BeethovenOsauto -
graph excerpt
from MozartOs
Don Giovanni
In a rare
German
trans-
lation

To date, BeethovenOs learning process has not received nearly as much atten-
tion as his creative process. It is well known that he copied from operas by Mozart and others.
The established narrative goes like this: OHe often made copies [E] for a concrete reason, as g0s-
sible solution to a specific problem. Beethoven completed the copies from ODon GiovanniO around
1803/04. At the same time, he began work on his opera Leonore (Fidelio).®OHe [E] wanted to learn
from Mozart how text was set to music and how to handle a voice in the Ocorrect manner©.O

At first, this sounds entirely plausible. However, to assume a direct causal link between
these copies and Leonore/Fidelio could well be a form of survivorship bias, leading us to ask of the
copies only questions to which Leonore or Fidelio have the answer. It is well possible that Beethoven
produced them with his first libretto BVestas Feuerbin mind, before dropping it for the Leonore text.
Either way, in making them, he was studying opera. But there is more to opera than the differences
which the voice brings with it: ' What about form and dramaturgy ? After all, in his lessons with Salieri on
vocal composition, Beethoven was already focusing on how to set text bDalbeit Italian Bto music and how
to treat the voice.
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In what way did MozartOs Don Giovanni, from which Beethoven predominantly Washington

copied in a German translation bPbar one number in the Italian original boffer new insights? How does a

micro -analysis of these unigue* documents allow for entirely new perspectives on his learning process?

* BeethovenOs operatic excerpts pose relatively rare instances of score settings of all vocal parts jn
ensemble numbers, a stage which he habitually skipped between sketching and
the final score, integrating it into the latter as one of
its initial stages.

Manual Data Transformation

BeethovenOs handwriting
IS far from calligraphic con -
formity . It captures time by
reacting to its surroundings, expan-
ding and compressing, avoiding
collisions where possible, mor -
phing slightly over

The most probable writing or -
der is deducted from palaeographic ob-
servations and textual context and recor-
ded in tabular format ( J = writing order , == = bar
structure ). The staves are colour-coded analogously to
the visible light spectrum: high = " jow = .

Bar lines (U ) are extended vertically through all rows.

Temporal relationships between individual wri-
ting episodes (= rows) are recorded in a directed graph
( "\ = coordinated , ™\ = uncoordinated ).
Edge labels (= palaeographic evi-
dence) are gathered

1-8-16-28-40-44-46 +[dependent] 2-4 +[right shift] 4-6 —[syntax] 5-6-7 +[spacing] 6-10 —[reacts| 8-32 —[spacing] 11-12 —[collision] 13-15 +[pseudo-syntax] 13-23 —[syntax] 13-31 —[dimension, spacing]
13-32 —[left shift] 15-17 +[articulation, angle] 15-19 —[collision] 15-20 +[syntax] 17-25-29 —[articulation, angle] 17-51 —[placement] 18-21 —[dwindling] 19-32 —[reacts] 20-22 —|[collision] 20-33 —|[dimension|
22-33 +[bascline] 23-25 —[spacing] 25-26 —[collision] 25-29 +[pscudo-syntax] 26-29 —[reacts] 29-31 —[dimension] 29-48 —[saturation] 30-31 +[bascline] 31-32-33 +[dimension] 34-36 +[update] 35-36-37
+[dependent] 35-38 +[update] 38-55 —[semantic] 41-42 —[free expansion] 41-43 —[spacing] 42-49-52-56 —[dwindling] 44-48 —[pressure] 46-48 —[pressure] 50-51 —[dimension, placement, spacing] 50-53
—[spacing] 50-55 —[dwindling] 52-54 —[stroke width] 53-54 +[stroke width] 55-56 —|[free expansion]

Can also be done on gridded
paper or in MS
Excel.

Discussion

across the breadth of matrices
pertaining to BeethovenOs learning process suggest:

I More horizontal than vertical progression; high-level system structuring g VISION
and chunking either to increase overall writing speed or in response to ’ ‘{ - 9 T e ———— '
musical complexity. "% ﬁ «;’ﬁ automatically based on maximally enriched

I Conscious consideration of page layout for optimised overview. sﬁ graphs resulting from computer

I Cycling through voices high-to-low instead of filling in scaffold based on bass \ % vision applications?
and top voice; Hauptstimme approach in polyphonic passages.

Il Overcoming of bar lines in favour of phrases; musical foresight; bar lines pro
duced autonomously rather than copied visually. b\ oy

| 1 Often pairwise chunking of music and text; Owriting rhythmO. o \ Refe rences

I Neglect of rests; prioritisation of that which sounded.

=) High degree of plasticity, reactiveness, and independence (somewhat unexpected for simple OcopiesO).

These observations allow us to see Mozart through BeethovenOs eyes and to infer that Beethoven
was especially interested in proportion, timing, and structure . Perhaps the aim was less to learn Ohow to handle a
voice in the Ocorrect mannerO4®his neglect of rests hints at that Bthan to gain a better, more concentrated over -
view than a full score could provide . Together with copies from SalieriOsLes Danasdes, Don Juan further en-
riched BeethovenOs exercises in Italian vocal composition with Salieri, providing ample insight into German -
language prosody (as the Danasdes did for French). The high degree of autonomy achieved in the copy -
ing process might be what led him to treat OMozartOs Don Juan [E] as if it were my ownG.
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