face of the advancing French army. 
Each of the three movements has an introductory motto. 
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Thus, Beethoven inscribed the words ‘Lebe wohl’ (‘Fare thee 
well’) over the descending three-note motif that opens the 
first movement. The second and third movements, which were 
composed somewhat later, deal with ‘Absence’ and ‘Return’. 
This is the only one of Beethoven’s sonatas in which he made 
use of programmatic titles – prompted, no doubt, by the spe-
cific situation to which the work owed its existence.  IF

LUDWIG VAN BEETHOVEN (1770–1827)

Piano Sonata No. 32 in C minor, op. 111, 
autograph
1821/22 
Paper 
Bonn, Beethoven-Haus Bonn, H. C. Bodmer Collection

As his sketchbooks testify, Beethoven’s last sonata, op. 111, 
was conceived in the same years as opp. 109 and 110, as the 
ending piece of a trilogy. The sonata consists of two highly 
contrasting movements (C minor vs. C major; turmoil vs. 
 profound serenity; allegro vs. adagio; earthly vs. spiritual 
character, etc.), which nevertheless complement and balance 
each other, creating a unified whole on a higher level.
 It was in order not to disrupt this perfect harmony 
that Beethoven decided not to write a third movement for the 
sonata, as would have been the norm. Thomas Mann ex-
plained this beautifully in his novel Doctor Faustus: the fare-
well motif of the second movement had already led the sonata 
to ‘an end without any return’ – not only for op. 111, but for 
the sonata form itself, which ‘had fulfilled its destiny, reached 
its goal, beyond which there was no going’. GM 
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JORINDE VOIGT (b.1977)

Ludwig van Beethoven Sonata 1 to 32
2012 
Ink, pencil on paper 
Berlin, Studio Jorinde Voigt

Mathematical and expressive, delicate and forceful, Jorinde 
Voigt’s drawings encapsulate the variety of Beethoven’s 
music. She starts her process by combing the original scores 
of each sonata, writing down any notations that indicate the 
character of the music – allegro, forte, crescendo and so forth. 
Among these, she draws an axis representing time to create a 
blueprint of the composition. The final work, however, relies 
on Voigt’s own physicality. Drawing from all sides of the page, 
she connects the musical notations with a spontaneously 
drawn line to capture the dynamic of the music. In overlaying 
those lines with the framework of the blueprint, Voigt creates 
a type of trail that traces not only the progression of Beethov-
en’s music but also her perception of it. Although the result-
ing drawings at first seem abstract, like music, they are in fact 
inherently expressive and emotional.  HM

AUGUSTE RODIN (1840–1917)

L’Âge d’airain (The Age of Bronze)
1877 
Plaster, gum lacquer varnish 
Le Havre, Musée d’art moderne André Malraux (MuMa)

This figure marks a turning point in Rodin’s oeuvre compar-
able to the move to Vienna in Beethoven’s. Rodin originally 
exhibited the statue in 1877 under the title Le Vaincu (The 
Vanquished). The revolutionary realism of this his first major 
sculpture shocked the public, for whom it proved just too 
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much, and triggered a scandal. Drawing inspiration from 
works by Michelangelo, Rodin developed the figure’s un usual 
pose by having a nude model lean on a spear. However, by 
omitting the weapon in the final sculpture he achieved an un-
settling ambiguity: strength and vulnerability, élan and failure 
are conveyed in contradictory concurrence. It was quite an 
artistic gamble – and the stakes were just as high as those 
Beethoven played for time and again in his life and works.
 The above-mentioned tension can be experienced even 
more keenly in the present exhibition space on account of the 
juxtaposition of Rodin’s statue and the grand piano suspended 
from the ceiling: Rebecca Horn’s Concert for Anarchy (no. 9).  AZ 

REBECCA HORN (b.1944)

Concert for Anarchy
2006 
Grand piano, hydraulic rams, compressor 
Bad König, Rebecca Horn Workshop

After lengthy phases of silent inertia, this melancholic and 
tragic machine behaves in a surprising – and therefore al-
most human – manner: the piano’s lid falls open and the keys 
suddenly fall out of their fittings, abandoning their state of 
rest and accompanied by a sound like all the strings being 
struck simultaneously fortissimo. The instrument remains in 
this new configuration for a while before retreating into itself 
again with a harp-like glissando. Is this breakout an act of 
liberation or of despair? Is Rebecca Horn’s machine sculpture 
overstrained or does it overstrain us?
 With his compositions, Beethoven at any rate continu-
ally tested – and went beyond – the limits both of his audi ences 
and of piano-makers. He eagerly watched out for advances 
in piano construction, propelling these in turn through his 
artistic visions – the tonal visions of one who was deaf. As in 
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Rebecca Horn’s oeuvre, surprise in Beethoven’s music some-
times comes in the form of a shock. AZ

IDRIS KHAN (b.1978)

Struggling to Hear.... After Ludwig van 
Beethoven Sonatas
2005 
Lambda digital C-print mounted on aluminium 
London, Victoria Miro

The first of Beethoven’s piano sonatas, written in 1795 and 
dedicated to Joseph Haydn, was completed around two years 
before the earliest signs of his deafness began to manifest 
themselves; initially in his left ear, and then in both, he experi-
enced the gradual onset of tinnitus, an exasperating high-
pitched droning sound. By the time he began work on the 
last of the sonatas, between 1816 and 1822, he was completely 
deaf. 
 In this work by Idris Kahn, produced shortly after his 
graduation from the Royal College of Art in London, photo-
graphs of the musical scores of all thirty-two sonatas have 
been methodically layered one on top of the other. The result 
is a compressed, impenetrable mass of dark noise that serves 
as a compelling visual metaphor for the composer’s debilitat-
ing loss of hearing. JS
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ʻThe sole aim in the world 
of art, as in the whole 
of Creation, is freedom, 
progress …ʼ

Letter from Ludwig van Beethoven to Archduke Rudolf of Austria, 29 July 1819 



Beethoven’s life was one of constant battle with 
himself – with the limitations imposed on him by his physical 
condition.

Even as a young man he suffered from hearing loss, 
and this condition only grew worse as he became older. Not 
being able to hear meant isolation. Beethoven even contem-
plated suicide at one point. ‘I am compelled to live like an 
outcast,’ he wrote to his brothers in 1802. By his early forties, 
Beethoven – an inspired pianist and the foremost composer 
of his times – was stone deaf.

However, the depression brought on by this ca-
tastrophe was not powerful enough to rob him of his ability 
to create. On the contrary, his art proved to be his salvation. 
Moreover, the change in perception that came with the loss 
of his hearing had something liberating about it. Indeed, 
deafness seems to have been one of the prerequisites for 
Beethoven’s radically new conception of art. This disability 
clearly put a stop to his career as a pianist, but as a com-
poser he was henceforth to seek to write music that would 
endure for eternity. ‘I will seize fate by the throat; it shall not 
crush me completely,’ he declared. In 1805, as he approached 
his thirty-fifth year, he made the first sketches for the famous 
Fifth Symphony, which was to go down in music history as 
the ‘Symphony of Fate’.

The series of etchings published by Francisco de 
Goya (1746–1828) as Los Caprichos seem like visual counter-
parts to the inner turmoil into which Beethoven was plunged 
by his ailment. Restricted to black and white, and thereby de-
pendent on the effects of light, Goya’s images share the same 
striving that is so characteristic of Beethoven’s music. Spe-
cifically, loneliness, scepticism and despair come together in 
the desire to break with the expected and take a wholly new, 
radical and monumental approach to art that enables the art-
ist to triumph over ill health.

Strictly speaking, all that remains of Beethoven’s 
thoughts and artistry is the pages he filled variously with mu-
sical notes and with words. Other objects – such as the ear 
trumpet used by the composer or a piece of the parquet floor 
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from the house in which he died in 1827 – have essentially no 
other function than to prop up a superficial cult of remem-
brance. Yet, as we walk round the wooden parquet area that 
dominates the centre of the room, there is one thing above all 
that we can physically sense, namely, the void left by Beet-
hoven’s death.

This plain surface also, however, resembles a stage, 
reminding us that Beethoven and his music have been used 
for the most varied ends. To this day, his personality and  
oeuvre continue to be reinterpreted in politics and propa-
ganda. For some, Beethoven is to be worshipped as a revolu-
tionary innovator; for others, as a genius in whose reflected 
glory nationalist mindsets of all kinds may bask. That cultural 
achievements are still prone to be injected with political con-
tent is made clear in this room by a work by Anselm Kiefer. 
The reception of Beethoven ranges from the banning of his 
music to the frequent quotations from his works in popular 
culture. SW

LUDWIG VAN BEETHOVEN (1770–1827)

The Heiligenstadt Testament
1802 
Hamburg, Staats- und Universitätsbibliothek

After Beethoven’s death in 1827, a farewell letter addressed to 
his brothers Carl and Johann was found among his personal 
belongings. It had in fact been written by the still relatively 
young composer in 1802 when he was staying in the peaceful 
village of Heiligenstadt north of Vienna, on account of which 
it is known as the Heiligenstadt Testament. In these pages, 
Beethoven expresses his despair at his physical decay and 
tells how the progress of his deafness and the need to hide his 
condition have forced him into isolation and doomed him to 
being misunderstood by his contemporaries, even bringing 
him to the verge of suicide. The composer’s physical afflic-
tion contrasts starkly with his strong willpower and urge to 
express himself to the full through his artistic creativity. This 
laid the foundation for the birth of the myth of Beethoven 
both as a heroic figure defying his own destiny and also as a 
loner who feels he has been banished from the society of his 
fellow human beings. GM

For my brothers Carl and [Johann] Beethoven.

O you men who think or say that I am malevolent, stubborn, or misanthropic, 
how greatly you wrong me. You do not know the secret cause which makes me 
seem that way to you. From childhood on, my heart and soul have been full of 
the tender feeling of goodwill, and I was always inclined to accomplish great 
things. But think that for six years now I have suffered from an incurable aff-
liction, made worse by senseless physicians, from year to year deceived with 
hopes of improvement, finally compelled to face the prospect of a lasting mal-
ady (whose cure will take years or, perhaps, not be possible). Though born with 
a fiery, active temperament, even susceptible to the diversions of society, I was 
soon compelled to isolate myself, to live life alone. If at times I tried to forget 
all this, how harshly I was flung back by the doubly sad experience of my bad 
hearing. Yet it was impossible for me to say to people, ‘Speak louder, shout, 
for I am deaf.’ How could I possibly admit an infirmity in the one sense which 
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ought to be more perfect in me than others, a sense which I once possessed in 
the highest perfection, a perfection such as few in my profession enjoy or ever 
have enjoyed. – I cannot do it; therefore forgive me when you see me draw back 
when I would have gladly mingled with you. My misfortune is doubly painful to 
me because I am bound to be misunderstood; for me there can be no relaxation 
with my fellow men, no refined conversations, no mutual exchange of ideas. I 
must live almost alone, like an outcast; I can mix with society only as much as 
true necessity demands. If I approach near to people a hot terror seizes me, and 
I fear being exposed to the danger that my condition may be noticed. Thus it 
has been during the last six months which I have spent in the country. By order-
ing me to spare my hearing as much as possible, my intelligent doctor almost 
fell in with my own present frame of mind, though sometimes I ran counter to it 
by yielding to my desire for companionship. But what a humiliation for me when 
someone standing next to me heard a flute in the distance and I heard nothing, 
or someone standing next to me heard a shepherd singing and again I heard 
nothing.  
 
[page two of the autograph] 
 
Such incidents drove me almost to despair; a little more and I would have en-
ded my life – only Art held me back. Ah, it seemed to me impossible to leave 
the world until I had brought forth all that I felt was within me. So I endured 
this wretched existence – truly wretched for so susceptible a body, which can 
be thrown by a sudden change from the best condition to the very worst. – 
 Patience, they say, is what I must now choose for my guide, and I have done 
so – I hope my determination will remain firm to endure until it pleases the 
inexorable Parcae to break the thread. Perhaps I will get better, perhaps not; I 
am ready. – Forced to become a philosopher already in my twenty-eighth year 
– oh it is not easy, and for the artist much more difficult than for anyone else. 
–  Divine One, thou seest my inmost soul, thou knowest that therein dwells the 
love of mankind and the desire to do good. – O fellow men, when at some point 
you read this, consider then that you have done me an injustice; someone who 
has had misfortune may console himself to find a similar case to his, who des-
pite all the limitations of Nature nevertheless did everything within his powers 
to become accepted among worthy artists and men. – You, my brothers Carl and 
[Johann], as soon as I am dead, if Dr. Schmid is still alive, ask him in my name 
to describe my malady, and attach this written documentation to his account of 
my illness so that at least as far as it possible the world may become reconciled 
to me after my death. – At the same time, I declare you two to be the heirs to 
my small fortune (if so it can be called); divide it fairly; help and bear with each 
other. What injury you have done me you know was long ago forgiven. To you, 
brother Carl, I give special thanks for the attachment you have shown me of 
late. It is my wish that you may have a better life, freer of cares, than I have had. 
Recommend virtue to your children; it alone, not money, can make them happy. 
I speak from experience; this was what upheld me in time of misery. 

[page three of the autograph] 
 
It was thanks to virtue and to my art that I did not end my life by suicide – Fare-
well, and love each other – I thank all my friends, particularly Prince Lichnowsky 
and Professor Schmid – I would like the instruments from Prince L. to be pre-
served by one of you, but not to be the cause of strife; as soon as they can serve 
you a better purpose, then sell them. How happy I shall be if I can still be help-
ful to you in my grave – so be it. – With joy I hasten toward death. – If it comes 
before I have had the chance to develop all my artistic capacities, it will still be 
coming too soon despite my harsh fate, and I should probably wish it later – yet 
even so I should be happy, for would it not free me from a state of endless suf-
fering? – Come when thou wilt: I am coming bravely toward thee. – Farewell, and 
do not wholly forget me when I am dead; I deserve this from you, for during my 
lifetime I was thinking of you often and of ways to make you happy – be so – 
 
Ludwig van Beethoven 
 
Heiligenstadt, 6 October 1802 
 
 
[flipped 180 degrees] 
 
Heiligenstadt, 10 October 1802 — thus do I take my farewell of thee — and in-
deed sadly — yes that beloved hope — which I brought with me when I came 
here to be cured at least in a degree — I must wholly abandon, as the leaves of 
autumn fall and are withered so hope has been blighted, almost as I came — 
I go away — even the high courage — which often inspired me in the beautiful 
days of summer — has disappeared — O Providence — grant me at least but one 
day of pure joy — it is so long since real joy echoed in my heart — O when — 
O when, O Divine One — shall I find it again in the temple of nature and of men 
— Never? no — O that would be too hard.
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BRAND & BAROZZI

Photographs of Beethoven’s Last Apartment 
1903 
Matte collodion paper on supporting cardboard  
Vienna, Wien Museum

These six black-and-white photographs from the beginning 
of the twentieth century show us empty, silent rooms. The 
rooms were those of Beethoven’s apartment in the so-called 
Schwarzspanierhaus (‘house of black-robed Spaniards’), 
which had been a monastery of Spanish Benedictines. Stand-
ing on the site today is the house Schwarzspanierstrasse 15, 
1090 Vienna. Here, on 26 March 1827, the composer died after 
having been plagued by several illnesses, one of which was his 
loss of hearing, which started when he was around 27 years of 
age and progressed inexorably to complete deafness in the last 
years of his life. The pictures were taken by the studio Brand 
& Barozzi shortly before the house’s demolition, which was 
authorized in May 1903 and started in November of the same 
year. GM

FLOOR FROM BEETHOVEN’S APARTMENT 
IN THE SCHWARZSPANIERHAUS 
 
1780–1800 
Parquet floor 
Vienna, Wien Museum

There was much talk of saving the Schwarzspanierhaus on 
the Alsergrund. There were plans to set up the Schubert room 
from the Museum of the City of Vienna right next to the room 
in which Beethoven died, and the possibility was also con-
sidered of transferring the Brahms room from Karlsgasse to 
here. However, all the talk came to nothing and the building 
was demolished in 1903.

12
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 Nevertheless, the original wooden floor panels, doors 
and door-cases of Beethoven’s apartment were saved. They 
were donated to the Städtische Sammlungen (city collections) 
and now belong to the collections of the Wien Museum. Some 
of those parquet panels, which together have about the size 
of one room in the former apartment, have been restored for 
the present exhibition. The floor is ‘reconstructed’ here in an 
abstract and symbolic sense. GM 

LUDWIG VAN BEETHOVEN (1770–1827)

Symphony No. 5 in C minor, op. 67,   
instrumental parts for the orchestra of 
Prince Lobkowicz
1804–08 
Paper 
Prague, The Lobkowicz Collections, Lobkowicz Palace, Prague Castle

Very few musical works have had such an impact on the 
collective imagination as Beethoven’s Fifth Symphony, which 
was acclaimed by Beethoven’s contemporaries and is still 
extremely popular in today’s mass culture. The composi-
tion was first performed in 1808 at the Theater an der Wien, 
Vienna, bearing a dedication to Prince Lobkowicz and Count 
Razumovsky. 
 While one critic associated the famous four-note open-
ing motif with ‘the song of a wood bird’, Anton Schindler later 
claimed that the composer had commented upon it with the 
words: ‘Thus fate knocks at the door.’ Although the quotation 
is regarded by scholars as fictitious, the piece is still common-
ly known as the ‘Schicksalssinfonie’, the ‘Symphony of Fate’, 
and fate is indeed a recurring concept in Beethoven’s writings. 
E.T.A. Hoffmann wrote of Beethoven’s music that it ‘moves 
the lever controlling horror, fear, dread, pain, and awakens 
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that interminable longing that is the essence of Romanticism,’ 
and of the Fifth that it ‘sweeps the listener irresistibly into the 
wonderful spirit kingdom of the infinite.’ GM 

ANSELM KIEFER (b.1945)

The Starry Heavens Above us, and the 
Moral Law Within
1969–2010 
Photograph on paper with overpainting 
ARTIST ROOMS Tate and National Galleries of Scotland

Scrawled beneath the disturbing image of the artist offering 
the Nazi salute is a slightly modified version of a famous 
phrase by Immanuel Kant from which this work takes its title. 
Kant had argued that man was bound to lead a shallow exist-
ence unless he allowed himself to be guided by his inner sense 
of morality towards ‘the starry heavens’ – that is, towards God 
and the metaphysical realm. This Kantian notion made a pro-
found impression on Beethoven, who felt that it encapsulated 
the artistic endeavour: imbued with a moral purpose, artists 
should strive through their works to attain – and open up for 
others – a higher realm of understanding. 
 Anselm Kiefer turns this idealistic concept of the artist 
on its head. In post-war Germany, the quest for understanding 
meant confronting the country’s dark recent past. Art seemed 
to many people to be an inadequate medium for coming to 
terms with the atrocities of the Third Reich and the fracturing 
of German national identity they had brought about. Kiefer, 
on the other hand, saw in art one of the few spaces in which 
individuals were free to examine their  morality. 
 The photograph on display here is part of a series taken 
by Kiefer in 1969 at various historically resonant locations: in 
this case, the Temple of Athena at Paestum, where the Allied 
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forces had set up first-aid tents shortly after the start of their 
invasion of Fascist Italy in September 1943. This work reflects 
Kiefer’s conviction that art can only elevate mankind once it 
is able to carry the weight of history. In placing himself be-
tween heaven and earth, Anselm Kiefer does not represent the 
artist as a superman capable of soaring to ever-loftier heights 
through his art, but rather as a fallible human being whose 
moral awareness, memory and understanding are limited. HM

FRANCISCO DE GOYA (1746–1828)

Los Caprichos
1799 
Etching, aquatint 
Vienna, Albertina 
 
This series consists of 80 individual prints, the following of which are pre sented 
here: 
 
Soplones (Tale-bearers – blasts of wind); Ya es hora (It is time); Si amanece, 
nos Vamos (When day breaks we will be off); Linda maestra! (Pretty  teacher!); 
Buen Viage (Bon voyage); Y aun no se van! (And still they don't go!); Duendecitos 
(Hobgoblins); El sueño de la razon produce monstruos (The sleep of reason pro-
duces monsters); De que mal morira? (Of what ill will he die?); Mala noche (A bad 
night); Las rinde el Sueño (Sleep overcomes them); Por que fue sensible (Be-
cause she was susceptible); Chiton! (Hush!); Aquellos polbos (Those specks of 
dust); Estan calientes (They are agitated); El amor y la Muerte (Love and death)             

While the exact nature of the serious illness that befell Goya 
in 1792 has still not been clarified, there is no doubting its 
effect: he was left stone deaf. In 1797, or possibly earlier, he 
began work on the eighty prints to which he was to give the 
title Los Caprichos and which he advertised in the newspaper 
Diario de Madrid on 6 February 1799 as ‘a collection of prints 
of capricious subjects’. Together with his growing scepticism, 
the sharpened vision resulting from the loss of his hearing en-
abled Goya to create a cycle that is one of the absolute master-
pieces of socially critical art. Illicit love-affairs and duels, 
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the perversions and idleness of the clergy, the Inquisition, 
denunciations, prostitution, prison scenes of various kinds, 
the omnipresence of death, the stupidity of physicians (and 
painters), the limits of reason and the monstrosities of the 
subconscious (a term not yet coined in Goya’s day), vignettes 
of infernal ugliness populated by ghosts, witches and goblins: 
all these he etched into the metallic medium – and into our 
minds. AZ

EAR TRUMPET OWNED BY  
LUDWIG VAN BEETHOVEN
 
After 1812 
Pasteboard covered with black leather 
Vienna, Gesellschaft der Musikfreunde in Wien,  
Archiv – Bibliothek – Sammlungen, Sign. ER Beethoven 8

No other object can better illustrate Beethoven’s hearing dif-
ficulties and the almost total deafness of his later years than 
this ear trumpet once used by him. It is a poignant symbol of 
the malady which, despite befalling him already at an early 
age and causing agony which for a musician must have been 
all the more excruciating, did not prevent him from realizing 
his compositional projects. He created the greatest master-
pieces in the musical canon although he himself was unable 
to hear them performed. The first signs of deafness appeared 
in 1797/98, driving him to despair, as he was to record in the 
Heiligenstadt Testament of 1802: ‘…only a little more and I 
would have put an end to my life – Art alone held me back.’ 
To communicate with those around him, from 1812 or so 
Beet hoven had to use ear trumpets of various kinds, and 
from 1818 he had to rely on conversation books. IF
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Ludwig van Beethoven, The Heiligenstadt Testament, 1802

A̒h, it seemed to me 
impossible to leave the 
world until I had brought 
forth all that I felt was 
within me. So I endured 
this wretched existence – 
truly wretched.̓
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Symphony No. 3 in  
E flat major, op. 55, ʻEroicaʼ

Symphony No. 7 in 
A major, op. 92 

Concentus Musicus Wien, Nikolaus Harnoncourt 
Concert recording Musikverein Wien, 8 December 2013 
Publisher: Peters 
Art director: Florian Rosensteiner 
Audio engineer: Andreas Karlberger

Ensemble Prisma, Thomas Fheodoroff 
Concert recording, Stiftshof Ossiach, Carinthian Summer, 6 August 2018 
Publisher: Bärenreiter 
Art director: Angelika Benke 
Audio engineer: Bernhard Engl

Courtesy of Österreichischer Rundfunk (Radio Österreich 1) 
oe1.orf.at

This room brings together the colour tones of 
Caspar David Friedrich and William Turner with the tonal 
 colours of Beethoven. Both painters belonged to the same 
generation as the composer and were undoubtedly the most 
notable landscape artists working at the turn of the nine-
teenth century. The years of their youth had been marked by 
the French Revolution, which had promised the dawn of a 
new era – only for that promise to be recalled and put on ice, 
as it were, during the subsequent Restoration period.

What makes Turner’s sketches so fascinating is 
the sense of freedom and inspired spontaneity pervading 
his tentative ideas. Friedrich’s paintings, in contrast, are 
care fully calculated and planned compositions – just like 
Beethoven’s works in their final form. Here, the two painters’ 
visual landscapes merge with Beethoven’s tonal landscapes.

Beethoven drew both inspiration and fresh ener-
gy from his communion with nature, which for him meant 
escaping from cramped lodgings and going on walks that 
would often last several hours, no matter which season of 
the year. There are contemporary accounts of how the com-
poser would stride through the countryside, humming or 
singing to himself – at times even roaring and gesticulating 
wildly – but stopping suddenly every now and then to jot 
down musical ideas in the sketchbooks that he always took 
with him.

Both of the symphonies that you can hear in this 
room are linked in different, indeed opposite ways to the fig-
ure of Napoleon. Beethoven’s pupil and secretary Ferdinand 
Ries recorded how furiously the composer reacted to Napo-
leon’s self-coronation in 1804: ‘I was the first to bring him 
the news that Buonaparte had proclaimed himself Emperor, 
whereupon he flew into a rage and cried out: “So even he is 
just like any other ordinary person! Now he will most surely 
trample underfoot all the rights of man, only indulging his 
personal ambitions. He will place himself above everyone 
else and become a tyrant!”’ The title page of the Third Sym-
phony, the ‘Eroica’, thus shows a hole at precisely the spot 
where Beethoven scrubbed out the name Bonaparte.
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The Seventh Symphony received its premiere in 
Vienna on 8 December 1813, just seven weeks after the 
Battle of Leipzig, or ‘Battle of the Nations’, at which the al-
lied forces of Austria, Prussia, Russia and Sweden inflicted 
a decisive defeat on Napoleon’s troops. The symphony was 
performed as part of a charity concert for the benefit of the 
Austrian and Bavarian soldiers wounded slightly later at the 
Battle of Hanau. This patriotic occasion also saw the pre-
miere of Wellington’s Victory, or the Battle of Vittoria; among 
the distinguished colleagues who collaborated in the perfor-
mance of Beethoven’s musical evocation of a battle scene 
were Antonio Salieri, Johann Nepomuk Hummel, Louis Spohr 
and Giacomo Meyerbeer.

Napoleon had often been likened by contemporar-
ies to the mythical figure of Prometheus. Significantly, even 
in his own lifetime Beethoven was also associated with the 
fire-bringing Titan. As a critic wrote of the Ninth Symphony: 
‘The Master demands much, very much from his instru-
mentalists, going almost beyond what is within the reach 
of human powers; but in return, he produces such magical 
effects – effects that others, using similar means but with-
out the flash of Promethean fire, will always strive in vain to 
achieve!’

Prometheus is palpably present here in a painting 
by Jan Cossiers, but Guido van der Werve’s video can also 
be seen as a complementary variation on the theme of this 
mythical figure who seeks to free mankind and is willing to 
run a great risk to do so. Here, it is the artist himself whom 
we see advancing towards us over the ice, leading the way 
for the gigantic icebreaker behind him – a solitary and heroic 
act whereby, on the verge of failure, he produces beauty. AZ 

LUDWIG VAN BEETHOVEN (1770–1827)

Symphony No. 3 in E flat major, op. 55, 
‘Eroica’, manuscript score
1804  
Beethoven’s personal copy, 1st volume, open on the title page with the dedica-
tion to Napoleon Bonaparte erased 
Vienna, Gesellschaft der Musikfreunde in Wien,  
Archiv – Bibliothek – Sammlungen, Sign. A 20

This fair copy of the score, made by a copyist, originally bore 
the title: ‘Sinfonia grande titulata Bonaparte’, which was later 
modified to: ‘Sinfonia grande intitulata Bonaparte’. In other 
words, the symphony was at first to have been called Bona-
parte, but then was just meant to be dedicated to the Corsi-
can. Infuriated by the intended dedicatee’s self-coronation as 
Emperor, however, legend has it that Beethoven scrubbed out 
the dedication with such ferocity that the penknife he used 
tore a hole in the paper. All that remains of the second line is: 
‘intitulata […]te’. 
 This manuscript score contains numerous autograph 
corrections and emendations made by Beethoven himself. In 
the first edition, published in 1806, Beethoven dedicated the 
symphony, on the one hand, to Prince Franz Joseph Maxi-
milian von Lobkowicz and, on the other, ‘to the memory of 
a great man’. There can be no doubt that by ‘a great man’ he 
was referring here to Prince Louis Ferdinand of Prussia, who 
had attended a performance of the symphony at the Palais 
Lobkowicz and was killed shortly afterwards in combat with 
Napoleon’s forces. OB
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CASPAR DAVID FRIEDRICH (1774–1840)

Billowing Clouds
c.1820 
Oil on canvas 
Hamburg, Hamburger Kunsthalle

This painting is dominated by heavy grey clouds which cover 
the sky but still let us glimpse golden flashes of light from the 
rising sun – almost a sign of a divine presence (‘The divine is 
everywhere,’  Friedrich once wrote). As in the earlier Seashore 
with Fisherman (no. 22), a lonely figure – this time a farmer – 
is depicted in the middle of the painting. Sitting close to his 
humble straw hut and cart he contemplates the horizon, which 
is blurred by the morning mist. 
 Once again, Friedrich does not limit himself to a purely 
objective depiction of a landscape. On the contrary, the view is 
reshaped through his imagination – to quote Friedrich himself, 
‘Close your physical eye, so that you can see your picture with 
your spiritual eye first.’ And once again, the artist is thinking 
at a deeper level, focusing on a subject particularly close to his 
heart, namely, death. While the dark foreground and sky imply 
a sense of transience, the flight of the birds (perhaps crows?) 
suggests the journey into the hereafter. GM

19 CASPAR DAVID FRIEDRICH (1774–1840)

Rocky Landscape 
1822/23 
Oil on canvas 
Vienna, Belvedere

The principal motif of this composition is the famous ‘rock 
gate’ on the Neurathen in the Elbe Sandstone Mountains, 
some thirty kilometres from Dresden, the city in which Fried-
rich had set up his home. However, the existing topographic 
features have been heightened markedly, causing the area to 
appear quite inaccessible and fraught with danger. The painter 
deliberately omitted all the amenities for tourists that were 
already available at the time, including bridges, footpaths and 
trails. An almost unbearable tension is generated by the deep 
gorge depicted immediately beneath the highest rock spire. 
This strongly accentuated vertical line has been composed 
in accordance with the golden ratio, its two constituent parts 
 div ided most poignantly by the diagonal line of the toppled 
pine, which may be interpreted as a symbol of failure. The 
dramatic effect of this work is based on precise rules, just as in 
music. One could compare the rocks to a sequence of chords 
building up to a fortissimo. It does not seem far fetched 
to say that Beet hoven would surely have appreciated this 
 painting! AZ
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CASPAR DAVID FRIEDRICH (1774–1840)

Cloudy Evening Sky
1824 (inscribed at bottom right: ‘Evening, September 1824’) 
Oil on canvas 
Vienna, Belvedere

Three oil studies by Friedrich of cloudy evening skies have 
survived, all of them dating from September–October 1824. 
The impetus for these works probably came from his Nor-
wegian fellow painter and friend Johan Christian Dahl, who 
from 1823 shared a house with Friedrich. In contrast to Dahl’s 
studies, in which the clouds are presented as compact bodies, 
Friedrich was concerned with intangible optical phenomena. 
In this particular painting he used a scale of orange, violet and 
blue shades to orchestrate a delicate, elusive colour tone that 
spreads out over an extremely low horizon. His wife Caroline 
is once said to have remarked: ‘On the day he is painting air, he 
may not be spoken to!’
In Novalis’s unfinished novel Heinrich von Ofterdingen, post-
humously published in 1802, we find the following hymn to 
clouds: ‘… and while their outward form is lovely and joyous 
like a wish floating up from the depths of the heart, their lumi-
nosity – that wondrous light with which they invest the earth 
– is like the portent of an unheard-of, ineffable glory.’ AZ 

CASPAR DAVID FRIEDRICH (1774–1840)

Seashore with Fisherman
c.1807 
Oil on canvas 
Vienna, Belvedere

Standing on a shore accompanied by the tools of his trade and 
a primitive shelter, a lonely fisherman gazes longingly towards 
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the sea. In the foggy background, the profile of a sailing boat 
– perhaps a symbol of human destiny – conveys the depth of 
the space beyond him. The green bank has been often inter-
preted as the limited earthly world and the sea as symboliz-
ing infinity. The yearning for the infinite was a crucial theme 
among Romantic writers and artists: Beethoven himself was 
described as being ‘athirst for the infinite’ (Hector Berlioz), 
a ‘mystic prophet’ who despite his deafness was able to ‘hear 
the infinite’ (Victor Hugo). Infinity, according to contempor-
ary writers, revealed itself mainly in landscape painting and 
in music.
 Although this view can be precisely identified (it is 
actually the north side of the inland lake Tollensesee near 
Neubrandenburg), Friedrich did not aim to create a mere 
depiction of nature but, rather, to capture nature itself in its 
essence and in its connection with the divine. GM 

CASPAR DAVID FRIEDRICH (1774–1840)

Seashore in the Fog
1807 
Oil on canvas 
Vienna, Belvedere 

While this view was probably a common sight on the Pomera-
nian coast in Friedrich’s day, it implies a further dimension of 
meaning that can be traced back to farewell and grief scenes. 
All but the foreground is veiled in fog or, as a contemporary 
critic wrote, ‘in mysterious silence and magical deceiving of 
the eye’. 
 The scene is often interpreted as an allegory of life and 
death in a Christian sense – the earthly world being repre-
sented by the shore and the afterlife by the hazy background 
with the sea and the boats. More specifically, the apparent 
gliding of the rowing boat over to the ship could symbolize 
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death, and the fishing tackle and anchor lying on the beach 
among the stones the overcoming of earthly tribulations 
– with a strain of faith and hope. The companion piece to 
Seashore with Fisherman (no. 22), the work is one of Friedrich’s 
first oil paintings. Its composition shows the influence of 
 seventeenth-century Netherlandish landscapes. GM

CASPAR DAVID FRIEDRICH (1774–1840)

Ruins at Dusk (Ruined Church in the 
Woods)
c.1831 
Oil on canvas 
Munich, Bayerische Staatsgemäldesammlungen, Kunstareal München 

A ruin occupies almost the entire visual space. From the 
lancet windows we can tell that it is the remains of a monu-
mental church, rising up forbiddingly against the backdrop of 
a pine forest. A dead oak trunk dominates the foreground, its 
branches appearing strangely alive at night-time. The bizarre 
and gnarled branches snatch, arm-like, at the two diminutive 
figures that are barely noticeable at the bottom of the walls. 
They have no more than a makeshift construction of planks in 
which to shelter from the darkness closing in on them.
 The composition evokes feelings that are insepar able 
from human existence, feelings of vulnerability and forlorn-
ness in particular, a sense of the transience of life. ‘I am 
compelled to live like an outcast,’ wrote Beethoven, for whom 
such basic feelings were of the utmost importance, on the one 
hand as a source of inspiration and, on the other, as a spur to 
his perpetual musical quest. SW
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CASPAR DAVID FRIEDRICH (1774–1840)

Moon Above the Riesengebirge
c.1810 
Oil on canvas 
Weimar, Klassik Stiftung Weimar

Caspar David Friedrich often set off from Dresden on tours 
of the Riesengebirge (Giant Mountains) in Bohemia. He was 
fascinated by the broad views and atmospheric light effects in 
these mountains and duly sought to capture his impressions 
in pictorial form. In the context of this creative process the 
Weimar painting is a radical work. Its extremely wide land-
scape format underscores the overwhelming expanse of the 
mountain range. The palette of colours is restricted to the 
reddish granite and the silvery sheen of the sky, which are 
used to establish a general mood of mysticism. With the peaks 
of the Riesengebirge set against the moonlight, a powerful 
tension arises between the monumental masses of rock and 
the clouds being swept along by the wind. 
 The solid chain of mountains and the patchy sky come 
together to form a dynamic composition in which Friedrich 
achieves a visual counterpart to the striking contrasts that are 
so characteristic of Beethoven’s symphonic works. The moon 
provides the painting with a grandiose culmination: as a fixed 
point over the highest peak it stands steadfast amid the swirl-
ing motion. SW
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JAN COSSIERS (1600–1671)

Prometheus
1636–38 
Oil on canvas 
Madrid, Museo Nacional del Prado

Enraged by humankind, Zeus deprived mortals of the use of 
fire. Only the Titan Prometheus dared to defy him, seizing the 
sacred fire from the chariot of the sun and bringing its light 
– civilization – to earth. Weightless yet majestic, Cossiers’s 
figure flees cautiously from the empyrean, turning his head in 
his wariness of the violent reaction of the Gods; and indeed, 
the dark clouds foreshadow the eternal punishment for his 
heroic deed. The subject, mainly inspired by Hesiod’s Theo
gony, is based on a sketch by Peter Paul Rubens for the Torre 
de la Parada in Madrid. 
 In the Romantic era, Prometheus, as a bearer of 
know ledge and liberator of mankind, became a symbol of 
the lonesome genius who rebels against authority to serve 
a higher purpose, accepting the often tragic consequences 
of his  actions. In this sense, he was often associated with 
 Beethoven, who, fascinated by the myth, composed the ballet 
The Creatures of Prometheus (no. 27) in 1800/01. GM

26 LUDWIG VAN BEETHOVEN (1770–1827)

Overture to the ballet The Creatures of 
 Prometheus, op. 43, instrumental parts  
for the orchestra of Prince Lobkowicz
1801 
Paper 
Nelahozeves, The Lobkowicz Collections, Nelahozeves Castle

The allegorical ballet The Creatures of Prometheus was con-
ceived and staged by the celebrated Italian choreographer 
Salvatore Viganò, inventor of the so-called ‘coreodramma’ 
(a form of dance pantomime mainly based on action). It 
prem iered at the Burgtheater in Vienna on 28 March 1801. 
The subject matter was inspired by the myth of Prometheus, 
the beloved hero of the Romantic era who brought civilization 
– in the form of light – to humankind.
 The music Beethoven composed for the ballet, deemed 
too conventional and erudite, was received coldly by his 
contemporaries, and its quality has also been questioned by 
modern music critics. The composer’s freedom was certain-
ly limited by the need for his music to accompany dramatic 
 action; however, experimentation and uncommon solutions 
can be found in Prometheus as well, in the brilliant Overture, 
for example, and in the joyful Rondo finale, forerunner of the 
last movement of the ‘Eroica’ Symphony. GM
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GUIDO VAN DER WERVE (b.1977)

Nummer acht  
(Everything is going to be alright)
2007 
Gulf of Bothnia, Finland 
16mm film to HD video 
10:10 min. 
New York, courtesy of the artist and Luhring Augustine

A person walks alone across a frozen wasteland, dwarfed 
within the landscape and seemingly oblivious to the huge 
ship that forces and grinds its own path through the ice just a 
few steps behind him. Shot in the featureless Gulf of Bothnia 
off the coast of Finland and close to the Arctic Circle, the film 
depicts the artist himself, an image of isolation and vulnera-
bility at the mercy of nature. We cannot help but fear for him, 
even while the scene remains strangely calm. It is a state of 
inconsistency that the film’s endless loop serves only to pro-
long, even while its title suggests hope of survival. This work 
by Van der Werve draws on the melancholy and poignancy of 
the Romantic disposition, tracing direct lines between beauty 
and pain, mankind and nature, the sublime and the ridicu-
lous. While it was not made with Beethoven in mind, the 
work has parallels with the composer’s isolation and physical 
impediment and his struggle to overcome them. JS

28 LUDWIG VAN BEETHOVEN (1770–1827)

Overture to Egmont, op. 84, instrumental 
parts for the orchestra of Prince Lobkowicz
1809/10 
Paper 
Nelahozeves, The Lobkowicz Collections, Nelahozeves Castle

Paradoxically, music – which, as soon as we begin to hear it, 
envelops us imperceptibly, pervades the very atmosphere as 
well as our inner mood, and evokes emotions – needs to be set 
down on paper in rigorous pen strokes so that it can take con-
crete shape as a "plan", as instructions for its performance. 
This is reflected in the characteristic tension between, on the 
one hand, the highly expressive sketchbooks – with their aura 
of documents recording both moments of supreme inspira-
tion and arduous working processes – and, on the other, the 
orchestral architecture of a work, which is made visible by the 
instrumental parts copied out by scribes.
 Johann Wolfgang von Goethe’s tragedy Egmont (1788) 
has often been interpreted as an expression of noble ideal-
ism focused on the defiance of tyranny. Set in Brussels in 
the sixteenth century during the Spanish occupation of the 
Netherlands, the play revolves around the figure of Count 
Egmont, who is willing to fight against oppression and die 
for his  ideals and thus becomes a symbol of courage, freedom 
and heroism. These ideals resonated greatly with Beethoven, 
who in 1809 was commissioned by the Vienna Burgtheater 
to write incidental music for a revival of the tragedy, which 
prem iered in 1810. The Overture is the most exceptional piece: 
it reflects the character of the hero and fully expresses the 
pathos of the drama, ending with a victory motif. GM 
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LUDWIG VAN BEETHOVEN (1770–1827)

Sketches for the Choral Finale of  
Symphony No. 9 in D minor,  
op. 125, 4th mvt, autograph
1823/24 
Vienna, Gesellschaft der Musikfreunde in Wien,  
Archiv – Bibliothek – Sammlungen, Sign. A 50, pp. 2–3 

Beethoven had worked on setting to music Friedrich Schiller’s 
Ode to Joy as early as 1792/93, but it was not until 1823 that 
he decided to use the poem as the basis for the choral finale 
of his Ninth Symphony. These pages taken from an extensive 
set of sketches allow us to retrace clearly Beethoven’s efforts 
to achieve a musical setting that would do justice to Schiller’s 
verses. The left-hand page contains the text ‘über Sternen 
muß er wohnen[,] muß ein lieber Vater wohnen’ (‘above the 
stars a loving father must dwell’), with the last four words 
repeated several times. On the right-hand page, we may read 
beneath the last bars of the first stave: ‘Freude schöner Götter 
Funken!’ (‘Joy, thou beauteous divine spark!’), and beneath 
the fourth, sixth and tenth staves: ‘a-lle Menschen werden 
Brüder’ (‘all men become brothers’); however, the melodic 
line in the sketch does not yet resemble the final version. In 
the blank space above the first stave, Beethoven added on the 
left – above the outline of the orchestral introduction – the an-
notation: ‘presto bleibt meilleur’ (‘presto remains [the] better 
[tempo]’), while on the right – above ‘Freude schöner Götter 
Funken!’ – he added the second line of Schiller’s Ode: ‘Tochter 
aus Elysium’ (‘Daughter from Elysium’). IF

30 LUDWIG VAN BEETHOVEN (1770–1827)

Sketches for Six Bagatelles for Piano,  
op. 126, nos. 1–3, autograph 
1824 
Vienna, Gesellschaft der Musikfreunde in Wien, 
Archiv – Bibliothek – Sammlungen,  
Sign. A 50, pp. 14–15

The preliminary ideas, sketches and drafts for the first three 
Bagatelles from the op. 126 set that appear on these two pages 
were not jotted down in a single continuous sitting, as is 
evident from the use of various writing media (pencil and ink) 
and different quill pens, as well as from the lack of a coherent 
order in the musical fragments. 
 Beethoven alternately used the left-hand page and 
the upper part of the right-hand page to work on the first 
and second Bagatelles; the inscriptions above the two groups 
of staves read respectively: ‘Cyclus’ and ‘Ciclus von Klein-
igkeit[en]’ (‘cycle of bagatelle[s]’). When fleshing out the 
preliminary ideas, he first jotted down the main voice, adding 
the subsidiary voices at later stages of the working process. In 
contrast, the delicately traced notes all in pencil on the right-
hand page have the character of fleeting jottings and tentative 
musical ideas, which Beethoven was in fact eventually to use 
as the basis for his third Bagatelle. IF 

31



ROOM III

JOSEPH MALLORD  
WILLIAM TURNER (1775–1851)

Skies Sketchbook
c.1816–18 
Watercolour on paper, sketchbook 
Tate: accepted by the nation as part of the Turner Bequest 1856

Turner filled hundreds of sketchbooks during his life with 
page after page of drawings, watercolours and preparatory 
sketches primarily in pencil, chalk and ink. He would take a 
supply of them with him wherever he went. This particular 
sketchbook contains a number of studies of the sky, one of 
Turner's most recurring subjects. Some are peaceful and sub-
lime, others turbulent and threatening. 
 As a boy, Turner is said to have spent afternoons on 
Hampstead Heath lying on his back making drawings of the 
sky, before returning to London later to sell them. Here we 
see him working quickly and with great energy, most likely 
outdoors, to capture the changing cloud formations and shift-
ing light. He was fascinated by what his contemporary the 
critic John Ruskin described as ‘the moods of nature’. Travel-
ling around Europe – through France, Germany, Austria, 
Switzerland and Italy – allowed him to see and capture many 
different skies. It is not known exactly which sky is depicted 
here, though it is thought to be English. JS

32 JOSEPH MALLORD  
WILLIAM TURNER (1775–1851)

Vale of Heathfield Sketchbook
c.1809–16 
Watercolour on paper, sketchbook 
Tate: accepted by the nation as part of the Turner Bequest 1856

This sketchbook was used by Turner over the course of sever-
al years, taking in several trips to the south coast of England. 
One such trip, in 1813, took him to the port of Plymouth in 
Devon, during which he painted a watercolour of the Eddy-
stone Lighthouse that warded passing ships off a dangerous 
reef of rocks several miles out to sea. Portrayed in the midst of 
a violent storm, the light stands as a beacon of salvation amid 
the darkening heavens. While it is assumed that Turner did 
in fact visit the lighthouse in person, he is likely not to have 
done so during a storm. Turner was fascinated by the disrup-
tive energy of turbulent  weather, enthralled by the swell and 
motion of the water and the churning skies. On the page op-
posite Turner painted a related seascape, typically breezy and 
vigorous in its handling, that is thought to have been made 
during the same trip. JS
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LUDWIG VAN BEETHOVEN (1770–1827) 

Sketches for String Quartets (in F major, 
E minor and C major), op. 59, autograph
1806 
Vienna, Gesellschaft der Musikfreunde in Wien,  
Archiv – Bibliothek – Sammlungen, Sign. A 36, pp. 8–9

These two pages from a set of sketches for the ‘Razumovsky’ 
Quartets (so named because Beethoven dedicated the 
 final works to the music-loving Russian ambassador at the 
Habsburg imperial court) are written on two different types 
of music paper and reflect various stages of the creative pro-
cess. While the left-hand page was used by Beethoven to jot 
down individual ideas every so often – and not continuously, 
as may be seen from the use of different inks and quill pens 
– the sketches on the right-hand page are in quartet score 
and therefore belong to a much later stage of composition. 
The numerous ink blots testify to the ‘workbook’ nature of 
these sheets, which Beethoven used as an aide-memoire when 
elaborating his quartets, and which allow us to document his 
creative process. IF

34 LUDWIG VAN BEETHOVEN (1770–1827) 

Sketches for String Quartets (in F major, 
E minor and C major), op. 59, autograph
1806 
Vienna, Gesellschaft der Musikfreunde in Wien,  
Archiv – Bibliothek – Sammlungen, Sign. A 36, pp. 28–29

The double-page spread from the set of sketches for Beetho-
ven’s op. 59 quartets displayed here reflects various stages in 
the genesis of these works. The first two systems on the left-
hand page, written in quartet score, can clearly be matched to 
the finale of the first quartet (F major), op. 59, no. 1, and relate 
to a late and indeed final stage in the composition of that work, 
as evidenced by the annotation ‘trill in viola’ (‘trill in the viola 
part’). In contrast, most of the other sketches on the double 
page seem to have been ideas jotted down hastily by the com-
poser on the spur of the moment. Their fascinating graphic 
appearance enables us to sense the powerful internal dynamic 
of Beethoven’s music as manifested already in these prelimi-
nary sketches. IF
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JOSEPH MALLORD  
WILLIAM TURNER (1775–1851)

Fire at the Grand Storehouse of the  
Tower of London
1841 
Watercolour on paper 
Tate: accepted by the nation as part of the Turner Bequest 1856 

This sequence of bright, expressive watercolours depicts 
progressive stages of a terrible fire that broke out at the Tower 
of London on the night of 30 October 1841, shortly after 
Turner’s return from Switzerland. News of the fire reached 
him quickly, and he was able to witness its devastating effects 
at first-hand. The fire, which burned fiercely at the Tower for 
several days, destroyed the Grand Storehouse and the Small 
Armoury. It is thought that some sixty thousand objects were 
lost; mercifully, no gunpowder had been stored within the 
Tower's walls, and the Crown Jewels housed nearby could be 
saved. Nevertheless, it was regarded as a national calamity. 
 These works belong to a larger group of nine closely 
related images that were once part of the same sketchbook, 
before later being separated into individual sheets. Turner 
folds dramatically contrasting hues of warm and cold col-
ours into each other, sky and water competing with flame 
and smoke. Given the situation, and the amount of light that 
would have been available to him, it is assumed that he made 
the studies soon afterwards in the more tranquil setting of his 
London studio. JS
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Letter from Ludwig van Beethoven to Therese Malfatti in Walkersdorf, late May 1810 

ʻHow delighted I will be 
when I can wander through 
thickets and woods, under 
trees, amongst herbs and 
rocks. No man can love the 
countryside more than I 
do – for woods, trees and 
rocks echo what man longs 
for.̓



TINO SEHGAL (b.1976)

This Joy
2020

This new work was commissioned by the Kunsthistorisches 
Museum on the occasion of the exhibition Beethoven Moves.  
It draws on a number of compositions by Beethoven arranged 
for voice. 

The work was developed with and is enacted by Alexandre 
Achour, Moss Beynon Juckes, Margherita D’Adamo, Sandhya 
Daemgen, Hanako Haya kawa, Leah Katz, Justin F. Kennedy, 
Vera Pulido, Lizzie Sells. JS
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EVENTS

KUNSTHISTORISCHES MUSEUM WIEN, BASSANO HALL
Further information at www.beethovenmoves.at
Sign up at talks@khm.at

17 November 2020, 7 p.m. 
GUIDO VAN DER WERVE
Artist talk and screening

26 November 2020, 5.30 p.m.
AKTUALISIERUNG ODER AUSLÖSCHUNG
Symposium by the Interuniversitärer Forschungsverbund 
 Elfriede Jelinek focusing on processes and practices of re-
writing and overwriting in the arts. 

17 December 2020, 6 p.m.
TINO SEHGAL
Artist talk

17 December 2020, 8 p.m.
LEONORE PROHASKA
Eine unvollendete Revolutionsoper Ludwig van Beethovens 
Premiere directed by Wolfgang Dosch, performed by Students 
of the Music and Arts University of the City of Vienna 
Followed by: Susana Zapke (MUK) in conversation with 
 Thomas Macho (IFK) 

14 January 2021, 7 p.m. 
CAPRICHOS GOYESCOS
Jürgen Ruck, guitar
Followed by: Wilhelm Sinkovicz (Die Presse) in conversation 
with Jürgen Ruck

THEATERMUSEUM  
MUSICK BEY DEM FÜRSTEN LOBKOWITZ
A series of events at on the occasion of the Beethoven 
 anniversary year 2020. 
www.theatermuseum.at

30 September 2020, 7.30 p.m.
BEETHOVEN AND HIS BENEFACTORS
Chamber music with Maria Bader-Kubizek (violin),  
Ursula Kortschak (viola), Dorothea Schönwiese (cello) and 
Zvi Meniker (fortepiano)

18, 19, 20 November 2020, 7.30 p.m.
GENTLE RAGE OR THE EAR ENGINEER 
A THEATRE SONATA BY GERT JONKE
Staged reading with Klaus Haberl, Thomas Kamper and 
 Nikolaus Kinsky. Directed by Karl Baratta

COLLECTION OF HISTORIC MUSICAL INSTRUMENTS 
Information & reservation: info.sam@khm.at

SOIRÉE
17 Dezember 2020, 7.30 p.m.
Wolfgang Holzmair (baritone), Markus Vorzellner (piano)
Pianoforte, Conrad Graf, Vienna, after 1828

Please note that due to the Covid-19 crisis, all events are 
subject to change. Please be aware that participation in all 
events is  possible only after personal registration as part of 
our Covid-19  prevention concept.
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CATALOUGE 
A richly illustrated book accompanies this exhibition, inclu-
ding essays by Vea Kaiser, Philipp Hauß, Edmund de Waal 
and many more. You can find it in our shops and online:  
https://shop.khm.at/ 
 
 
FOLLOW US 

Follow us on Facebook and Instagram. Discover the Beet-
hoven playlist accompanying the exhibition on our Spotify 
channel – music composed and inspired by Beethoven.

#beethovenmoves

IT’S WELL WORTH COMING BACK! 
Turn today’s admission ticket into an Annual Ticket by paying 
just a little extra.
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