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Abstract

During 1824, composer and music publisher Anton Diabelli (1781-1858) published a
collection of piano compositions in two volumes, entitled the Vaterléndischer
Klinstlerverein (Patriotic Artists’ Association). He invited 51 of Vienna’s most
prominent musical personalities (among them an 11-year-old Franz Liszt, Franz
Schubert and Ludwig van Beethoven) active during the early nineteenth century to
each contribute a variation on a waltz theme written by himself. The first volume
(Part I) of the Vaterléndischer Kiinstlerverein was at first published in 1823 and
contains the 33 Verédnderungen Uber einen Walzer von Diabelli op.120 by Ludwig
van Beethoven (1770-1827) which has subsequently become known simply as the
Diabelli Variations. To some, it is one of the most profound sets of variations ever
composed (Tovey 1944: 124). Because of the fame of the first volume, the second
volume has fallen into relative obscurity — it has become all but forgotten by most
musicologists and pianists alike. This second volume (Part Il) contains an additional
50 variations by (the remaining) 50 composers invited by Diabelli to partake in this
mammoth project. French (2004: 220) and Roennfeldt (2009: 2) agree that this set of
variations can provide invaluable insight into Viennese musical life ca. 1820. This set
of variations, comprising a catalogue of the influential musical figures of the time,
proved a worthwhile subject of investigation for a holistic perspective on musical life
in Vienna between the deaths of Mozart (1791) and Beethoven (1827).

The socio-political conditions in Vienna in the early nineteenth century proved an
extremely interesting time. After the upheavals of 1789 - 1815, caused by the French
Revolution and the Napoleonic Wars, the Congress of Vienna, (between November
1814 and June 1815), provided a means to relative peace during the subsequent
century. The democratising ideologies of the French Revolution and the Napoleonic
Wars had affected the whole of Europe, sparking widespread emancipation of the
middle class and a re-evaluation of the nobility’s power. Vienna found itself in a
period of apparent peace, with an appreciation for moral responsibility, patriotism,
family and nature; this period would retrospectively be called the Biedermeier Period
(1815-1830). The art of music was liberated to become an accessible, cultural
pastime, not only for the nobility and for aristocratic peoples, but also for the average
middle class citizen. The popular music genre became eminent with, as one of its

major exponents, the waltz.



During the Biedermeier Period, Vienna was gripped in a waltz frenzy, with
composers producing a prolific amount of waltz music to satisfy public demand.
Ballantine (1984: 5) holds the opinion that social structures always crystallise in
music. This study explores how the socio-political climate that reigned in Vienna
during, and preceding, the Biedermeier Period influenced the popular eminence of
the waltz, investigating to what extent Diabelli’s Vaterldndischer Kiinstlerverein Part
Il is a reflection of this development. Through comprehensively synthesising various
definitions of the waltz, this study compiles an expansive list of characteristics
evident in waltz music during the early nineteenth century. The study scrutinises
Diabelli’'s Vaterléndischer Kiinstlerverein Part Il (comprising 50 variations composed
by 50 composers) for evidence of these traits in an effort to determine to what
degree this composition (and therefore its composers) utilised the then
contemporary, compositional conventions. An integration of the abovementioned
traits in turn reveals the extent to which the Vaterléndischer Kiinstlerverein Part Il is

a representative product of its time.
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CHAPTER 1
1. Introduction
1.1 Background to the study

During 1824, Anton Diabelli (1781-1858) published the complete Vaterldndischer
Klinstlerverein (Patriotic Artists’ Association). There were two parts, and the entire
collection was based on a waltz theme composed by Diabelli himself followed by 83
variations written by 51 of Vienna’s most prominent musical personalities active
during the early nineteenth century (Roennfeldt 2009: 1). Part | of the
Vaterldndischer Kiinstlerverein was first published in 1823 and contains the 33
Verdnderungen lber einen Walzer von Diabelli op.120 by Ludwig van Beethoven
(1770-1827) which has subsequently become known simply as the Diabelli
Variations. Part |l (the focus of this study), contains 50 variations by 50 composers

on the same waltz theme.

As a pianist, | have been interested in including Beethoven'’s set of Diabelli
Variations in my repertoire for quite some time. It has been included in many
professional pianists’ concert programmes and has been described by Donald
Francis Tovey as “the greatest set of variations ever written” (Tovey 1944: 124). |
was, however, not aware of Part |l of the so-called Diabelli Variations. The existence
of this second volume was brought to my attention by Marianne Feenstra, a previous
history of music lecturer. | was surprised (and immediately interested) to learn that a
second volume on this famous theme exists; further still when | learnt that
Beethoven’s monumental set of variations was the smaller of the two volumes. When
| discovered that the second volume (Part II) had been composed by 50 different
Viennese composers, my interest in the work was cemented and | began informally
researching what | later realised was called the Vaterlédndischer Kiinstlerverein Part
[I. The initial, though limited, snippets of information discovered regarding the 50
composers involved, the timeframe of composition and its social context proved very
interesting and persuaded me to investigate the collection more thoroughly. | thought
that this thorough investigation would prove worthwhile as a research topic. Diabelli’s
Vaterlédndischer Kiinstlerverein Part |l proved an interesting collection to investigate,
not only because of the unusual process surrounding its creation, but also because

so little is known about it and most of the composers involved.
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French (2004: 220) and Roennfeldt (2009: 2) agree that this set of variations can
provide invaluable insight into Viennese musical life ca. 1820. It serves as a
catalogue of the influential musical figures active at the time and can prove a
worthwhile subject of investigation for a new perspective on Viennese life in the 36
years between the deaths of Mozart (1791) and Beethoven (1827).

Upon researching the composition, | was immediately struck by the theme’s waltz-
like character. | decided to investigate if it is possible to determine why Diabelli
particularly chose to write a waltz as the theme, as the scope of the project would
surely have forced him to craft the theme in such a way that the composers involved

could adequately display their compositional abilities.

To understand this, it is necessary to briefly investigate the social conditions in
Vienna in the early nineteenth century. It was an extremely interesting time. After the
upheavals of 1789 - 1815 caused by the French Revolution and the Napoleonic
Wars, the Congress of Vienna, which convened between November 1814 and June
1815, resorted to the drawing up of a new map of Europe creating far fewer states
(Burkholder et al. 2009: 596). Despite the shifting of certain borders, and the still-
partitioned countries, inhabitants felt a greater unity through language and culture
than before (Burkholder et al. 2009: 596). The democratising ideologies of the
French Revolution and the Napoleonic Wars had impacted on the whole of Europe,
sparking widespread emancipation of the middle class and a re-evaluation of the

nobility’s power and responsibilities towards their countries.

Additionally, the production of printed music during the early nineteenth century
became an important new industry (Fog 1985: 33). Owing to the growth of the middle
class, music became a societal staple: churches, schools, houses and other
gatherings were punctuated by music performances (Fog 1985: 33). With the decline
of the aristocratic Hauskapellen (private house ensembles) a social broadening of
music patronage ensued resulting in greater demand and, thanks to the technical
progress made in the printing and manufacturing of paper, cheaper production
methods made it possible for more people to obtain music scores (De Nora 1991:
310). Developments in the trade industry also ensured that music publications were
available outside urban areas, further increasing the market (Fog 1985: 33). This

increase in demand, as well as the influx of tourists during the Congress of Vienna,
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gave rise to innumerable compositions in an ever-growing market; it was any
composer’s paradise.
1.2 Aims of the study

This study will strive to better understand the socio-political climate at play in Vienna
during the early nineteenth century through the use and the development of the waltz
with specific reference to Diabelli's Vaterldndischer Kiinstlerverein which is entirely
based on variations of a single waltz composed by Anton Diabelli. The social factors
that influenced the importance and popularity of the waltz within Viennese society
will also be considered. Finally, the variations contained in Diabelli’s publication are
used to determine how each composer interpreted the conventions of the time
concerning the waltz.

1.3 Research questions

1.3.1 Main research question

How are the waltzes that comprise Diabelli’'s Vaterldndischer Kiinstlerverein
Part Il representative of the waltz that emerged during Vienna’s socio-political

climate of ca. 18207

1.3.2 Sub-questions

e What were the social reforms and political shifts at play in Vienna ca.
18207

e Where did the waltz originate and how did it gain its social prominence?

e What instigated the publication of Diabelli’s Vaterlédndischer

Klinstlerverein?

1.4 Literature Review

This section will outline literature that deals with the following topics relating to this

study:
e The emergence of the waltz in Vienna.

e Vienna between 1819 and 1824.
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e The background to and existing research about the Vaterldndischer

Kiinstlerverein Part .

1.4.1 The emergence of the waltz in Vienna

The minuet was the most popular court dance during the eighteenth century. It
reflects the Classical ideals of balance, restraint and clarity of the time (Katz 1973:
370). The minuet was also a “learned” dance. Katz quotes Johann Wolfgang von
Goethe, the German statesman and writer, as stating that “Nobody ventures
unconcernedly to dance unless he has been taught the art; the minuet in particular,
is regarded as a work of art and is performed, indeed, only by a few couples. The
couples are surrounded by the rest of the company, admired and applauded at the
end.” (Katz 1973: 370).

It is clear from this description that the minuet was stylised and that it was carefully
rehearsed and not spontaneous. It is also clear that there were two different groups
involved when dancing the minuet: the few who were well-versed in the steps and
dance, and those who appreciated the performance. Clothing, the order of entry to
the dance floor and social standing all determined how the minuet was performed
(Katz 1973: 370).

In contrast to the rigour of the minuet, the waltz provided everyone with the
opportunity to dance. Around 1750 a dance for couples, called Walzer, was being
danced by the peasants of Bavaria, Tyrol and Styria. This dance quickly spread to
Vienna and, in describing life in Vienna around 1776 - 1786, Don Curzio is quoted as
writing: “The people were dancing mad ... The ladies of Vienna are particularly
celebrated for their grace and movements of waltzing of which they never tire.”
(Jacob 2005:24-25). By 1786 a waltz was included as the second act finale of the
opera Una Cosa Rara by Martin y Soler. Soler had marked the tempo of the dance
as andante con moto, but in performances in Vienna the tempo was increased,

leading to the Geschwindwalzer, and the Galloppwalzer (Wechsberg 1973: 49, 50).

Plantinga (1984: 343) describes the characteristics of the Viennese waltz as typically
consisting of a set of five to seven dances with each dance normally consisting of
either two eight-bar phrases or one sixteen-bar section. The whole composition
would normally be framed by an introduction and a coda.
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Plantinga further mentions that waltz music was most often performed with a violin
leading the instrumental ensemble, and the music therefore featured various devices
associated with this instrument, including double stops, playing on open strings and

frequent folk-like portamento.

In their books Decorum of the Minuet, Delirium of the Waltz (2012) and Revolving
Embrace: The Waltz as Sex, Steps and Sounds (2002) McKee and Yaraman
respectively provide a more extensive list of characteristics as pertaining to the
waltz. Yaraman also juxtaposes the waltz to the minuet. McKee notes the
psychological “power” that the spinning of the waltz had on both dancers but
interestingly also on the onlookers. McKee further highlights the popular music
revolution in opposition to the increasingly serious, learned quality of concert music.
McKee holds that this revolution gave rise to a specific market capable of financially
sustaining itself, and, as a result, composers like Johann Strauss | started

specialising in such works for the fast-expanding popular market.

In his book Sounds of the Metropolis, Scott (2008) affirms that the waltz is one of the
earliest examples of popular music and he paraphrases Adorno (Scott 2008: 6) in
maintaining that, from the middle of the nineteenth century, “good” music may be

defined as music that renounces commercialism altogether.

In his book The Wicked Waltz and Other Scandalous Dances, Knowles (2009)
recounts the history of the waltz from its origins in the La Volta and the Landler to the
reception of its performance as one of shock, horror and immense excitement,
reactions which both Katz (1973) and Plantinga (1984) also mention. Knowles
provides insightful sections on the aristocracy’s initial repulsion and later acceptance
of the dance style as well as listing some musical elements belonging to the waltz
and its origins. The waltz musical form is discussed and the works of the two most
important composers, Johann Strauss | and Joseph Lanner are explored. This book
contains quotes from press releases of the time which accurately convey the

attitudes and atmosphere of Vienna during the 1820s and later.

1.4.2 Vienna between 1819 and 1824

In the book Musical life in Biedermeier Vienna, Hanson (1985) controversially paints

a picture of Vienna during the 18th century as a city offering little social or political
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cohesion. She maintains that Austria was not bound by language, ethnic heritage or
history and as a result there was very little patriotism. Such a description does not,
however, consider that the dialect known as Viennese German (German:
Wienerisch), which is distinct from Standard German in vocabulary, grammar, and
pronunciation, is spoken in Vienna while Standard German is used as the official
language. This factor alone binds the people of the city in language and cultural
heritage. The country’s broader ethnic heritage and history stretches back as far as
1145 when Duke Henry Il Jasomirgott moved the Babenberg family residence

from Klosterneuburg in Lower Austria to Vienna which became the centre of the
Babenberg dynasty. In 1440 Vienna became the resident city of

the Habsburg dynasty and it grew to become the capital of the Holy Roman

Empire (1483—-1806) and one of the most important European cultural centres for

music, the arts, science and fine cuisine.

In the early 1800s the cosmopolitan nature of the city was reflected in the languages
spoken: musicians also spoke lItalian and aristocrats often spoke French. The

services of the Roman Catholic Church services were conducted in Latin.

Hanson, however, comprehensively documents various aspects of Viennese life
from population growth, living standards, mortality rate to foreign musicians actively
working in the city between 1815-1830. The author also states that, during the period
between the Napoleonic Wars and the March Revolution (1815-1830), there was a
prolific number of writers, musicians, politicians and dramatists living in Vienna. The
author postulates that, for this reason, many normally fame-worthy compositions
were forgotten as they were directly compared to some of the greatest music ever
written. The work does well in describing the way government strove to control music
and musicians; it also discusses various concert venues and the genres of music
performed at each one. This book provides a good perspective from which to view
the social reforms that would transform Vienna and ultimately Europe during the next

century.

In her article Musical patronage and social change in Beethoven’s Vienna (1991), De
Nora raises some key questions regarding music’s role in Viennese society during
the early nineteenth century. She recounts how Mozart’s music was deemed “too

highly seasoned”, with questions asked about whose palate is capable of enduring
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this for long (De Nora 1991: 313). Yet, less than a decade later Mozart was labelled
as “immortal”, and his music was so idealised that Constanze Mozart was able to
arrange an all-Mozart benefit concert. This change in outlook on Mozart’s work
echoes a dramatic shift in taste of the Viennese elite. No longer was the emphasis
on ltalian opera composers, nor on relatively simple-textured, non-learned, short
works but on complexity and seriousness, and “master” composers were valued.
This might possibly offer one explanation why Diabelli’'s Vaterléndischer
Kinstlerverein Part Il was not as popular as Part |, composed by Beethoven.
Beethoven, according to De Nora (1991: 314) was the “connoisseur’s musician”; Part
Il contained pieces in a more popular style that was intended for immediate

consumption and quickly found itself out of fashion.

Parsons (in Vienna: A Cultural History [2008]), mentions some of the characteristics
of the Biedermeier style. It is interesting to note that paintings in this style typically
valued and depicted moral responsibility, family and nature as well as personal
sorrow in a patriotic context. This style directly followed the Napoleonic Wars, and it
reflects that many families suffered devastating losses. The values depicted became
the precursors for the nationalism which was to grip the nation during the early

nineteenth century.

1.4.3 The Vaterlandischer Kiinstlerverein

It seems that, “[s]Jometime between early 1819 and 1821, Diabelli conceived the idea
of commissioning variations on his waltz as a collective project involving numerous
Viennese composers.” (Solomon in Bonds & Sisman 1999: 147). Ludwig van
Beethoven was one of these composers and, according to Solomon, he “proceeded
on his own, working without any commitment to Diabelli well before the collective set
was under way ... he revised and completed the work in late 1822 and early 1823
shortly after concluding an agreement for its publication.” (Bonds & Sisman 1999:
147)

The importance and impact of the set of 33 variations that Beethoven produced and
that were published first as his 0p.120 in 1823 and a year later as Vaterléndischer
Kinstlerverein Part |, has been widely discussed and documented, and does not
form part of the research of this dissertation. My current research focuses on the

response of the 50 composers who each contributed one variation, as requested by
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Diabelli, and whose works were published in 1824 as the Vaterldndischer

Kiinstlerverein Part .

The title Vaterléndischer Kiinstlerverein may be translated into English in various
ways, but a useful one is “The Patriotic Association of Artists”, and it reflects the
collective nature of the project. One (possibly apocryphal) story is that Diabelli,
horrified by the suffering of the Austrian widows and orphans in the aftermath of the
Napoleonic Wars, envisaged that a percentage of the profits from sales would be
used to support them, and this explains why the composers’ contributions would
have been described as being part of a “patriotic” association. (See also Dierauf
(2016), accessed 19 March 2018; | have, however, not been able to verify this
information which would involve researching Diabelli’s as yet largely unpublished

correspondence.)

Carl Czerny’s variation is the earliest dated manuscript bearing 7 May 1819 as the
starting date. The last manuscript, which bears the date of 16 January 1824, is by
Johann Nepomuk August Wittasek. The whole project therefore took five years to
complete. (Roennfeldt 2009: 6; Brown 1959: 271; Weinmann & Warrack 2002: 280;
Beethoven 1998; Todd 1992: 85; Solomon 2003: 19)

Though there are several sources that refer to the existence of the Vaterlédndischer
Klinstlerverein, it is generally as a passing reference to contextualise Beethoven’s
set of variations which were published as Part |. There is one thesis in English titled
The Interpretation of rhythm in Diabelli’s “Vaterlédndischer Kiinstlerverein” variations
by G.A. Govier (2003) that deals exclusively with the rhythmic content of the
variations as an illustration of piano performance practice of around 1820. The study
highlights inconsistencies in musical notation and the use of (amongst other devices)
staccati and tempo fluctuations. Despite a whole volume being dedicated to the
Vaterlandischer Kiinstlerverein Part I, even the comprehensive Denkméler der
Tonkunst in Osterreich (Monuments of Music in Austria) only offers information
already mined from other sources. Roennfeldst’s The (60) Variations (not by
Beethoven) on a Theme by Diabelli- Monstrosity or Monument? (2009) proved
seminal to this study through its establishment of the background of the
Vaterléndischer Kiinstlerverein. It provides a comprehensive examination of the

Vaterldndischer Kiinstlerverein Part |Il. Truscott (1959) is the only other author to
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specifically mention the musical content and relevance of the Vaterlédndischer
Kiinstlerverein Part |l. Literature pertaining to the Vaterléndischer Kiinstlerverein Part

II'is thus severely limited.

1.4.3.1 Background: Anton Diabelli (1781-1858)

Anton (or Antonio) Diabelli was an Austrian music publisher, editor and composer.
He was born in Mattsee, near Salzburg, in 1781 and died in Vienna in 1858 (Walker
2016: 2). He entered the monastery at Raitenhaslach, Bavaria, in 1800 to study
towards the priesthood where he remained until 1803 when Napoleon dissolved all
monasteries. In 1803 he moved to Vienna and became a piano and guitar teacher, a
composer of pieces for pedagogical and entertainment purposes, a copyist, and a
proof-reader (Rodda 2017: 4).

Diabelli worked at various publishers as a copyist and proof-reader before
establishing his own music publishing business in 1817. Petro Cappi joined him as a
partner in 1818, and the firm became known as Cappi & Diabelli. They quickly
became known as suppliers of popular and dance pieces. Many of these were
arrangements of popular pieces, including dance music, comic theatre songs and
well-known opera arias, so that they could be played by amateurs in the home

environment.

Diabelli is described by Rodda (2017: 4) as having “limited creative ability”, a
debatable description. He wrote several masses, songs, the operetta Adam in der
Klemme, numerous works for classical guitar, and many piano works of which the

works for piano four hands are especially popular.

Diabelli is widely acknowledged for his support of the composer Franz Schubert. It
was he who published Schubert’s op.1, Erlkénig, in 1821. In 1823 Schubert and
Cappi fell out, and the firm of Cappi & Diabelli was dissolved in 1824. Diabelli then
established a new firm, Diabelli & Co, and he became Schubert’s publisher in 1824,
publishing the huge number of this composer’s works during his lifetime and for
almost 30 years after his death. Roennfeldt (2009: 1) believes that one of his most

important achievements was instigating the Vaterléndischer Kiinstlerverein.

Despite Diabelli’s significance as music publisher, this study could find no article nor
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book solely related to him. Diabelli’s life is most often discussed regarding its impact
on the lives of other composers. An example of this is Sonneck’s article Beethoven
to Diabelli: A Letter and a Protest (1926). In this article, Sonneck divulges many
biographical details concerning Diabelli, but only because the information is relevant
to the study’s subject, namely Beethoven. The same may be said of Clive’s book on
Schubert, Schubert and His World: A Biographical Dictionary (1997), in which Clive
mentions important biographical details regarding Diabelli as they are relevant to the
book’s focus on Schubert’s life. It is however, possible to paint a comprehensive
picture of Diabelli’s life from an amalgamation of the little nuggets of information
offered by the various sources. It might prove fruitful to thoroughly examine the life of
Diabelli, including his correspondence with some of the most notable composers of

the day, in a study solely dedicated to him as an avenue for future study.

It is significant that Anton Diabelli specifically chose to compose a waltz for his
“patriotic enterprise”. A waltz would have guaranteed the work the wide appeal and
popularity that he sought. Moreover, as Solomon (in Bonds & Sisman 1999: 147-
149) explains:

...one aspect of the theme’s significance becomes somewhat clearer, for a
waltz, interchangeably called ‘Einer Deutscher’ or ‘Deutscher Tanz,’ is a plain
musical product of German soil. ... On an uncomplicated level, then, the theme,
composed by Diabelli in contemporary German vernacular ... represents the
homeland through its native language. ... Diabelli’'s theme conveys ideas not
only of the national, the commonplace, the humble, the rustic, the comic, but of
the mother tongue, the earthly, the sensuous, and, ultimately perhaps, of every

waltzing couple under the sun.

It is, therefore, because of its representation of the “contemporary German
vernacular” that 50 composers were able, independently, to compose the range of
variations that were sent to Diabelli, and that Beethoven was able to compose a

further 33 variations: a total then of 83 variations on a single theme.

1.4.4 The fifty composers who contributed to Vaterldndischer Kiinstlerverein
Part Il

The firm of Cappi and Diabelli announced the publication of the Vaterléndischer
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Kiinstlerverein in the Wiener Zeitung of 9 June 1824 as follows:

National Association of Artists / Variations for the Pianoforte / on a Given
Theme / Composed by the Most Excellent Composers and Virtuosi / in Vienna
and the I. & R. Austrian States. Part |, containing 33 Variations by L. van
Beethoven, op.120 ... Part Il, containing 50 Variations on the same theme by

the following composers. (Bonds & Sisman 1999: 147.)

In the limited literature concerning Part |l of the Vaterldndischer Kiinstlerverein, only
the “most famous” composers are mentioned; the remaining ones are dismissed as a
“horde of forgotten names.” Only Roennfeldt (2009: 17) and Dubins (2013: 185)
provide a complete list of all the composers involved, however, still without their
dates or additional information. Carew (2016) lists additional names, not mentioned
by other sources, including VofiSek, Czerny, Kalkbrenner, J.P. Pixis, Moscheles,
Gelinek, Hummel, Sechter, Franz Xaver Mozart, Schubert, Archduke Rudolph and
Liszt. Rodda (2017: 4) mentions Schubert, Czerny, Hummel, Kalkbrenner,
Moscheles, Tomasek, Franz Xaver Mozart, Archduke Rudolph and Liszt. Dupree &
Franzel (2015) make mention of the same names. Dubins (2013: 184) rather
shockingly calls the collection of composers a “motley crew of mediocrities.” Truscott
(1959: 139) mentions that from the set of composers, only Schubert is well-known.
French (2004: 220) mentions Czerny, Hummel, Liszt, Moscheles, Franz Xaver
Mozart, Archduke Rudolph and Franz Schubert. Ringer (1964: 103), when
mentioning the set of variations, makes no mention of the composers apart from
“numerous composers”. The same is true of Todd (1992: 85) who merely mentions
that the invitation was circulated to “fifty composers”. In the Grove article on “Diabelli,
Anton,” Weinmann and Warrack (2006: 280) make no mention of the composers’
identities, only stating “Diabelli’s intention in 1819 in sending his waltz theme to
every composer he considered important in Austria...” Later in the article, however,

the musical content of some of the composers’ variations is discussed.

Two recent articles by Gerald Groemer concerning the musical scene in Vienna at
the time of the Congress of Vienna, Music at the Congress of Vienna (1814-1815):
Opera, Singspiel, and Ballet (2016) and The Congress of Vienna and music as
revealed in the diaries of Matthias Perth (1814-1815), Part 2: Balls and the waltz

(2017) provide information about the works that were being performed at this time,

21



and the numerous composers involved. Some information regarding the composers

whom Diabelli approached could be gleaned from both.

A comprehensive list of the contents of Vaterldndischer Kiinstlerverein Part Il is to be
found in the online Wikipedia article,
https://en.wikipedia.org/wiki/Vaterl%C3%A4ndischer_K%C3%BCnstlerverein#Part_II
,_by various_composers. This article not only provides a full list of the composers,
but also their vital dates, the time signature, key and tempo indication of each
variation, a subtitle if present, as well as limited information about some of the

composers.

My research did not uncover much information regarding the composers’
biographical details. Considering that this collection of variations can be interpreted
as representing a microcosm of Viennese musical life, it is telling that researchers

have only investigated the musical material, and then only to a very limited extent.

1.5 Research Methodology
1.5.1 Research Approach

This study utilises a qualitative research approach. Tesch (1990: 55) explains that
qualitative data refers to information that is non-numerical and that cannot be
expressed numerically. Tesch mentions that this broad definition would allow for a
great range of qualitative data that extends beyond words, resulting in the inclusion
of, for example, photographs, music and paintings. This definition allows this study to
examine every form of human production or creation. Leavy (2014: 2) mentions that
qualitative research is used as an instrument to gain insight into social reality. He
agrees with Leedy and Ormrod (2001: 147) that qualitative research is a collection of

research approaches that often differ greatly from each other.

Leedy and Ormrod (2001: 147) further mention that qualitative data always share
two aspects: firstly, the focus of qualitative research is on a singularity that occurs in
the “real world”; and secondly, qualitative research involves studying these
singularities in all their complexity. They add that further mention that it is not
necessary for qualitative data to prove or result in a single ultimate truth, rather,
qualitative research often has as its target to reveal the nature of multiple

perspectives.
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Leavy (2014: 2) provides greater clarity by describing the purpose of qualitative data
as being “...to explore, describe or explain social phenomenon; unpack the meanings
people ascribe to activities, situations, events or artefacts; build a depth of
understanding about some aspect of social life; build ‘thick descriptions’ (Clifford
Geertz, 1973) of people in naturalistic settings; explore new or under researched

areas; or make micro-macro links...”.

The goal of this study is to better understand the socio-political conditions present in
Vienna during the 1820s. Regarding music as a crystallisation of contemporary
social structures (Ballantine 1984: 5), and dancing as a particular reflection of
society’s order and composition (Katz 1973: 368), this study aims to track the waltz’s
development and eminence within this examined society as a “social phenomenon”.
Through this investigation a synthesised definition of the waltz will be construed in an
effort to identify contemporary conventions utilised by the composers of the time.
Having established these traits, the study will then scrutinise each of the 50
variations that make up Diabelli’s Vaterldndischer Kiinstlerverein Part Il to establish
to what extent these variations exhibit the waltz characteristics already identified.
This will allow the study to demonstrate, to an extent, how the Vaterléndischer
Kiinstlerverein Part |l is representative of the time in which it was created through its
use (or lack of use) of contemporary conventions. This dissertation also aims to
explore the lives of the 50 composers in their respective individual settings.
Considering other notable waltz compositions by these composers, performances of
their works during the Congress of Vienna, their relationships with each other in
addition to their biographical details, this study will be better able to understand
Viennese piano culture through the tallying of the individuals’ experience of it. The
qualitative research approach allows me to explore these composers’ lives as a

representation of the Viennese piano culture, ca. 1820.

1.5.2 Research Design

This study follows a historical research design. According to Maree (2007: 72),
historical research involves the description, analysis and interpretation of past
events, based on information relevant to the topic being studied. Additionally, Maree
(2007: 72) mentions that historical researchers tend to focus on the description of

past events and possibly an analysis thereof. Historical research therefore aims to
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provide a “map” of earlier events. It places a singularity within a particular time and
place and then aims to understand the context within which such a singularity took

place.

Paler-Calmorin (2007: 68) argues that historical research is both science and art: it is
scientific, yet the narration thereof is art. Paler-Calmorin further adds that history is
different from science in that it is founded upon the reports of observations, which
cannot be repeated (though similar events may occur). Unlike in the natural
sciences, history is based on experimentation. Listed as the fifth “use” of historical
research, Paler-Calmorin (2007: 68, 69) states that historical research “...chronicles
the events of enduring worth which confer upon the individual consciousness of unity

and the feeling of importance of human achievement”.

Using a historical research design, this study collected secondary source data on the
socio-political elements at play in Vienna during the early nineteenth century.
Secondary data sources that were used include archives, books, journal articles,
diaries and non-textual information such as the score. This data aided the study in
establishing the social context in which the characteristics of the waltz, and the
corresponding characteristics in the Vaterldndischer Kiinstlerverein Part Il,
developed. The origin and development of the waltz was discussed within the socio-
political context of early nineteenth-century Vienna, in an effort to better understand
how the dance originated and how it came to embody and dictate contemporary
conventions of the time. These secondary sources were used to arrive at a clearer
understanding of the development of the waltz through, not only the already
researched socio-political aspects, but also the musical factors at play.
Characteristics of the waltz were then compiled in an effort to arrive at a
comprehensive definition of the waltz. Each of the variations composed by the 50
composers were scrutinised in an effort to identify as many of the waltz’s
characteristics as possible. The prevalence of these traits indicated the extent to
which Diabelli’'s Vaterldndischer Kiinstlerverein Part Il is representative of the time in

which it was created.

1.6 Delimitations of the study

Although this study does not aim to provide an in-depth musical analysis of the
variations composed by the 50 composers who contributed to the Vaterlédndischer
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Kiinstlerverein Part |l, it was necessary to scrutinise certain compositional elements.
This study only aims to provide a succinct account of each of the composers’
biographical details as a more exhaustive investigation would be too extensive and

might prove valuable as the topic of further study.

1.7 Chapter outline

In Chapter One: Introduction, the study is contextualised regarding its objectives and
its position in academic theory. It provides an overview of the essence of the study’s

themes and topics as well as its structure.

In Chapter 2: The Social-political climate of Vienna 1814-1824 the study
contextualises the waltz and Vaterléndischer Kiinstlerverein Part |l through an
investigation of the socio-political circumstances in Vienna at that time. Through the
identification of these elements, this study strives to determine to what extent the
Vaterldndischer Kiinstlerverein Part |l is a product of the society in which it was

created.

In Chapter 3: The waltz the origins, development as a dance form and musical
characteristics of the waltz are discussed. The chapter ends with a workable
definition of the waltz with which | hope to contrast the various variations in the

subsequent chapter.

Chapter 4 focusses on Diabelli’'s Vaterldndischer Kiinstlerverein Part Il. It provides
biographical information of the 50 composers who contributed to the project;
scrutinises the theme; and discusses how the characteristics of a waltz are

interpreted by the composers.

In the last chapter, Chapter 5: Conclusions the findings are stated and answers to

the research questions are offered. Suggestions for further study are noted.
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CHAPTER 2
2 Introduction

In this chapter, some of the socio-political factors that influenced life in Vienna during
the years that preceded the publication of Diabelli’'s Vaterldndischer Kiinstlerverein
Part Il will be discussed. The timeframe for the study is therefore approximately 1814

(the start of the Congress of Vienna) and the publication of the collection (1823).

2.1 The Biedermeier period

The years 1814-1823 fall into a period that is, especially in art history, also referred
to as the Biedermeier period. According to Hanson (1985: 1), Vienna’s Biedermeier
period has been given different epithets, including Stillstand (implying that little
happened during this era), Restaurationszeit (meaning a time of restoration after the
heavy losses of the Napoleonic Wars) and Vormérz (in anticipation of the marches
that preceded the 1848 revolutions). From these descriptions, it is clear that it was a
period of reflection and reestablishment and apparently, nothing significant
happened, since it was also described as a precursor to further important events.

However, where did the word “Biedermeier” originate, and what did it describe?

According to the AEIOU (Bamberger et al 2016) the term “Biedermeier” (also
“‘Biedermaier”) was “originally a derogatory name mocking conventional middle-class
comfort. [It] was coined by A. Kussmaul and L. Eichrodt between 1855 and 1857 to
describe the lifestyle of the Vormaerz period (pre-revolutionary period in Austria and
Germany before 1848). The term has come to characterize the lifestyle and mentality
as well as art and culture of the period between 1815 and
1848. Art historians, however, use it primarily to describe
interior design of the period.” The name was taken from a
cartoon character called Gottlieb Biedermeier, more
commonly referred to as “Papa Biedermeier”, that
appeared in the popular newspaper, Fliegende Blétter, a

German-language, non-political humour and satire

magazine which was published weekly between 1845 and
1944 in Munich, Germany. Bieder means plain or solid and Maier is a common

surname, so the character was meant to exemplify conventional bourgeois values.
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He was the comic symbol of middle-class comfort.
AEIOU (2016) further states that:

In Austria, the Biedermeier culture penetrated all social classes . .. An
important factor that furthered the development of the Biedermeier was the
disappointment felt after the political restauration [sic] of 1815 and the
subsequent withdrawal of the citizens from political and public life. After the
solemn Baroque and dainty Rococo, the Biedermeier style constituted an
escape into a snug, secluded life of pleasure. In Chancellor Metternich's
police state, the bourgeoisie, although well off and respected, was excluded
from any official business. As a consequence [sic], personal, purely private
interests became increasingly important. People went dancing, on daytrips to
the country, or visited amusement parks, theatres, coffeehouses or a
Heurigen tavern to forget about the struggles of everyday life with its social

problems and the highly unstable political situation.

Art and culture played an important role in the Biedermeier lifestyle, and the
rising middle class actively supported all the various arts. The salons of these
influential patrons became the homes of writers, composers, painters and
sculptors as well as representatives of other areas of cultural life. Literary
circles were organised, as well as soirees, discussions etc. For a young artist,

an invitation to such an event could make or break his/her career.

Although Bliedermeier] literature consisted primarily of epic works, theatre in
Vienna flourished despite the strict censorship laws, with dialect folk plays by
F. Raimund and J. Nestroy, which served as an outlet for people's secret
thoughts and frustrations. Noted writers of the B[iedermeier] period were N.
Lenau, A. Gruen, J. G. Seidl and F. Stelzhamer.

In music, too, the balance shifted: The interested and generous patrons were
no longer members of the nobility, but of the middle class. In 1812, the
“Gesellschaft der Musikfreunde” (Association of Friends of Music) was
founded, later the “Singverein” and the “Singakademie”, followed by the
“Vienna Philharmonic Orchestra” in 1842. Family music became highly

popular, quartets were set up and musical circles (“Schubertiaden”) held in
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the houses of the bourgeoisie. Light music (Viennese waltz) also flourished.

The term was therefore applied retrospectively to the period presently under
discussion and, with the exception of interior design, it generally does not refer to a
specific artistic or musical style, but to a general life style that also supported what

might be called “popular” music.

The historical events leading to the situation where people needed to forget about
the struggles of everyday life with its social problems and the highly unstable political
situation (AEIOU: 2016) are discussed below.

2.2 Austria and Vienna during Napoleon’s reign

In France, there was great political uncertainty during the years that followed the
Revolution of 1789. Having led several successful military campaigns, Napoleon
Bonaparte quickly rose through the military’s ranks to assume political power in
1799. As an excellent administrator, Napoleon systemised the way in which France
was ruled. In 1802 he amended his position as first consul to a lifetime title of
Emperor of France in 1802. This event famously led to Ludwig van Beethoven, who
had dedicated his Symphony no.3 in E flat major to Napoleon because of the many

reforms he had introduced, rededicating it as being “in memory of a great man”.

On 23 September 1805, Napoleon declared war on a weak and defensive Austria. It
was a short, costly war, with the French army occupying the suburbs of Vienna
within three months. Napoleon took up residence in Schonbrunn palace, the seat of
Emperor Franz Il of Austria (Jones 2016: 134). During this time, Napoleon appointed
his own composer, Luigi Cherubini, at the republican court at Schénbrunn (Jones
2016: 134). Cherubini was an Italian opera composer who had written many well-
received operas for Paris. During his (short) time in Vienna he composed the opera
Faniska which was well-received, but it seems to have made no great impression on
Viennese musical taste. On 2 December 1805, Napoleon marched his troops out of
Vienna towards Austerlitz to do battle against the combined armies of Austria and

Russia, an encounter which he won decisively.

The European continent was dominated by Napoleon for the next seven years and

he freely forced his will on all whom he conquered. In 1809, Austria tried to
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overthrow Napoleon for the second time. Once more, Napoleon was the victor, and
Vienna was occupied for a second time. Having defeated Austria convincingly,
Napoleon considered demanding the Emperor of Austria’s resignation and the
division of Austria into its principal states of Austria, Bohemia and Hungary. In the
negotiation process, Austria had to cede Croatia, Carniola, Salzburg and Galicia.
After having fled the city in anticipation of Napoleon’s arrival, the Austrian imperial
court returned to Vienna in November 1809. (Jarrett 2014: 34; Jones 2016: 138;
Roberts 2015: 100)

2.3 The Vienna Congress (1814-1815)

Constant alliances were formed by the various European powers in an attempt to
overthrow Napoleon. His defeat finally occurred in 1814 and a congregation of all the
major states of Europe to negotiate a peace settlement, known as the Congress of
Vienna was established (Chapman 1998: 1). The Congress was held from
September 1814 until June 1815 (Kroll 2014: 12). Jelavich (1987: 29) mentions that
the work of the Congress resulted in a long period of peace; another conflict

involving all the great powers would not come until 1914, a century later.

When the Congress dissolved, Austria was, apart from Russia, the largest country in
Europe. All of present-day Austria, Hungary, Slovakia, Slovenia, the Czech Republic

and Croatia fell within the borders of the Empire of Austria.

Both Vick (2014: 1) and Kroll (2014: 12) agree that, just as much as it was a
diplomatic summit that gathered to settle the future of Europe in the wake of the
Napoleonic wars, the Congress was a grand spectacle of dancing, festivals, parties
and waltzing, all of which impacted on the social and cultural life of the Viennese.
Vienna played host to thousands of foreigners who were attending the Congress.
The principal guests were the heads of state (and their entourages) of the great
nations of Europe, including Klemens, Prince von Metternich, the principal minister of
Austria, who represented the Emperor, Francis Il; Prince Karl August von
Hardenberg of Prussia; the Emperor of Russia, Alexander I; Lord Castlereagh, Duke
of Wellington, representing Britain; and Charles-Maurice de Talleyrand who
represented France (Kroll 2014: 12). According to Chapman (1998: 40), the Austrian
Emperor entertained the heads of state, politicians and aristocrats, including their

respective entourages, daily. Chapman (1998: 40) and Hanson (1985: 150) mention
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that a “Festival Committee” was tasked to ensure that ample entertainment was

available.

So frequent and elaborate was the partying, that this Committee apparently
struggled to keep devising new ideas for the full nine months during which the
Congress met. The Emperor required entertainment to be provided at the daily
dinners, balls, galas, picnics, medieval tournaments, sleighing expeditions and
receptions (Chapman 1998: 40). The excesses of Vienna’s social life during this
time led to the remark by the Belgian Prince Charles Joseph de Ligne that “the
Congress does not work, it dances”. As will be more fully discussed in the following
chapters, it is important to note that dancing the waltz had become so popular with
Viennese society during the early nineteenth century, that more than one writer and
tourist described the Viennese as “obsessed” with dancing (Hanson 1985: 150).
Throughout the Congress, most evenings of entertainment would close in ballrooms
with a myriad of people waltzing. Waltzing became so popular that visitors to the city
required lessons in dancing so that they would not appear socially unschooled.
Writing in 1844, John Tuvora ranked dancing next to eating as Vienna’s favourite
pastime (Hanson 1985: 150). The average composer was not composing sonatas,
oratorios or operas but waltzes, other dances and chamber music, and making

transcriptions of large, popular works.

2.4 Life in Vienna after the Congress

During 1815 to 1830, the period between the Napoleonic wars and the revolution of
1830, Vienna experienced an unprecedented concentration of not only outstanding
musicians, but also writers, dramatists and powerful political leaders (Hanson 1985:
1). Though Hanson admits she chose “Biedermeier” to describe some of the music
that was produced due to its time-period, some Biedermeier characteristics seem to
be reflected in the society and music under discussion. Parsons (2008: 196)
mentions that the Biedermeier style in art and architecture reflected a predilection for
elegance and simplicity, family and high moral values, a celebration of nature and

often an evocation of personal grief in a patriotic context.

2.4.1 The rise of the salon: the middle class

Hanson (1985: 109) states that, during the nineteenth century, it was the Viennese
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home, particularly its salon (which in South Africa would today be called the “sitting
room”), which became the centre of family, intellectual and social life. “Maintaining a
salon”, according to Taruskin (2009: 75), involved having an open house on a
regular, designated night on which this occurred. To ensure that the salon was highly
regarded, a roster of important guests was arranged. De Nora (1991: 316) mentions
that, although a salon could range in social status from being merely a house concert
to providing an opulent performance space, the practice of entertaining guests and
presenting a salon on a regular basis was financially draining. When musicians

hosted a salon, they would often rely on friends to perform free of charge.

Although the catering and organisation involved in hosting a salon, proved very time
consuming (De Nora 1991: 316), the salon became the channel for the new genre of
“‘domestic-romantic” music, as Taruskin (2009: 75) describes it, to which Diabelli’'s
Vaterldndischer Kiinstlerverein Part Il belongs. Though they imitated the aristocrats
through their concerts at home, Hanson (1985: 117) writes that the salons of the
middle class were intimate, informal, congenial get-togethers with an emphasis on

entertainment.

As élite gatherings, salons therefore involved both the private and public spheres of
life through its promotion of a form of music making that carried high prestige while
addressing a small, and in some cases, exclusive audience. Musical taste within the
salons varied greatly, with “serious” music generally being associated explicitly with
the aristocracy and the more popular genres with the middle class (De Nora 1991:
317).

Hanson (1985: 119) mentions that, after the formal salon, instrumentalists were often
asked to perform dance music, with waltzes, marches, quadrilles and gallops being
the favourites. Those members of the middle class able to host a salon would often
also have in their employ the services of a teacher who, on these occasions, would
provide the dance music with the aid of the house servants who could play
instruments. This view is corroborated by an anonymous writer of 1834, quoted in
Hanson (1985: 119):

In the meantime, a musical choir performs favourite pieces and, if there are
daughters in the house, then too a little dance will be organised. Every
respectable household has not only its own teacher, but also a few servants
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who are also good musicians. The parlor is laid with parquet, swept and
varnished, that is, ready for dancing at any moment.

The most famous of these middle-class salons is arguably the “Schubertiade” that
were hosted by Josef Spaun, Karl Ritter von Enderes and Hofrat Josef Witticzek.
According to Hanson (1985: 120), a Schubertiade was an informal gathering of
guests invited by Spaun and comprised of family members, business associates,
and friends. As quoted in Gibbs (1997: 65), a diary entry by Franz von Hartmann,
who attended a Schubertiade on 15 December 1826, indicates how diverse the

audience was:

| went to Spaun’s, where there was a big, big “Schubertiade”... There was a
huge gathering. The Arneth, Witteczek, Kurzrock and Pompe couples, the
mother-in-law of Witteczek: Dr. Watteroth’s widow, Betty Wanderer, and the
painter Kupelwieser with his wife, Grillparzer, Schober, Schwind, Mayrhofer
and his landlord Huber, the tall Huber, Derffel, Bauernfeld, Gahy (who played
gloriously a quatre mains with Schubert) and Vogl, who sang almost 30
splendid songs. Baron Schlechta and other court probationers and secretaries
were also there. | was moved almost to tears... When the music was done
there was grand feeding and then dancing.

Further evidence of Vienna’s love for music is made apparent by the multitude of
writers who commented on the phenomenon. In 1834, J.B. Weis (quoted in Hanson
1985: 118) mentions that, from his experience, it seems as if the whole of Vienna is
musical. He continues that “even if no one in the household is musical, a piano will
always stand next to the other furnishings in the apartment”. A certain Sealsfield (in
Hanson 1985: 118) noticed that middle class families took pride in their children’s
abilities to play the piano. He noted that piano lessons began at the age of four and,
by the age of five or six, a good level of proficiency was already attained. To further
illustrate the commonness of amateur music-making, Hans Normann (in Hanson
1985: 118) reveals that:

Furthermore the number of amateurs is immense. In almost every family of
several members there is an amateur. Pianos are certainly never missing in
prosperous houses, and in narrowly built houses often the comic situation
arises that the parties must make appointments regarding the hours in which
they want to practice. Very often one hears in a house violin playing on the
ground floor, piano on the first floor, flute on the second, singing and guitar on
the third, while, into the bargain, in the courtyard, a blind man exerts himself
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on a clarinet.

Music became so deeply rooted within the very core of society that a correspondent
(quoted in Hanson 1985: 118-119) wrote as follows for the Allgemeine Musikalische
Zeitung in 1800:

Every well-bred girl, whether she has talent or not, must learn to play the
piano or to sing; first of all it’s fashionable; secondly, it's the most convenient
way for her to put herself forward in society and thereby, if she is lucky, make
an advantageous matrimonial alliance, particularly a moneyed one. The sons
likewise must learn music: first also, because it is a thing to do and is
fashionable; secondly because it serves them too as a recommendation in
good society; and experience teaches that many a fellow (at least amongst
us) has musicked (SIC) himself to the side of a rich wife, or into a highly
lucrative position. Students without means support themselves by music...if
someone wants to be a lawyer, he acquires a lot of acquaintances and clients
through music by playing everywhere, the same is true of the aspiring
physician.

Weber (1975: 31) agrees that men utilised music and performing to further their

careers. This love for music, partnered with the new idea of public concerts gave rise

to a staggering number of amateur performances (Hanson 1985: 118).

Gibbs (1997: 65) mentions that this sharing of a common interest in music during a
Schubertiade (and therefore the whole middle-class salon culture included), often

strengthened their shared sense of culture. Dancing and conversation, according to
Hanson (1985: 121) being equally important as music at these events, also aided in

this sense of community.

2.4.2 The salon: the aristocracy

As mentioned previously, the economic downturn also impacted on the music
practices of the nobility. This might be seen in the disbandment of the Esterhazy
orchestra in 1809, while the celebrated patron and dedicatee Prince Lobkowitz went
bankrupt during the year 1811. In addition, Rasumofsky’s palace and priceless music
collection was destroyed by fire in 1816 (Hanson 1985: 110).

There were, however, still reports by travellers of aristocratic homes that survived the
economic difficulties. Hanson (1985: 111) mentions the home of Count Czernin who,

during 1817, still entertained approximately 60 guests every evening during the
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winter months. Furthermore, the home of Clemens Metternich (who was appointed
Austria’s Secretary of Foreign Affairs after his profitable negotiations on behalf of
Austria at the Congress of Vienna) was said to be the meeting place for the “who’s

who” of the time, with musical soirees presented every Sunday (Hanson 1985: 111).

For those not so fortunate to survive with an intact court, families and friends often
performed, as was the case with the middle class. Weber (1975: 40) mentions that,
although the aristocratic societies and salons still invited musicians to perform for

them, they were no longer able to act as patrons.

Ultimately, with the standard of performance becoming exceptionally high, the
increasing costs, and the time constraints involved in organising salons, public
concerts eventually became the norm (De Nora 1991: 316; Weber 1975: 40). The
aristocracy frowned upon the public’s appetite for seemingly pointless virtuoso
displays and ltalian, operatic style, music. However, the success of public concerts
forced them to reconsider their stance. According to Weber (1975: 40) the first public
concert to feature a strong attendance by aristocrats was that of the touring virtuoso
Niccold Paganini, who refused to perform in salons. After this, the aristocracy

became a permanent fixture in the audience at public concerts.

This study will now endeavour to provide a holistic view of life in Vienna during the
Biedermeier era from a musician’s perspective. The cost of living, musical
patronage, the development of public concerts, and differences in musical taste will
be discussed to gain an understanding of the life in the city in which Diabelli’'s

Vaterléndischer Kiinstlerverein Part || came into being.

2.5 Cost of living

Hanson (1985: 14-33) provides a detailed account of life in Vienna between
approximately 1815-1830 that proved invaluable to this study. At the start of the
nineteenth century, Vienna was the third most populist city in Western Europe, with
only London and Paris hosting more inhabitants. Housing was very expensive and,
due to the post-war economic depression, it was impossible to build extra
apartments. Vienna consequently faced an intense housing shortage. In 1815, it was
common for 33 people to share one apartment, and this number had risen to 38 by
1830 (Hanson 1985: 14). Kroll (2007: 150) also states that it was not uncommon for
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adult children to carry on living with their parents due to the high cost of renting an
apartment. Hotel rooms were especially costly, and visitors often complained of bed

bugs and lice, compelling them to rent a clean apartment.

After the sharp decline in population during 1810 because of all the preceding wars
(224 000 versus 270 000 in 1793), Vienna’s population regained its steady growth
rate of 5 500 per annum so that by 1830, it hosted 320 000 residents. Part of this
increase was due to a steady influx of foreigners. Hanson (1985: 9) reports that, in
contrast to 1810, when only about 8.25% of the Viennese population were
foreigners, the percentage of foreigners in Vienna doubled by 1825 and by 1840
almost 40% of all Viennese inhabitants were foreigners. Palmer (1994: 5) and
Parsons (2008: 19) affirm that, although Vienna’s spoken language was almost
exclusively German, as it was the first language of the sovereign, there were
residents from Hungary, Bohemia, the Czech Republic, Moravia, Serbia and even
Turkey and Greece. Interestingly, Palmer (1994: 5) reports that during an 1830
census, only a fifth of the Empire’s population was German. The reason for the
incursion of foreigners in Vienna might be attributed to one of the reforms introduced
by Joseph Il in which it was decreed that skilled foreign workers would be paid
handsomely and provided with proper housing, if they plied their trade in the Austrian
Empire (Jelavich 1987: 26). Hanson (1985: 9) observes that, although the diversity of
nationalities present in Vienna led to ethnic rivalry and separatist movements
throughout the Empire, it also imbued Vienna’s cultural and artistic life with an
invaluable richness and colour. Compositions such as Diabelli’'s Vaterléndischer
Kiinstlerverein Part 1l bears evidence of the diverse nationalities of musicians active

in Vienna. This diversity will be discussed and analysed later in this study.

Despite the high cost of living in Vienna, food still constituted the biggest expense on
the average Viennese’s budget. Both Hanson (1985: 15) and Kroll (2007: 150) agree
that food remained relatively cheap when compared to other capital cities, such as
Paris and London. One reason for this is Vienna’s geographical location: it is near
the fields and vineyards that supplies its markets. This nearness to nature might also
be the reason why the artists of the Biedermeier era placed such emphasis on the
beauty of nature and simplicity, with both Beethoven and Schubert using the

imitation of folk music, pastoral sounds, hunting horn calls and dance music to relay
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this ethos musically (Hanson 1985: 178).

During the Napoleonic Wars, the price of meat had increased from 18 Heller to 99
Heller per kilogram. Yet, despite the increases in food prices, a soup kitchen that
was established to alleviate the strain on the poor was closed after only 20 days as

nobody seemed to require its services (Hanson 1985: 16).

The other substantial items on the budget of a Viennese citizen were wood and
clothing. Wood was used for both cooking and to provide heat and Hanson (1985:
17) records that, despite its already high price, city dwellers paid an extra charge for
woodcutters and haulers. Because of the importance of appearance, clothing was a
significant and necessary expense as well. As with other items, the price of clothing,

too, rose sharply after the war.

The wars had had a lasting impact on the wealth of Viennese citizens. In 1804 it was
reported that a man could make a living with 967 florins a year, yet by 1828 that
amount had increased to 2000 florins a year (Hanson 1985: 19). It is clear that, after
the wars and the Congress, the economy struggled. The money spent to clothe the
army drained the imperial purse as well as the wealth of the aristocracy. Hanson
(1985: 8) reports that the state declared bankruptcy by 1811 and, as a result of
inflation, the Austrian currency decreased in value by as much as 40%. The wars
had brought about great change within the social and political workings of the
Empire, but their effect was felt in the financial sector too, because the usual
benefactors, sponsors, patrons and supporters became insolvent and the often little-

regarded middle class rose to pick up the pieces.

2.6 Making a living from music

Because of the increase in living costs, the Viennese had to be mindful of where they
worked to ensure that they would earn enough money to make a decent living. As a
result of the Industrial Revolution and the trade reforms introduced by Joseph II,
Vienna started to provide an increased number of job opportunities for middle class
workers, offering them more money and also effectively more leisure time. For

musicians, there were four primary avenues of income (Hanson 1985: 23):

e entering State employment, which included working as a musician in state
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theatres, churches and bands;
e giving public or private concerts;
e composing and music publishing;
e teaching.
Each of these will be discussed below.

2.6.1 State employment

From time immemorial, music has always been sponsored by a certain party. In
Vienna, the sponsor at this time was the State. The music in most theatres, military
parades and, in some cases, even churches, was composed because of state
patronage. As a result, many a musician’s dream was to be employed by the State: it
could provide a steady income as well as the protection of the court and, after
retirement, a state pension was paid. These musicians worked hard: they often
played in several concerts at different venues on one day often in unheated theatres,

and at night had to brave the weather to get home (Hanson 1985: 26).

As Jones (2016: 76), Hanson (1985: 23) and Plantinga (1984: 6) document, musical
patronage, however, changed forever during the early nineteenth century, and this

was due to the rise of public concerts.

2.6.2 Public and private concerts

The concert’s emergence into the public sphere symbolises the changes that were
occurring in Vienna (Plantinga 1984: 6). Besides encouraging appreciation of a
professional musician, or group of musicians, the concert also served other practical
purposes. A concert could be arranged purely for economic gain, including
fundraising for charity; as part of a celebration, such as the marking and
commemoration of events (social or political); and lastly, for entertainment (Weber
1975: 17-18). According to Weber (1975: 17-18) concerts also had a diverse make-
up of sponsors, reflecting the change of musical patronage. In addition to the State,
sponsors now included individual musicians; established and ad hoc groups of
musicians; newly-formed cultural societies; music periodicals; various charitable

organisations; and music publishers wanting to introduce new works by established
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and new composers to the public. Weber (1975: 17) and Plantinga (1984: 11) both
ascribe the concert’s rising popularity to various factors, chief of which was that a
concert was relatively less expensive to produce than were operas and other works
for the theatre. Censorship, which affected the production of operas, played a
negligible role. Moreover, a concert could be sponsored by anyone and repeated as

many times as was practical and profitable.

Hanson (1985: 82) provides observations by various travellers and residents who tell
how most of Vienna’s social life revolved around the performance of music, whether
in public halls or private homes. Hanson (1985: 82) further provides figures showing
that, during 1824 alone (the year Diabelli’'s Vaterldndischer Kiinstlerverein Part Il,
was published), 75 major public concerts were held. Regarding the two seasons of
1826-1827 and 1845-1846 both Hanson (1985: 83) and Weber (1975: 16) mention
that formal concerts’ frequency increased from 111 during the 1826-1827 season, to
163 during the 1845-1846 season. Weber (1975: 16) further states that the two other
cities also experienced a considerable growth in public concerts during this time:
London had a growth rate of 305% and Paris one of 491%. While Vienna seems to
have shown a growth of only 163%, Weber (1975: 16) maintains that Vienna’s
growth spurt occurred much earlier as a result of socio-political factors like the
Congress which provided the platform for an increased number of performances.
Weber (1975: 16) therefore maintains that the number of concerts in Vienna had
effectively increased threefold. De Nora (1991: 315) provides a chart indicating the
decline of the closed concerts at court in comparison to the growth of those open to

the public.

Although concerts could have different purposes, Hanson (1985: 26) and Weber
(1975: 18) both maintain that concerts were generally organised by three distinct
groups: firstly, by an individual; secondly, by amateur clubs; and lastly, by societies

of professional musicians.

Benefit concerts had a specific purpose. A musician often sponsored a concert for
their own “benefit” (Hanson 1985: 26; Weber 1975: 18). These concerts were
intended to promote the musician’s abilities through exposure. Exposure would lead
to patronage or sponsorship and the promise of future students, and the concert

itself often provided great financial gain. Travelling virtuosi, like the violinist Niccolo
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Paganini, played many such concerts throughout Europe. In most cases, the concert
consisted of 10 to 30 numbers, a few of which would be performed by the sponsor of
the concert. Friends and colleagues would offer their services free of charge and
perform in the concert, with the understanding that the current sponsor would also
offer his services freely when the friends hosted a benefit concert of their own
(Weber 1975: 18).

Concerts also provided the only means of providing financial relief to the victims of
freak disasters or catastrophes. Hanson (1985: 84) reports that the Damen-Verein, a
group of influential Austrian noblewoman, organised a series of fundraising concerts
for the operational costs of a local hospital during the horrors of the Napoleonic
Wars.

As another example of a charitable benefit concert, Hanson (1985: 84) recounts that
after the flash flood of March 1830 (which left around 70 dead and thousands
homeless), a flurry of benefit concerts was arranged to help the families rebuild their
lives. These concerts were organised not by an individual or group, but by an
amateur music society. Since the aristocratic and State fortunes were severely
depleted, concert organisers turned to the moneyed middle class to purchase tickets
to these benefit concerts. The programme for one of these concerts featured the
overture by Gioachino Rossini to his opera Semiramide; Rossini had moved to
Vienna in 1822 and his operas were all the rage in that city. The overture had been
arranged by Carl Czerny for 16 pianists on 8 pianos. Hanson (1985: 84) accounts
that, for this concert, all the performers were notable members of the aristocracy who
included the Countess Esterhazy and Princess Lobkowitz. The spectacle of 16
pianists on stage, the celebrity status of the performers and the popularity of the
arranger, reflected the exploitation for financial gain of the emerging predilection for
novelty and showcase when it came to musical taste. The divide that this brought
about between the “learned” and the “amateur” changed not only the role of music,

but also the contexts in which it was enjoyed.

The emergence of middle class music-making reflected the emancipation prevalent
throughout this era. According to Weber (1975: 18), by 1848 concerts organised by
amateur societies had the second most concerts per season, exceeded only by

benefit concerts. Almost every city in Europe had at least one amateur orchestra and
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at least one choral society that, despite limited commercial orientation, performed
regularly in front of family and friends. Efforts were often made to break through to
broader audiences, but, as Weber (1975: 18) reports, initially it was with little
success. Plantinga (1984: 6) states that, as these amateur societies, known as
collegia musica, became more and more popular, they started to enlist the help of
professional musicians to raise their performance standards which helped them to

attract a paying audience.

Concerts organised by societies of professional musicians reflected the societal
changes more clearly. Plantinga (1984: 6) notes that, in Italy, the main forerunners of
concert organisation were the academies which met to discuss a myriad of topics,
amongst others science, history, archaeology and the arts. These academies
eventually specialised in certain fields and music was one of the areas of
specialisation. Two of the academies that specialised in music were Cardinal Pietro
Ottoboni’s Accademia del cimento to which Alessandro Scarlatti and Arcangelo
Corelli belonged, and the Accademia Filharmonica of Bologna to which Mozart was
granted admission after completing various compositional exercises. Plantinga
(1984: 6) mentions that, during the late eighteenth century, it became the norm for
these academies to invite audiences to hear performances. Such concerts were
called “accademia”. Plantinga (1984: 6) remarks that the word “concert” was used
much later to describe the event that took place. This was the case in both Italy and

in Austria.

In time some of the musical academies became aristocratic concert organisations. In
Vienna, for example, the Gesellschaft der Musikfreunde was formed in 1812 by
Vienna’s aristocrats and financial elite to continue the musical activities that had
preceded the Napoleonic Wars. However, since they had been bankrupted by these
same wars, the aristocrats pooled their money and acted collectively as patrons for
the concerts (Botstein 1999: 61). It should be noted that the “accademias” were not
open events to which a ticket could be bought. They were “by invitation only” events,

from which the middle class was generally excluded.

During the early nineteenth century musical patronage shifted to the moneyed
middle class, resulting in the emergence of the public concert (Hanson 1985: 109).

Through the financial support offered to the nobility after the war, the middle class
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rose in importance, becoming the embodiment of the Revolutionary concept of
“‘power to the people” which was then directly reflected in Vienna’s music scene.
Plantinga (1984: 8) mentions that the upcoming middle class did not only wield
political and economic power, but the articulation of their collective needs, desires
and ideas created the expression “public opinion”: in several languages the
etymology of the word dates from the early nineteenth century. It should be
remembered, however, that this was not a democratic age. Though the nobility
agreed that everything they did should be for the people, no aspect of this should be
done by the people (Jelavich 1987: 21).

The season for Viennese public concerts corresponded with that of the theatre.
Beginning in autumn, the concert season lasted until early summer (Hanson 1985:
83). Typically, concerts were mostly presented on Normatagen (days set aside for
religious or state holidays), when the theatres, by law, were forbidden to stage
productions. Since the government did not wish other matters to interfere with
productions celebrating these holidays at night, concerts had to start at midday. In
addition, Herman Ullrich (in Hanson 1985: 83) suggests that the government was
also wary of allowing large crowds to gather at night, fearing that an uprising might
ensue. Policing the crowds was much easier during the day. The effect of this
“crowd-control” was felt in all areas of concert life. There were however, according to
Hanson (1985: 83), a few exceptions to daytime concerts. Entracte (or “between the
acts”) performances were often presented between the acts of operas, plays or even
ballets. Hanson (1985: 83) reports that one to three musical acts could typically be

expected.

Venues for concerts were one of the challenges faced with when organising a
concert. According to Hanson (1985: 86