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Introduction

Beethoven was a political composer. Like few other musicians in the
Western canon, he stubbornly dedicated his art to the problems of human
freedom, justice, progress, and community. Beethoven found his voice in
Bonn with a cantata memorializing the enlightened reforms of Joseph II,
and he crowned his public career in Vienna with the Ninth Symphony’s
hymn to universal brotherhood. No intervening work drew more labor or
revisions from him than Fidelio (née Leonore), the first political opera to
remain in the permanent repertory. The Third Symphony, probably
Beethoven’s most influential work, centers around a funeral march evok-
ing patriotic ceremonies from the French Revolution; and there remains,
of course, the famous and problematic relationship of the symphony to
Napoleon. In an entirely different vein come such ephemera as the
Ritterballett, assorted patriotic songs, and the marches for various na-
tional militias. The biographer, unlike the critic, cannot fail to mention
Wellingtons Sieg and the choral extravaganzas for the Congress of
Vienna, works that, however trivial in modern estimation, swept
Beethoven to a pinnacle of acclaim unsurpassed within his own lifetime.
To this list we may also add the second Bonn cantata in honor of Leopold
IT; the incidental music to Egmont, Konig Stephan, and Die Ruinen von
Athen; and the aesthetic utopias of Die Geschipfe des Prometheus and the
Choral Fantasy. Clearly, if we want to understand this music we need to
learn something about the composer’s politics. A political study of
Beethoven can scarcely be regarded as a curiosity for interdisciplinary
studies: it belongs squarely within musical criticism, alongside biography,
sketch studies, and formal analysis.

The political note in Beethoven’s music echoes the cataclysmic times in
which he lived. Beethoven was eighteen when the Bastille fell. For the next
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2/ Introduction

quarter of a century armies battled almost continuously throughout
Europe; republics sprang up and withered; Napoleon rose and fell; the Holy
Roman Empire vanished from the map. Beethoven twice suffered the
French siege of Vienna and later regaled the allied victors meeting to engi-
neer the Restoration. James Sheehan has described the impact of these
events on Germans:

As a distant spectacle or, more often, as a forceful intrusion into their
lives, revolutionary politics demanded contemporaries’ attention, af-
fected their careers, reshaped their sense of the possible. The romantics’
awareness of emotional power, like the philosophers’ search for an alter-
native system of belief, was a response to the political passions and com-
mitments that swept across central Europe from the French side of the
Rhine. Burden or opportunity, disaster or triumph, occasion for celebra-
tion or lament, politics in the revolutionary era was everybody’s

Schicksal

“La politique est le destin . . .” The words belong to Napoleon Bonaparte,
the man who appeared to incarnate every tendency, good or ill, of the age.
Revolution and tyranny, enlightened reform and lawless violence, heroic
striving and base egotism—these antipodes assumed flesh and blood in the
Corsican conqueror, whose ambitions dictated European politics for some fif-
teen years. Napoleon seems also to have captivated Beethoven'’s imagination,
engendering a sense of identification that, as Maynard Solomon has sug-
gested, combined elements of hero worship, competition, and demonization.
Striking affinities connect the two men, born just over a year apart. Both
were possessed of enormous drive and ambition, and both rose far above
their hereditary station. While Napoleon was gathering laurels in Italy and
Egypt, Beethoven was conquering the salons and halls of Vienna, undertak-
ing a “deliberate campaign to annex all current musical genres,” as Joseph
Kerman put it. Beethoven may have rent the dedication page of the Eroica
Symphony on learning that Napoleon had crowned himself emperor, yet the
synchrony between symphony and coronation remains fascinating: at pre-
cisely the same moment, composer and ruler were kicking away the ladder of
the past, each claiming absolute power within his own domain. Felix
Markham might as well have been describing the Beethoven of 1803 when
he wrote that Napoleon “was not of the generation which made the
Revolution, but was a product of the revolutionary age—a time when the
mould of tradition and custom was broken, and nothing seemed impossible
in the face of reason, energy and will.”?

Not surprisingly, recent political studies of Beethoven have focused upon
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the Eroica and the other “heroic” works from the Napoleonic years.
Constantin Floros, Peter Schleuning, and Keisuke Maruyama have explored
the political resonances of the Prometheus myth in the Third Symphony,
whose finale Beethoven borrowed from his ballet Die Geschopfe des
Prometheus (The Creatures of Prometheus). Scott Burnham has traced in-
tellectual trends from the “age of Goethe” in the heroic style, while Thomas
Sipe has reexamined the Napoleonic dedication in light of Franco-Austrian
diplomacy. Paul Robinson and David Charlton have connected Fidelio in
different ways to the French Revolution, and Malcolm Boyd’s collection of
essays has illuminated Beethoven’s French influences. The collection of po-
litical essays edited by Sieghard Brandenburg and Helga Liihning confines
itself almost entirely to the Napoleonic years, as the subtitle Zwischen
Revolution und Restoration makes clear.?

But what of Beethoven after Napoleon? What was the composer’s politi-
cal outlook during the twelve years after Waterloo, the period during which
he created the late piano sonatas and string quartets, the Diabelli Variations,
the Missa solemnis, and the Ninth Symphony? Critical opinion, so vocal
about the Napoleonic years, falls strangely silent on Beethoven’s career dur-
ing the Restoration. The abstraction of the late works, coupled with the
composer’s total deafness during his last decade, raised the suspicion that
Beethoven had detached himself entirely from the outer world. Many, if not
most, listeners would probably still agree with J. W. N. Sullivan’s claim
from 1927 that “the regions within which Beethoven the composer now
worked were, to an unprecedented degree, withdrawn and sheltered from
his outward life. His deafness and solitariness are almost symbolic of his
complete retreat into his inner self.” Donald Jay Grout canonized this view
in his famous textbook: “By 1816, Beethoven had resigned himself to a
soundless world of tones that existed only in his mind.”*

Those critics who have allowed the late works a political content have ad-
mitted only a negative relationship to the outer world. Most famously,
Theodor Adorno interpreted Beethoven’s withdrawal from the affirmative
manner of his heroic style as a negation of the false promises of the
Enlightenment and Revolution: “The musical experience of the late
Beethoven must have become mistrustful of the unity of subjectivity and
objectivity, the roundness of the symphonic successes, the totality emerging
from the movement of all the parts; in short, of everything that gave au-
thenticity up to now to the works of his middle period.” Solomon wrote of
the late quartets that “serious art flees to the margins of society and to the
more private forms, where it sets up beachheads in defense of its embattled
position in life.” Sieghard Brandenburg sounded the same gloomy note,
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claiming that “the repressive, anti-liberal attitude of the Metternichian state
finally drove [Beethoven], like other spiritual creators, into an inner emi-
gration.”®

The reluctance of critics to associate the aging Beethoven with contem-
porary politics doubtless owes much to the unsavory reputation of the
Restoration. To say the least, the epoch lacks glamour. Instead of the clash of
ignorant armies, we hear the tinkling of a Biedermeier waltz; bereft of the
swashbuckling grandeur of Napoleon, we must console ourselves with the
oily diplomacy of a Metternich. The reactionary politics, the nostalgic me-
dievalism, the theocratic mumbo jumbo of the Holy Alliance—all this
seems not merely repressive, but historically doomed, a fragile dam against
the floodtides of modernity. That the visionary Beethoven might have sym-
pathized with such tendencies would be not only disappointing, but a bit
embarrassing.

It is instead Gioacchino Rossini whom critics have elected musical rep-
resentative of the Restoration. As if to atone for his worldly success, the
opera composer has had to play Rosenkrantz to Beethoven’s Hamlet, cyni-
cal collaborateur versus alienated rebel. “The official Zeitgeist,” intoned
Adorno, “was represented by Rossini rather than by [Beethoven].” Frida
Knight compared the bel canto craze to “present-day pop festivals, which
provide an outlet for the emotions of susceptible teen-agers (and perhaps
the pressures of economic crisis, a decadent society and social emptiness in
1820 Vienna were similar to those of our day).” Carl Dahlhaus liked this di-
chotomy well enough to make it the basis for an entire history of nine-
teenth-century music, tracing the “twin styles” of late Beethoven and
Rossini—the one high-minded and textual, the other frivolous and perfor-
mance-oriented. All three critics could draw sustenance from Beethoven'’s
own appraisal of the Italian celebrity: “His music suits the frivolous and
sensuous spirit of the time, and his productivity is such that he needs only
as many weeks as the Germans do years to write an opera.”®

The comparison does not lack merit. Much in Rossini’s music does sug-
gest the repressive climate of the Restoration—the strict codification of
forms, the luxuriant ornamentation of a fixed melodic structure, the con-
trolled catharses of chaos and anxiety. Nevertheless, the composer of
Guillaume Tell did not wholly escape the progressive currents of the age.
Nor did the composer of Der glorreiche Augenblick and the Missa solemnis
prove immune to its reactionary and mystical strains. The question is, How
deeply was Beethoven stricken? Are the patriotic works for the Congress of
Vienna mercenary ephemera, or do they mark a genuine shift in his politi-
cal sympathies? Are the archaic ecclesiastical strains in the late works tokens
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of an inward spiritual quest, or do they reflect the symbology of legitimist
politics?

Such questions do not admit of easy answers. Any satisfactory argument
must somehow bridge the ancient gulf between word and tone, between the
explicit formulations of political thought and the more elusive patterns of
musical creation. The political historian will expect a “thick” context in con-
temporary writings or other forms of concrete representation. The musi-
cian, meanwhile, will demand a due engagement with the notes in the score.
The chasm yawns all the wider in Beethoven'’s late works, which are notori-
ously (and gloriously) rarefied and complex. Not without reason have crit-
ics touted these works as paragons of “absolute music,” music emancipated
from text, drama, or dance. The only convincing argument, it would seem,
must educe some common denominator, some historical discourse that em-
braces both political and aesthetic meanings. It would be still more persua-
sive if it could be shown that Beethoven understood this discourse. Only
with such a sturdy thread in hand would a political historian dare enter the
labyrinth of late Beethoven.

The movement known as politische Romantik, “political Romanticism,”
provides such a link. Led by such luminaries as the Schlegel brothers,
Novalis, and Heinrich von Kleist, Romantic authors, philosophers, and
painters evolved an aesthetic discourse in opposition to the French
Revolution and its Napoleonic aftermath. Old grievances against French
cultural hegemony, stoked by the fresh outrages of invasion and occupation,
flared up in a virulent reaction to all things French and enlightened. Leading
Romantics consecrated their pens and paintbrushes to anti-Napoleonic
propaganda, while others distilled their political passions in novels, plays, or
systematic philosophies. These artists were Beethoven'’s exact peers (unlike
Immanuel Kant and Friedrich Schiller, with whom he is more often com-
pared). And he undeniably came into contact with their political ideas, as the
briefest glance at his patriotic works from the last years of the Napoleonic
era will show. The ideology of political Romanticism, this study will argue,
was no passing fad for Beethoven. It exercised a profound and enduring in-
fluence on his later style.

This is not to say that Beethoven turned into a reactionary, or even that
his later music replicates Restoration ideology. David Blackbourn has sug-
gested that we view the years 181548 as “a series of cycles, in which polit-
ical expectations rose to a high pitch, only to give way to repression.””
Beethoven’s late works do fall within a repressive trough, the pessimistic
decade following the 1819 Carlsbad Decrees. Yet, as this study will argue,
every important element of the late style emerged between 1809 and 1816,
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the years of the so-called Wars of Liberation. This was an era of optimism,
reform, and patriotic engagement for many artists and intellectuals, includ-
ing Beethoven, in which culture seemed vitally connected to political life.
Thus, while Beethoven'’s late works certainly dampen the revolutionary
tendencies of the heroic style, they nevertheless preserve a dynamism for-
eign to Restoration propaganda.

Recent studies, moreover, have questioned the simple equation of
Romantic politics with Restoration reaction. The Romantics, it has been ar-
gued, gave a transcendent expression to ideals discredited by the Terror and
Napoleonic imperium, thereby continuing the utopian trajectory of the
early French Revolution. Even where Romantic artists directly abetted the
Restoration, their writings could diverge from the official line: Friedrich
Schlegel and Adam Miiller, for instance, both worked for Prince Metternich,
yet they idealized a Catholic medievalism far more reactionary than the
prince’s absolutist statescraft.® Beethoven’s later music presents a similarly
complex tangle of tendencies progressive and conservative, dynamic and
stabilizing. Indeed, the primary quality that emerges from this study is a
profound sense of ambivalence. This ambivalence has nothing to do with the
productive dialectics of Beethoven'’s heroic works, which battle through con-
flict to a higher unity. The late works create instead a sense of paradox, even
deadlock, between irreconcilable opposites. The present study, however, de-
parts from Adorno and company by suggesting that these fragmented, par-
adoxical works might actually affirm positive political ideals.

The colorful figure of E. T. A. Hoffmann emerges early in the inquiry.
Equally at home in government, literature, and the music world, Hoffmann
offers a serendipitous entry into the political thought of Beethoven’s later
years. Hoffmann witnessed the political events of the day at first hand, and,
like Beethoven, he wrote propaganda for Napoleon’s allied adversaries.
Most importantly, Hoffmann served as Beethoven’s first great critic and lit-
erary champion. His criticism offers a musical lexicon of Romantic political
thought from which we can begin to construct a political semiotics for
Beethoven’s later music. Coincidentally, as one of the original proponents of
“absolute music,” he can serve as a reminder of the political motivations be-
hind that creed.

Just as Romantic political thought makes sense only against the foil of the
Enlightenment, so the novel currents in Beethoven's late music take on full
meaning only against the measure of his earlier style. For this reason, two
preliminary chapters will explore the ideological context of the heroic
style—a style, it will be argued, that represents a high-water mark of en-
lightened cosmopolitanism. Readers bloated on the recent feast of Eroica
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criticism face, alas, yet another helping. The later chapters, likewise, in-
evitably revisit the finale of the Ninth Symphony. On the other hand, partic-
ular attention is devoted to more neglected works—the six Gellert songs, the
Sixth Symphony, the “Harp” Quartet, the Grosse Fuge, and Wellingtons
Sieg.

Studying music and politics means practicing musical hermeneutics,
which means steering a course between two perilous extremes. At one pole
we find the naive interpreter, who uses music as an exotic thesaurus for some
a priori narrative. This kind of critic will hear the disintegrating march in the
Eroica as the death of Marat, or Hector, or the bourgeois individual—what-
ever corpse is needed. At the opposite pole stands the prim formalist, for
whom the merest whiff of real meaning threatens to sully the musical art-
work. This critic will begin an analysis of the Eroica with the story of the ded-
ication page, a chronicle of Napoleon’s campaigns, perhaps a picture of the
emperor on horseback—then dust off a sonata-form diagram of the first
movement. The former plunders the musical text to adorn a political narra-
tive; the latter scatters political meanings like tinsel onto the autonomous
work. Neither approach seems very satisfying—not, at least, for Beethoven'’s
music and epoch. We would expect a deeper integration from a composer
who so persistently leavened his music with political themes; from an era in
which so many leading creative figures served as statesmen or professional
propagandists; and from a generation of German artists who, imbibing their
theory from Schiller and Edmund Burke, believed that the path to politics
wound inescapably through aesthetics.

The present study seeks a tertia via by focusing on intellectual constructs
that, while they partake of musical and political meaning, remain indepen-
dent from both. The sublime, universal history, religious archaism, androg-
ynous pairings, voice—none of these categories belongs exclusively to ei-
ther music or politics. But all are junctures where the history of ideas and
the history of composition might intersect. According to this method, for
instance, we need claim neither that the Eroica illustrates Hegel's dialectic
nor that the structure of the Phinomenologie des Geistes evokes a philo-
sophical sonata form. We can simply acknowledge that each work demon-
strates, within its own métier, a similar faith in history as a dynamic, melio-
rative teleology. By focusing on the construction of history, we can
indirectly study both music and political thought, without forcing the two
into a hierarchical relationship.

There is no denying the epistemological vagaries such a venture entails.
A comparative study can never match the kind of certainty that musical or
historical analysis can achieve alone. At best, we can hope for some sugges-



8 / Introduction

tive sense of correspondence, or affinity, between unlike terms. As one his-
torian who has explored Beethoven'’s political thought put it, “almost by
definition, affinities never constitute proof, of either authorial intent or his-
torical influence. Rather, their appeal must rest on their ability to illumi-
nate, to explain matters that otherwise seem confused or unaccountable.”’
This hybrid hermeneutic, moreover, involves the fugitive language of
music, whose semantic dimension scarcely matches that of poetry, drama, or
the visual arts. It is hard to imagine a less exact science. But there is no al-
ternative, if we want to understand Beethoven’s music.

The goal of this dubious quest is a mode of expression that embraces mu-
sical and political meanings yet transcends both. This quality might best be
compared to what painters call a “new way of seeing”—that is, an inextrica-
bly artistic mode of patterning the world and its structures. Such a way of
hearing cannot be reduced to pure structure, for it resonates too compellingly
with its intellectual context. Nor can it be annexed to ideology, for it pos-
sesses too great an inner integrity. Since, moreover, it incarnates the ideolog-
ical in specifically musical structures, its message speaks equally through
texted and abstract works: the same patterns will appear in the Gellert-Lieder
and the Fifth Symphony, Wellingtons Sieg and the late quartets.

Because ethical and musical values intertwine so closely in Beethoven'’s
music, their priority must remain a matter of personal inclination. For some
listeners, myself included, the political thought in Beethoven’s music mat-
ters chiefly as it illuminates the expressive force of his musical thought. My
sympathies are all with F. Scott Fitzgerald’s Amory Blaine as he ponders the
“Dark Lady” of the sonnets:

For what Shakespeare must have desired, to have been able to write with
such divine despair, was that the lady should live . . . and now we have no
real interest in her. . . . The irony of it is that if he had cared more for the
poem than for the lady the sonnet would be only obvious, imitative rhet-
oric and no one would ever have read it after twenty years.!

Other listeners will doubtless take a deeper interest in the political thought
surrounding the birth of Beethoven’s works. Some may care even more
about these shadowy ideals than the music that memorializes them. So be it.
This study does not rank musical and political meaning but strives merely
to give both steeds their head. The reader can decide how to steer the team.



1 A Kingdom Not of This World

Our kingdom is not of this world, say the musicians, for where do we find
in nature, like the painter or the sculptor, the prototype of our art? Sound
dwells everywhere, but the sounds—that is, the melodies—that speak the
higher language of the spirit kingdom reside in the human heart alone.!

This passage could head all E. T. A. Hoffmann's writings on music. In story,
novella, essay, and review he championed the unique status of his beloved
art. Music alone, claimed Hoffmann, slipped the shackles of imitation that
bound the other arts to nature, the world of the senses. Such abstraction,
however, did not render music mute. The most purely spiritual art, music
soared above physical reality to express a realm of metaphysical experience.
As the allusion to John’s gospel indicates, Hoffmann credited music with re-
ligious revelation—and the composer with a messianic calling. Hoffmann
did not labor in vain. Perhaps more than any other writer he helped propa-
gate the doctrine of “absolute music,” an idea that still holds sway among
critics and audiences.

Nowhere did Hoffmann more eloquently proclaim this gospel than in his
review of Beethoven’s Fifth Symphony. In this landmark of Beethoven re-
ception, published in 1810 in the Allgemeine Musikalische Zeitung,
Hoffmann set a new standard for musical criticism, supporting the loftiest
philosophical assertions with the keenest analytical precision. His exordium
hails Beethoven as the high priest of a purified instrumental music, a music
that “opens to mankind an unknown kingdom, a world that has nothing in
common with the outer sensory world.” And yet, Hoffmann argued, let no
one mistake this abstraction for undisciplined frenzy, the “product of a ge-
nius who, unconcerned with form and the selection of thoughts, gave him-
self over to his passion and the momentary impulses of his powers of imag-

9
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ination.” Through a detailed analysis Hoffmann sought to show that, de-
spite his eccentricities, Beethoven was “no less qualified, in regards to re-
flection [Besonnenheit], to stand beside Haydn and Mozart.” The review
thus purports to demonstrate the astounding claim of Kreisleriana: that
music can detach itself utterly from physical reality, yet still communicate
intelligibly about the spiritual realm.?

A paradox lurks at the heart of Hoffmann'’s argument. In order to discuss
music at all, he had to use language, a sign system rooted in the natural, sen-
sory world. Hoffmann himself was acutely aware of the chasm between
music and language. As he contended in “Beethovens Instrumentalmusik”
(Kreisleriana), music conveyed “a higher expression than mere words, fit
only for confined, earthly pleasure, can signify.” He begins the symphony
review by confessing that “he is overwhelmed by the object of which he
should speak,” and he entreats the reader not to “begrudge it him if, over-
stepping the bounds of common judgments, he strives to contain in words
what that composition has so profoundly stirred within his soul” (p. 34). As
a Romantic idealist, Hoffmann preached the total separation of music and
language; as a working music critic, he had to bridge the abyss. Indeed,
Hoffmann'’s doctrine of absolute music did not prevent him from producing
an imposing bulk of literature devoted precisely to illuminating the inner
nature of music. He wanted it both ways, declaring the transcendence of
music while dissecting its content.?

This contradiction caused a strain in Hoffmann’s criticism that has not
gone unnoticed. Robin Wallace pointed to a rigidity in the Fifth Symphony
review, remarking that “everything works together to demonstrate the cen-
tral thesis, which is driven home with an almost irrational consistency.”
Peter Schnaus has raised further doubts about Hoffmann’s critical acuity by
tracing much of his language to a well-worn journalistic vocabulary. Most
troubling is the Fifth Symphony itself, which stubbornly resists repatria-
tion in Hoffmann’s Geisterreich. This symphony, which critics from A. B.
Marx to Scott Burnham have heard as the epitome of heroic, humanistic
striving, would seem to provide one of the least convincing examples of a
music that “has nothing in common with the outer sensory world.” Certain
passages do evoke a spiritual, or at least ghostly, ambiance—the mysterious
modulations in the second movement, the withered recapitulation of the
scherzo, or the muffled drum beats before the finale. Offsetting these eerie
moments, however, is the rampant kinesthetic appeal of the symphony, felt
in the motivic propulsion of the first movement, the ubiquitous marches
(that invade even the triple-time slow movement and scherzo), and the tri-
umphant C-major finale, with its overtones of the French Revolutionary
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éclat triomphal.* Many musical works do match Hoffmann'’s ideal of an ab-
stract, purely spiritual music (including some by Beethoven); but the Fifth
Symphony hardly springs to mind.

A fissure thus opens in Hoffmann'’s doctrine of the musical absolute. If,
as he claimed, music and language inhabit wholly separate realms, then his
writing about music must be stained with extramusical meanings, including
perhaps political meanings. A scrutiny of Hoffmann’s critical language re-
veals that what he said (and left unsaid) about the Fifth Symphony indeed
owes much to the political situation around 1810. Yet this study aspires to
more than mere deconstruction. For Hoffmann’s criticism contains a
serendipitous wisdom, even where his Romantic aesthetic strains most no-
ticeably against the heroic text. Indeed, it is precisely through such disjunc-
tures that we can learn the most about Beethoven'’s political thought—if not
in the Fifth Symphony, then in works yet to come.

HEROIC ROMANTICS

“My kingdom is not of this world.” The words of Christ to Pontius Pilate, his
imperial Roman captor, were painfully relevant in 1813. For Hoffmann, as
for any Prussian citizen, the dominating historical fact was the subjection of
his land to Napoleon. Although war had smoldered continuously in Europe
since the French Revolution, Prussia had enjoyed eleven years of peace fol-
lowing the 1795 Treaty of Basel. In 1806 Prussia rashly took up arms against
Napoleon and, after disastrous defeats at Jena and Auerstedt, lost half its pop-
ulation and territory in the reconstitution of the dissolved Holy Roman
Empire. Napoleon occupied the country, installed French agents and officials,
and levied enormous war reparations, further crippling the economy. With
the traditional boundaries of their land liquidated by a foreign power and
their leaders vacillating between resistance and collaboration, Prussian sub-
jects might well have wondered if they possessed a kingdom of this world.

No disinterested bystander, Hoffmann experienced the direct impact of
the French occupation. Ousted from his government post in 1806 for refus-
ing to swear an oath of allegiance to Napoleon, Hoffmann found himself in
severe financial straits, forced to hawk trivial compositions and give music
lessons. The lean conditions of the war years also account for his work as a
music critic. His short (and rather unsuccessful) stint as a full-time musi-
cian—from 1806 until 1814, when he resumed judicial work—exactly coin-
cides with the Napoleonic occupation and so-called Befreiungskriege, or
Wars of Liberation.
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Hoffmann's early Ritter Gluck (1809) registers the politicized mood of
Napoleonic Prussia. The fantastic tale begins with this description of occu-
pied Berlin: “Soon all the places are occupied at Klaus and Weber; the carrot
coffee steams, one argues about king and peace . . . about the closed com-
mercial state and bad Groschen.” Benedikt Koehler has unpacked the con-
stellation of political codes: “Mohrriiben-Kaffee” was the ersatz beverage
forced upon the Berliners by Napoleon's blockade, the Continental System;
the argument “iiber Konig und Frieden” refers to the debate between na-
tionalist proponents of an uprising against Napoleon and the royal cabinet,
which was steering a course of accommodation with France; the
“geschlossener Handelsstaat” was the protosocialist treatise of Johann
Gottlieb Fichte, who had emerged as an outspoken nationalist with his
Reden an die deutsche Nation (Addresses to the German Nation), delivered
in Berlin the previous year; and “schlechte Groschen” alludes to the infla-
tionary economy.’

In 1813, after Prussia resumed the war against France, Hoffmann began
to voice openly patriotic sentiments. His grisly fantasy Die Vision auf dem
Schlachtfeld bei Dresden, inspired by his first-hand experience of the fa-
mous battle, savagely attacks Napoleon and ends with a paean to “the re-
splendent heroes, the sons of the gods, [Czar] Alexander and Friedrich
Wilhelm.” (The allied victory at Dresden also inspired a joyful entry in his
journal: “Freedom!—Freedom!—Freedom! My dearest hopes are fulfilled,
and the steadfast faith to which I clung through the darkest times is proven
true.”) Two years later, after hearing of Napoleon’s escape from Elba,
Hoffman penned the tale Der Dei von Elba in Paris, an apotheosis of
German liberation that ends on a note of pious nationalism: “We have built
a mighty fortress; the banner of the fatherland waves high, terrorizing the
cunning enemy. However much the dark powers may enter into our life, we,
who are born to pious trust and firm faith, shall banish the fearsome shad-
ows.”®

More intriguing than these propaganda pieces are the patriotic themes
that dot Hoffmann's writings about music. In the Fifth Symphony review
he ridicules Louis Jadin’s Bataille des trois empereurs, a characteristic sym-
phony written to celebrate Napoleon’s victory at Austerlitz; political and
aesthetic polemics here unite, as Hoffmann simultaneously condemns
French imperialism and mimesis. The “Hochst zerstreute Gedanken” of
Kreisleriana contains even more pointed barbs. A panegyric to Gluck ends
with a call to arms that clearly extends beyond the operatic dispute with the
Piccinists: “Be of good cheer, you unrecognized ones, you who are bowed
down beneath the frivolity and injustice of the spirit of the age; you are as-
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sured of certain victory, and it is eternal, since your exhausting struggle was
but fleeting.” The four italicized words are “Euch,” “gewisser,” “der,” and
“Kampf.” David Charlton has suggested that this acrostic may encode a pa-
triotic message; one solution that might be hazarded is “Erhalte Gott der
Konig,” or “God save the King.” Hoffmann has again fused aesthetics and
politics in the figure of Gluck, who championed solid Germanic values in the
decadent French capital. This sort of double entendre appears still more
clearly in Hoffmann’s vicious review of Boieldieu’s Nouveau seigneur
(1814), which concludes with

the heartfelt wish that the paltry genre of operetta, with its cloying
sweetness, with its insipid buffoonery, just as it came from the French
stage to ours, as something wholly uncongenial to our spirit, to our view
of music, might, together with the blind reverence—admittedly extorted
sword in hand—for everything else that comes from there, disappear as
soon as possible.

Hoffmann spelled out the connection between artistic and political aims in
his operatic manifesto Der Dichter und der Komponist (1813). The union of
the operatic arts, symbolized by the poet Ferdinand and the composer
Ludwig, intertwines with the ideal of patriotic unity:

Ferdinand pressed his friend to him. The latter took up his full glass:
“Eternally united in a higher cause through life and death!” “Eternally
united in a higher cause through life and death!” repeated Ferdinand, and
in a few minutes his impetuous steed was carrying him into the host that,
rejoicing in their wild lust for battle, drove toward the enemy.”

Hoffmann’s musical writings and activities suggest not only patriotic
fervor, but the spirit of the reform movement that sprang up in Prussia dur-
ing the Napoleonic occupation as well. Following the 1806 debacle, a faction
among Friedrich Wilhelm II’s ministers sought to infuse new ideas and or-
ganization into every aspect of Prussian national life. Spearheading the
movement was Baron Stein, who seized on the wartime crisis to realize his
longstanding plans for modernization. After Napoleon exiled Stein in 1808
for subversion, leadership fell to the less effective Count Hardenberg, under
whom the reform movement fizzled out, capitulating to entrenched aristo-
cratic interests. The reformers recognized that Prussia could survive only by
broadening political involvement in the French manner. The collapse of the
celebrated Prussian army had revealed the rot in the absolutist state and the
contrasting power of the French nation aux armes. Stein believed that vic-
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tory against Napoleon depended on rousing Prussia to a similar levée en
masse, which meant revamping the paternalistic Obrigkeitsstaat. As Walter
Simon put it, Stein’s “formula for the salvation of Prussia penetrated into all
departments of public life: it was no less than the restoration and mobili-
zation of the nation’s resources.”® Generals Scharnhorst, Boyen, and
Gneisenau set about restructuring the army, working for universal con-
scription, limits on corporal punishment, and the establishment of a
Landsturm or citizen militia. Albrecht Thaer labored to replace the feudal
agricultural system with more productive capitalist methods imported from
England. Stein’s Emancipation Edict of 1807 freed the peasants and opened
land ownership to all classes, and under Wilhelm von Humboldt national
education underwent a revolution, culminating in the establishment of the
University of Berlin in 1810. Less successfully, Hardenberg worked to in-
troduce a constitution and representative branch into the monarchy.

Close contacts link Hoffmann to this optimistic movement. His best
friend, Theodor von Hippel, was a prominent reformer and the author of
Friedrich Wilhelm’s wartime appeal “An mein Volk.” Hippel was the model
for the poet-warrior Ferdinand in Der Dichter und der Komponist, whose
setting was inspired by a chance meeting between the two friends in
Dresden. During the war years Hippel served as counselor to Hardenberg,
who reappointed Hoffmann to the Berlin judiciary in 1814 and made him an
honored guest at his home after the war. It is not certain how well
Hoffmann knew Stein, but the baron personally extended him financial as-
sistance in 1807 after Hoffmann was ousted from his judicial post. While
languishing in Berlin during 1807-8, Hoffmann also met Fichte and
Friedrich Schleiermacher, two of the most outspoken literary proponents of
national reform.’

The reforming spirit animates every sphere of Hoffmann'’s activity dur-
ing the Napoleonic years. As director of the Bamberg Court Theater and,
later, the Dresden Seconda Opera Troupe, he fought for an organic concep-
tion of opera uniting music, drama, and spectacle. This proto-Wagnerian
crusade took theoretical form in Der Dichter und der Komponist and “Der
vollkommene Maschinist” (Kreisleriana) and found practical expression in
Undine (1816), in which he answered his own call for a German Romantic
opera. Hoffmann also campaigned to reform church music, a project culmi-
nating, on the one hand, in the nine-voiced Miserere of 1809 and, on the
other, in the essay “Alte und neue Kirchenmusik” (1814). In this essay
Hoffmann forayed into the realm of practical governmental reform when
he prescribed for the bourgeois choral societies that, “should these societies
prove to be a genuine influence on church music, they must not remain pri-
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vate enterprises, but rather should be directed and supported in religious
form by the state.”!

With this proposal, Hoffmann joined in the foremost cultural demand of
the reform movement, education. Bildung, the neohumanistic ideal of inner
formation, beckoned to the reformers as a potent source of national
strength. As Rudolf Vierhaus explained,

The political and spiritual excitement of the Napoleonic age had created a
propitious situation for essential educational reforms, but also for the no-
tion that the resurgence of Germany, her national rejuvenation and
greater unity, the overthrow of absolutism, and the “participation” of the
people in the state could be neither solely nor decisively effected politi-
cally, but must rather be a matter of the education and Bildung of all. . . .
With powerful optimism, numerous philosophers, pastors, government
officials, teachers, political writers, and journalists busied themselves with
special and general problems of Bildung.!!

The pages of the Allgemeine Musikalische Zeitung give a taste of this en-
thusiasm. Between 1809 and 1811 no fewer than eleven issues featured ar-
ticles devoted to the Gesangsbildung of Heinrich Pestalozzi, the Zurich ped-
agogue whom Fichte had hailed in his Reden as the guiding light of German
education. Pestalozzi himself contributed a brief column to the paper in
1811. In February and September 1810, straddling Hoffmann’s July review
of the Fifth Symphony, a two-part essay appeared, “Uber die #sthetische
Bildung des componierenden Tonkiinstlers,” which prescribed the proper
nurturance for Germany’s future composers.

Hoffmann addressed the subject of education most explicitly in Kreis-
leriana, through a pair of antithetical epistolary essays. The “Nachricht von
einem gebildeten jungen Mann” sets forth a letter from a monkey who has
been trained in all the graces of human speech, behavior, and culture.
Hoffmann thus pilloried the mechanical, cosmopolitan notion of education,
which merely taught the pupil to “ape” an adopted culture. He countered
such sterile imitation in “Johannes Kreislers Lehrbrief.” The imitation of a
journeyman’s certificate of mastery pays tribute to Goethe’s Wilhelm
Meisters Lehrjahre, and the essay itself centers around a miniature
Bildungsroman. The youthful composer, Chrysostomus, finds himself
drawn to a bloodstained rock, from which issue mysterious shapes and
melodies. Years later, after undergoing a rigorous musical education,
Chrysostomus returns to the childhood spot; he now finds that his academic
training allows him to grasp with perfect clarity the hidden figures and
sounds. The narrator draws the moral that the composer’s art depends inti-
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mately upon the development of inner powers of concentration and creative
formation, a central goal of Bildung: “The more lively, the more penetrating
his recognition becomes, and the greater his ability to hold fast his exertions
as with special mental powers and to conjure them into signs and symbols,
the higher the musician stands as composer.”1?

The marriage of inspiration and technique that distinguishes the mature
Chrysostomus returns as the central thesis of Hoffmann’s review of the
Fifth Symphony. Hoffmann's praise of Beethoven’s Besonnenheit, his abil-
ity to impart shape and logic to his musical fantasies, echoes an ideal that
Goethe had proclaimed in his famous manifesto of Weimar Classicism, the
sonnet “Natur und Kunst” (published 1807):

... So ist’s mit aller Bildung auch beschaffen,
Vergebens werden ungebundne Geister

Nach der Vollendung reiner Hohe streben.

Wer Grofles will, muf3 sich zusammenraffen,
In der Beschriankung zeigt sich erst der Meister,
Und das Gesetz nur kann uns Freiheit geben.

(... Thus is all Bildung accomplished;

In vain shall unbound spirits

Strive toward the perfection of the pure heights.
Whoever seeks greatness must control himself;
Mastery first appears in limitations,

And only law can give us freedom.)

The voice of the pedagogue also speaks in Hoffmann’s remark that
Beethoven’s contrapuntal treatment “testifies to a deep study of the art” (p.
43), or in the claim that Besonnenheit is “inseparable from the true genius
and is nourished through the study of the art” (p. 37). Hoffmann’s review
itself epitomizes the union of genius and self-possession, wedding the most
rarefied metaphysical speculation to the most concrete technical analysis. In
both matter and manner, his review reflects the educational ideal of the re-
formers: it exalts a paragon of Bildung, even as it models the kind of well-
formed sensibility worthy of such culture.

While the optimistic spirit of the reform movement certainly affected
Hoffmann, his musical writings resonate still more deeply with the mysti-
cal strains of Romantic political thought. The essay “Alte und neue
Kirchenmusik” leads to the heart of this political-aesthetic program.
Hoffmann begins the essay with an unveiled attack on France:
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It is clear that this frivolity, this wicked denial of the Power ruling over us
that alone gives prosperity and strength to our works and deeds, this
mocking contempt for wholesome piety stems from that nation that, in-
credibly, stood for so long before a bedazzled world as a model of art and
science. . . . The unutterable sacrilege of that nation led finally to a violent
revolution that rushed across the earth like a devastating storm.

This passage epitomizes the characteristic compound of politische Ro-
mantik: the old struggle against French cultural imperialism coupled with
the new campaign against French military imperialism. The slap at Gallic
frivolity and immorality resonates with a long polemical tradition in
Germany, reaching back to Herder, Lessing, and other early advocates of
an autochthonous literary culture. The native writers took aim at the
Frenchified court culture, in which each petty prince aspired to a little
Versailles. Proponents of a native German culture championed the values of
profundity, spirituality, and intuition, in opposition to French elegance, sen-
sualism, and classicism—Kultur versus Zivilisation.”> When the French
Revolution spilled across the Rhine and devolved into Napoleonic imperial-
ism, German artists had a literary arsenal at hand.

Romantic political discourse attracted such members of the original Jena
circle as the Schlegel brothers, Novalis, and Schleiermacher, but especially
the later generation of Romantic writers including Heinrich Kleist, Clemens
Brentano, Adam Miiller, Achim von Arnim, and Baron de la Motte-Fouqué,
Hoffmann'’s operatic collaborator. Many became actively involved in politi-
cal activities, like Friedrich Schlegel, who worked as a paid propagandist for
the Hapsburgs; or his brother August Wilhelm, who produced propaganda
for the Swedish court; or Franz Baader, who helped formulate the Holy
Alliance. Patriotic passions could also take artistic form, in Kleist’s historical
plays, the folklore collections of Arnim, Brentano, and the Grimm brothers,
or the “neu-deutsche, religiés-patriotische Kunst” of the Nazarene painters.
Adam Miiller, the most systematic political thinker among the Romantics,
formulated a theory of the state based upon the synergy of male and female
principles. The twin epicenters of political Romanticism lodged in
Hoffmann’s Berlin, home to Kleist, Arnim, Schleiermacher, Fichte, and the
fortnightly “Christlich-deutsche Tischgesellschaft”; and Beethoven’s
Vienna, host to the Schlegel brothers, Miiller, the Nazarene painters, and a
robust Catholic Romanticism led by Zacharias Werner and Clemens
Hofbauer.

The Romantics portrayed themselves as defenders of an embattled
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Christendom, besieged by the pagan Enlightenment and Revolution.
Novalis began his lecture Die Christenheit oder Europa (1799) with a
fairy-tale evocation of the Middle Ages: “There once were beautiful, shin-
ing times when Europe was a Christian land, where one Christendom in-
habited this humanly fashioned part of the world; one grand common
interest bound the most distant provinces of the wide spiritual realm.”
The wave of Catholic conversions among the Romantics impelled the
Nazarene painters away from the pagan subjects of neoclassicism toward
the sacred art of the Italian Renaissance; in 1808 Franz Overbeck wrote to
his father that the true artistic path led “through religion, through a study
of the Bible that alone made Raphael into Raphael.” The Protestant tradi-
tion also lent itself to propaganda purposes, as in Fichte’s Reden an die
deutsche Nation, modeled on Luther’s Reden an die deutsche Ritterschaft.
Kleist sanctified his patriotic sentiments in a Catechism for the Germans
(1809):

QuesTION: What do you think of Napoleon, the Corsican, the most
famous emperor of the French?

ANSWER: My father, forgive me, but you have already asked me that.
QUESTION: I've already asked you that? Tell me once again, with the words
that I taught you.

ANSWER: A detestable man; the beginning of all evil and the end of all
goodness; a sinner whose condemnation would surpass the scope of
human language, and rob the angels of breath on Judgment Day.

Hoffmann joined this tradition in “Alte und neue Kirchenmusik,” which
links the revival of old church music to victory in the temporal sphere:

The old, great masters live on in spirit; their songs have not ceased to
echo: it is just that they cannot be heard amid the roaring, raging tumult
of the events that have broken over us. May the time of our fulfilled hopes
not tarry longer, may a pious life in peace and bliss begin, and may music
spread her seraphic wings freely and powerfully, once more to begin the
flight into the Beyond, which is her home and from which beam comfort
and salvation into the human heart!**

The Romantic veneration of history extended to both feudal Christen-
dom and the glory days of the Germanic nation. Hoffmann thus praised
Bach and Handel together with Palestrina, just as the Nazarenes enthroned
Albrecht Diirer beside Raphael. A few strophes from Beethoven’s song Der
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Bardengeist, WoO 142 (1813), will capture the spirit of this mystical

Teutonism:

1. Dort auf dem hohen Felsen sang

Ein alter Bardengeist;

Es tont wie Aeolsharfenklang

Im bangen schweren Trauersang,
Der mir das Herz zerreist.

. “Ich suche wohl, nicht find’ ich mehr

Ach! die Vergangenheit.

Ich sehe wohl so bang und schwer,
Ich suche dort im Sternenheer
Der Deutschen goldne Zeit”

. “Ja, herrlich, unerschiittert, kithn

Stand einst der Deutsche da;

Ach! iiber schwanke Triimmer ziehn
Verhiangnifivolle Sterne hin.

Es war Teutonia.”

. There on the high cliff sang

an ancient bard’s spirit;

it sounded like the music of an Aeolian harp
in a fearful, heavy dirge

that tore my heart apart

. “I am seeking, indeed, but find no longer,

Alas! the past.

I see, indeed, so fearfully and heavily,
I seek there in the host of stars,

the golden age of the Germans”

. “"Yes, noble, unshaken, bold

the German once stood here;
alas! over frail ruins

fateful stars travel past.
Teutonia is no more.”)

In these Romantic sagas, France frequently suffers an invidious comparison

with Rome, another rapacious pagan empire. Kleist’s play Die Hermann-
schlacht glorifies Arminius, the turncoat German mercenary who am-
bushed Caesar Augustus’s legions in the Teutoburg Forest. Fichte’s Reden



20 / A Kingdom Not of This World

conjures up another Roman foe, Luther’s “Whore of Babylon.” The same
trope appears in Der glorreiche Augenblick, Beethoven'’s triumphal cantata
for the Congress of Vienna:

Heil Vienna dir und Gliick!
Stolze Roma, trete zuriick!

(Hail to you, Vienna, and good fortune!
Proud Rome, fall back!)

Years later Beethoven toyed with an oratorio text, Der Sieg des Kreuzes,
whose subject was to have been Constantine’s establishment of Christianity
in pagan Rome. Hoffmann’s quoting of Christ’s words to Pilate uses the
same code, adding another covert patriotic message to Kreisleriana.

Critics of German Romanticism have drawn different conclusions as to
its concrete political program. Heinrich Heine summed up the mood of the
leftist Vormadrz in Die romantische Schule (1833—35), which savaged the
Romantics as reactionary propagandists. As Heine bitterly noted, their
theocratic medievalism lent itself easily to Restoration propaganda. Tsar
Alexander I drew on Romantic ideas in formulating the Holy Alliance, and
Ludwig I of Bavaria enthusiastically embraced the Nazarenes. During the
1830s Friedrich Wilhelm IIT of Prussia embarked on a deliberately Romantic
cultural program, summoning the mystical Schelling to teach philosophy at
the University of Berlin and rebuilding the Cologne