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Abstract: Bonn’s musical life in the final decade of the Electorate of Cologne (1784–94) was

decisively shaped by Viennese influence, particularly through the acquisition of approximately

140 sacred music compositions by Georg Reutter the Younger (1708–72). This article argues

that the Viennese sacred music repertoire cultivated at the Bonn Electoral Court functioned

as a key medium of political and dynastic representation, staging Habsburg belonging and

authority through ritual, liturgical, and musical practice. A case in point is the introduction of a

new feast day for Saint Leopold (15 November 1790) into the liturgical calendar; reflecting

imperial and dynastic interests, it underscores the close interdependence of sacred music

and politics.

Focusing on Reutter’s motet Leopolde Sancte Marchio, the article examines the veneration of

Saint Leopold as it was transferred from the Habsburg hereditary lands to the empire’s

northwestern borderlands. It analyzes the material transmission of the composition, its

textual and instrumental adaptation, and the ways in which Reutter’s music was prepared for

performances in Bonn. The discussion then turns to the planning and conceptual framing of

court festivities surrounding Leopold’s celebrations, with particular attention paid to Ludwig

van Beethoven’s Kantate auf die Erhebung Leopolds II. zur Kaiserwürde (Cantata on the Accession

of Emperor Leopold II), WoO 88.

Read together, Reutter’s motet and Beethoven’s cantata reveal that the celebration of Saint

Leopold in Bonn was not merely occasioned by Leopold II’s imperial coronation (1790) but was

embedded within a longer Habsburg tradition of commemorating the Babenberg margrave

Leopold III (1073–1136). By integratingmedieval saintly veneration with contemporary imperial

politics, Leopold’s celebrations demonstrate the ritual’s capacity to merge different temporal

layers of piety and to “mask historical contingencies.” It is precisely this integrative function

that helps explain how Bonn’s sacred musical life could be perceived by contemporaries—and

later by historiography—as sounding like a “little Vienna.”

Keywords: Bonn Electoral Court; Georg Reutter the Younger; Ludwig van Beethoven; Leopold
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Ave decus Austriae … nostrae Tutor Patriae.With these words, the patron saint of

Austria above and below the Enns, Leopold the Good (1073–1136), is praised in

a motet by Georg Reutter the Younger (1708–72). Written for St. Leopold’s Day

after 1751, this concise homophonic composition for four voices, two ripieno

violins, bass, and organ was widely performed at the Viennese imperial court

and within its cultural sphere of influence until the late nineteenth century.1

Two copies of the motet have recently been identified as part of the sacred

music library of the Bonn Electoral Court, where they arrived after Archduke

Maximilian Franz of Austria (1756–1801), the youngest son of Emperor Francis

I and Maria Theresa, was elected Archbishop and Elector of Cologne in 1784.2

The “Leopold motet” was not an isolated case. During Maximilian Franz’s

reign, approximately 140 sacred works by Reutter entered the Bonn court

chapel’s collection, ultimately accounting for nearly a quarter of its sacredmusic

repertoire.3 This unusually extensive acquisition decisively shaped sacred

music practice at the electoral court and strongly suggests that Reutter’s music

functioned as a marker of Maximilian Franz’s dynastic belonging to Vienna.

Such a transfer is all the more striking given that the Electorate of Cologne

had long been governed by the rival Wittelsbach dynasty and had maintained

few direct political or cultural ties with the imperial court prior to the 1780s.4

Rather than treating this musical transfer as a matter of stylistic diffusion,

the present study approaches sacred music practice at the Bonn Electoral

Court as a form of ritual practice whose political meanings emerged through

performances. Within Maximilian Franz’s enlightened political agenda, sacred

music in particular assumed a central role as an aural symbol of stability,

continuity, and legitimacy—both of his regional political power and in relation

to Vienna. While it has long been recognized that music at the Habsburg court

served political and confessional purposes,5 the case of Bonn demonstrates

how such strategies were adapted within an ecclesiastical electorate—one that
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required a subtle recalibration in the Age of Enlightenment.

Against this background, the following study traces Reutter’s motet Leopolde

Sancte Marchio across the Danube to the Rhine and examines how the

veneration of Saint Leopold was transplanted from the Habsburg hereditary

lands to the empire’s northwestern borderlands once detached from its

Central European cultural and sonic environment. It reconstructs the material

transmission of the composition, its textual and instrumental adaptation,

and its preparation for performance in Bonn’s court chapel. I argue that

sacred music at the Bonn Electoral Court functioned as a central instrument

of enlightened dynastic representation, through which Maximilian Franz

articulated both his authority as archbishop-elector and his Habsburg dynastic

belonging. Juxtaposing Reutter’s liturgically embedded motet with Ludwig

van Beethoven’s Kantate auf die Erhebung Leopolds II. zur Kaiserwürde, WoO

88—conceived for courtly festivities marking the emperor’s accession—allows

the analysis to span both regular devotional practice and exceptional

ceremonial planning. This combination reveals a shared representational

logic across musical genres, linking routine liturgical sound to moments of

heightened dynastic visibility. While Reutter’s motet anchored Leopold’s

veneration in established devotional practice, Beethoven’s cantata framed the

same symbolic figure within the context of contemporary imperial politics.

The article proceeds in four steps. It first outlines the Habsburg tradition of

Leopold devotion as a ritual and symbolic framework. It then reconstructs

the material transfer and adaptation of Reutter’s motet for Bonn’s court

chapel. A third section examines the planning and conceptual framing of

Leopold celebrations in Bonn, including Beethoven’s cantata for the accession

of Leopold II. The final section reflects on how these practices shaped both

contemporaneous perceptions and later historiographical characterizations

of Bonn’s musical life as sounding like a “little Vienna.”6

Saint Leopold and Habsburg Dynastic Devotion

The veneration of Saint Leopold had its roots along the Danube and the

Vienna Woods, a core territory of the Habsburg domain by the time of his

canonization in 1485.7 Political efforts and diplomacy of the Babenberg dynasty

had ultimately been successful in obtaining the status of a duchy for the

formerly abandoned and dangerous eastern borderlands of the empire. This

political legacy, particularly the geographical expansion along the Danube,

138



became the basis for the rise of the Habsburgs to the ranks of the great

European powers.

The memory of Leopold was therefore consistently cultivated by the Habsburg

family, with particular emphasis on the margrave’s role in stabilizing and

developing the region.8 As a decidedly Catholic dynasty, they had a duty

to govern their lands and nations “devoutly” and with “Catholic discipline.”9

Beyond this general confessional duty, Leopold’s commemoration gained

heightened significance at moments of political or military crisis. His elevation

to patron saint of Austria by Emperor Leopold I in 1663, during one of many

wars with the Ottoman Empire, exemplifies how saintly devotion could be

mobilized in response to external threat.10 Similar conditions of instability—

such as those marking the beginning of Maria Theresa’s reign during the War

of the Austrian Succession (1740–48)—sustained Leopold’s symbolic relevance

well into the eighteenth century. The empress’s decision to name her second

son, born in 1747, after the patron saint further underscores the dynastic

dimension of this devotional practice.

The liturgical memory of Saint Leopold was anchored in a stable repertoire of

chants that articulated both territorial and dynastic claims.11 Table 1 situates

the textual imagery of Leopolde Sancte Marchio within this established liturgical

language. The opening stanzas in Reutter’smotet use the catchwords decus and

Tutor, highlighting Leopold’s contribution to the glory and protection of Austria,

a link to a traditional vocabulary that can be traced back to liturgical texts from

the late fifteenth century.12 The hymn Austriae decus princeps, created in the

course of Leopold’s canonization, anticipates this status by using the word

patron (in the sense of tutor) almost two centuries before Leopold’s elevation.13

The author of the motet, obviously familiar with this liturgical-textual tradition,

kept his text close to it (see table 1). The recurrence of themes such as territorial

guardianship, pious rulership, and dynastic protection demonstrates that

Reutter’s motet did not introduce new devotional content but instead activated

a widely used symbolic vocabulary that would have been readily legible within

Habsburg courtly contexts.14
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Table 1: Motet text (I-MOe, Mus.D.455, Bass part, f. 1) and hymn (A-KN, Cod.1193, f. 401–v)

motet hymn

1. Leopolde Sancte Marchio!

Casta Caeli unio!

Ave decus Austriae!

1. Austrie decus, princeps et patrone,

Da, Leopolde, quibus aduoceris,

Gaudia, alto qui es de sanguine

Marchio cretus.

2. Ave Pater pauperum,

Ave Portus inopum,

Nostrae Tutor Patriae.

8. Vexilla tua possident paterna

Austrie duces, illos tu commenda

Ut viuant iusti. Deoque accepti

Totum per orbem.15

Beyond its textual content, Reutter’s motet also reveals a strategic engagement

with established liturgical models. Table 2 compares the formal and textual

structure of Leopolde Sancte Marchio with that of a Pentecost sequence, Veni

sancte spiritus. The structure of the motet text follows the verse form: both

have ten stanzas, each stanza containing three lines of seven syllables (except

the opening line), with only the first two lines forming a rhyme (7a + 7a + 7b).16

Some verses seem to allude to the Pentecost sequence: ave pater pauperum /

veni pater pauperum and ad perenne gaudium / da perenne gaudium (see table

2). This structural borrowing allowed dynastic devotion to be embedded within

a widely recognized musical form, facilitating ritual continuity while permitting

flexible reuse in different ceremonial settings.

Table 2: Motet text (I-MOe, Mus.D.455, Bass part, f. 1, 3) and sequence (Analecta hymnica medii
aevi, vol. 54, no. 153)

motet sequence

1. Leopolde sancte Marchio

Casta Caeli unio

Ave decus Austriae!

1. Veni, sancte spiritus,

Et emitte caelitus

Lucis tuae radium;

2. Ave Pater pauperum

Ave Portus inopum

Nostrae Tutor Patriae.

2. Veni, pater pauperum,

Veni, dator munerum,

Veni, lumen cordium.

10. Et in pugna ultima

Nos benignus adjuva

Ad perenne gaudium.

10. Da virtutis meritum,

Da salutis exitum,

Da perenne gaudium. 17

On a practical level, Reutter consciously exploited this structural accordance by

using his musical setting to both texts as contrafacta.18 An examination of the

surviving sources reveals four extant copies of the version with the sequence

text Veni sancte spiritus: one in the monastery library in Heiligenkreuz,19

two in the Austrian National Library (one originally from the collection of

Wenzeslaus Ruziczka [1757–1823],20 the other from the former Imperial
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Court Music Archives),21 and one in the Berlin State Library (originally from

the Viennese Dominican Convent).22 The other text version, Leopolde Sancte

Marchio, survives in Klosterneuburg,23 in the Austrian National Library (from

the former Imperial Court Music Archives),24 and recently rediscovered, in two

copies from the Bonn Electoral Court, now kept in the Biblioteca Estense in

Modena, Italy.25 For centuries, the imperial city shared religious and musical

practices with ecclesiastical institutions within its sphere of cultural influence;

these included the two Benedictine abbeys of Melk26 and Göttweig27 as

well as the Cistercian monastery of Heiligenkreuz.28 All of these monastic

libraries have extensive Reutter collections. It is therefore unsurprising that

the principal sites of Leopold veneration largely coincide with those in which

Reutter’s compositions circulated.29

Given the composer’s positions as kapellmeister of both the Viennese Court

of Maria Theresa and the metropolitan church of St. Stephan, Reutter’s

sacred music had become a central part of the performing repertoire in and

around Vienna, reaching as far as up to the Austrian-Bohemian border region.

Accordingly, it constituted a seminal component of an established tradition

of sacred music until the late nineteenth century, even though the aesthetic

appraisal of Reutter’s oeuvre varied throughout this period. Wilhelm Ludwig

Wekhrlin (1739–92), editor of the Wiener Diarium—a newspaper published

twice a week that was closely associated with the Habsburg court—counted

Reutter among the influential but narrow-minded personalities of eighteenth-

century Vienna: “It is peculiar that Reutter, Meytens, and Weiskern, three

pedants who blighted taste in the fine arts in Vienna, were contemporaries.”30

However, during the Restoration and the Vormärz, Reutter’s music reached its

peak popularity in part due to Francis I, Emperor of Austria. A letter from Count

Moritz von Dietrichstein, the Hofmusikgraf (the overseer of the court’s music

institutions) to Count Moritz von Lichnowsky in February 1823 provides insight

into the emperor’s musical taste, both in stylistic and sonic aspects. The reason

for this correspondence was Ludwig van Beethoven’s interest in a position as

kapellmeister at the Viennese Hofmusikkapelle (court music chapel). Almost

four decades before, Beethoven had been introduced to Reutter’s music as

chapel organist at the Bonn Electoral Court.
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I at the same time send you the score of a mass by Reutter that Beethoven
wished to see. It is true that H.M. the Emperor loves this style. … May he
[Beethoven] take … into account; - that the mass proves neither too long,
nor too cumbersome in its execution; that it is a tutti mass, and that only
small soprano and alto solos appear in the vocal parts, (for which I have
two fine choirboys) - but neither tenor, bass, nor organ solos are included
- at most only tenor, as Barth would then sing. As regards instruments, a
violin, oboe, or clarinet solo could be added if he so desired.31

In sum, Reutter’s oeuvre was well known across the Habsburg territories,

from northern Italy to the Rhineland. In this respect, Leopolde Sancte Marchio

exemplifies a composition that originated in the heartlands of “Habsburg

Central Europe,” understood not only as a geographical space but also as

an analytical framework shaped by shared cultural practices and historical

experience, and one that could be successfully integrated into the liturgical-

musical tradition of the Bonn Electoral Court.32

From Vienna to Bonn: Transmission, Copying, and Adaptation

After Archduke Maximilian Franz took office as Archbishop and Elector of

Cologne in 1784, the already extensive collection of sacred music from

his predecessor’s era (predominantly from Maximilian Friedrich’s reign

between 1761 and 1784) was expanded to include around 140 of Reutter’s

compositions.33 Archival research has not yet been able to determine the

circumstances of this unusually extensive acquisition. Intriguingly, neither

written documents concerning the transfer nor any underlying personal

connections have been found, although it is clear that the manuscripts arrived

in Bonn in used condition. The inventory numbers, which do not match the

Bonn numbering system, as well as some other notes on the covers, such as

explicit references to previous use, grant some insight into the unresolved

provenance.34 In addition, the visual homogeneity of both the covers and the

scribes’ hands is striking and suggests a common Viennese institutional origin

(see figures 1 and 2). These characteristics suggest that the Reutter collection

came to Bonn from one or more institutions but in related bundles—perhaps

through inheritance or the dispersal of monastic collections, and with limited

financial outlay. This speculation raises further questions as to whether the

acquisition of this material was serendipitous, that is to say a pragmatic

purchase, or the consequence of a targeted search.
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Figure 1: Cover type with frame, I-MOe, Mus.D.399–402. The old inventory number (in the
upper right corner) has been erased.

Figure 2: Cover type without frame, I-MOe, Mus.D.385–388. None of these copies was
inventoried in Bonn; none contains any Bonn parts. The black numbers on the covers do not
correlate with the Bonn numbering system.
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Although the manuscript’s origins are unclear, its adaptation in Bonn can be

systematically examined, as the newer layers of parts have been preserved.35

The arrangement of the items, indications of liturgical use, and layers of

modification can often be clearly reconstructed.36 The motet Leopolde Sancte

Marchio offers a glimpse of several scenarios, as there were two copies of it

in the Bonn collection, kept in Modena under the shelf marks Mus.D.455 and

Mus.D.423, hereafter called “A” and “B” respectively.37

At its arrival in Bonn, “A” was given the inventory number forty-two, which was

accurately noted by kapellmeister Andrea Luchesi in brown ink on the first

page. The Viennese cover honors the composer’s prestigious status and also

provides information about the original Viennese arrangement:

Offertorium. / Leopolde Sancte Marchio. Casta Caeli unio! / Soprano. Alto.
Tenore. Basso. / Due Violini Ripieni. / Organo. et Violone. / Del Sig:re
Giorgio di Reütter / M: di Capp:lla di Sac: Caes: M: et M: di Capp:lla di
Sancto Steffano. / Parti 17.

In fact, the instrumentation indicated on the cover corresponds to the Viennese

parts preserved in copy “A.” However, there is only one copy of each, eight in

total, compared to the seventeen parts indicated on the cover.38 In addition,

the soprano and alto parts are incomplete. The text breaks off in the soprano

after the fourth stanza and in the alto after the second stanza (see figure 3).

Figure 3: I-MOe, Mus.D.455, soprano part f. 1–2. The text in the preserved soprano part breaks
off after the fourth verse.

While no complete soprano and alto parts survive, there is evidence of newly

copied instrumental parts made by the Bonn court copyist Johann Baptist

Paraquin which can be dated to around 1790.39 The second copy of the motet

(“B”) was not inventoried and shows no traces of use. Therefore, it is likely that
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only “A” was used as performance material in Bonn, while “B” was treated as a

duplicate and set aside. A similar pattern of material use can be found in other

cases. Presumably due to the second-hand nature of the acquisition, there are

several duplicates among the Reutter compositions that show no signs of use

(see the description to figure 2).40 Additional performance materials needed

for Bonn included violin and bass parts, as the Hofkapelle (court chapel) had

been gradually expanded by Maximilian Franz after 1787.41 Even though it

might have been practical to simply take the necessary parts from the duplicate

volumes, for reasons that remain unclear the collections remained separate

and intact entities; no individual parts were removed and combinedwith others.

Hence, only the Bonn copies provide codicological information on the terminus

post quem for a use at the court chapel, and some uncertainty remains as to

when the un-inventoried material was acquired. For practical reasons, a later

purchase of duplicates which remained unused seems improbable.

It was also characteristic of the Bonn set of parts that the copied basso

parts contained precise indications of instrumentation, such as violoncello,

contrabasso, or basso pour la mesure.42 The latter part, with a designation

for the conductor (usually abbreviated as p. l. m.) contained cue notes or, in

other cases, (partially) integrated the first violin; both can be systematically

traced in the Bonn sacredmusic collection from the second half of the 1780s.43

Originally, Reutter’s compositions did not necessarily include a viola, instead

opting for the Viennese instrumental tradition of the Kirchentrio (church trio),

which encompasses two violins and basso. This arrangement was usually

extended in Bonn to include the viola part(s). In accordance with this practice,

Paraquin made one new copy each for the first and second violins, one for the

viola and two for the basso parts of the motet Leopolde Sancte Marchio (see

table 3).44

Table 3: Overview of the Viennese parts and Bonn copies of Leopolde Sancte Marchio (I-MOe,
Mus.D.455, 423)

“A”

I-MOe, Mus.D.455

“B”

I-MOe, Mus.D.423

Viennese set of parts Bonn set of parts Viennese set of parts [no Bonn parts]

SATB (f. 1–8)

Vn 1/2 (f. 10)

Vn 2/1 (f. 11)

Org (f. 14)

Violone (f. 15)

Vn 1/1 (f. 9)

Vn 2/2 (f. 12)

Va (f. 13)

2 Basso (f. 16–17)

Basso p[our] l[a] m[esure] (f. 18)

SATB

Vn1, Vn 2

Tbn 1, Tbn 2

Violone

Org
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What insights can the adaptations for the viola, together with other

arrangements, provide into the sonic expectations of the Bonn Hofkapelle

under Maximilian Franz? As suggested by John D. Wilson on the basis of his

ongoing research, the middle register (both for strings and brass instruments)

was strengthened to create a full orchestral sound.45 Nearly every composition

in the Sacred Music Collection received a viola part, and several received two

independent ones. In other cases, it seems to have been desirable to prepare

an alternative to the lower trumpet parts, which were recast as horn parts,

despite the availability of trumpets in Bonn throughout the relevant period. 46

While Wilson’s observations refer to the instrumentation for a full orchestra

(with at least obligato strings and woodwinds), the plain scoring of this motet

allows us to view the orchestral sound from a different angle. This can be

demonstrated through consideration of all four existing copies of the motet,

two from Bonn and one each from Klosterneuburg and Vienna (see table 4).

Table 4: Comparison of the scorings in Bonn, Vienna, and Klosterneuburg

Bonn “A”

I-MOe, Mus.D.455

Bonn “B”

I-MOe, Mus.D.423

Klosterneuburg

A-KN, MA 268/4

Vienna

A-Wn, HK.873

S + 2 Vn1

A + 2 Vn2

T

B

Va8 + 4 Basso + Org

S + Vn1

A + Vn2 + Tbn1

T + Tbn2

B

Violone + Org

2 S + 2 Vn1

2 A + 2 Vn2

2 T + Va

2 B

Violone + Org

3 S + 2 Vn1 + Cornetto

3 A + 2 Vn2 + Tbn1

3 T + Va + Tbn2

3 B

3 Basso + Bn + Org

The four versions vary their approach to the four-part structural design,

using basso continuo and colla parte instrumental parts differently. Both the

Klosterneuburg and the Viennese copies double the tenor for the viola, while

the larger Viennese arrangement distributes the additional brass parts equally

among the four voices. Even without a viola part, the unused Bonn version

(“B”)—in fact another Viennese arrangement—would have filled the middle

register with two trombones, the first doubling the alto and the second the

tenor. By contrast, the Bonn performance version (“A”) emphasizes the lower

register by doubling the basso in the upper octave with the viola. Given the

otherwise plain scoring with only colla parte string parts, the basso continuo

assumes a stronger functional role. Since 1780, however, only a single positive

organ (portable organ) was available in the court chapel, lacking a 16′ register,

which helps explain the reinforcement of the basso section.

Although no major revisions were undertaken for Leopolde Sancte Marchio,

the motet nonetheless exemplifies a key feature of Reutter’s musical style:

flexibility, understood as the potential for reuse and adaptation in both text
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and instrumentation. Through repeated exposure, the Bonn court became

familiar with this sonic idiom, which may already have been known to Viennese

diplomats and travelers through their own musical experiences. Seen in

the context of contemporary debates on liturgical reform, these stylistic

traits acquire greater significance. The concise design of the vocal parts,

the economical instrumentation, and the avoidance of excessive musical

ornamentation correspond closely to Enlightenment critiques of Baroque

sacred music that increasingly targeted its perceived excess and lack of

functional clarity. Qualities that critical contemporaries such as Wekhrlin

dismissed as a lack of originality may therefore also be understood as

aligning with emerging ideals of moderation, intelligibility, and utility.47 In

this sense, Reutter’s music occupied a productive middle ground: it retained

a recognizably Viennese courtly character while offering a restrained and

adaptable musical language suited to specific liturgical and ceremonial

contexts. These material and sonic features provided the basis for Leopold

celebrations in Bonn to function as acts of enlightened dynastic representation,

linking Viennese devotional soundscape to contemporary imperial politics.

Leopold Celebrations as Dynastic Strategy at the Bonn

Electoral Court

As the dating of Paraquin’s new copies suggests, performances of Leopolde

Sancte Marchio in Bonn began around 1790. It is likely that the first High Mass

was held on 15 November 1790. Not only was 15 November Leopold’s name

day, but it was precisely the date on which Leopold II was coronated as King of

Hungary and Croatia in Bratislava/Pozsony/Pressburg. It had been his second

coronation, following an earlier one as Holy Roman Emperor in Frankfurt in

October. The printed Kurkölnischer Hofkalender (Court Almanac of the Bonn

Electoral Court) for 1791 and 1792 suggests that 15 November was to be

celebrated with the highest degree of solemnity.48

The inclusion of Leopold’s feast in the Hofkalender (see figure 4)49 shows a

convergence of two different aspects of religious practices. On the one hand,

only occasions that were meant to be established as a standard practice

were entered into the Hofkalender. Between the years of 1790 and 1792,

Leopold’s feast took on a special significance, being celebrated with a degree

of solemnity only reserved for temporal and selected Marian feasts. On the

other hand, given the contemporary relevance of Emperor Leopold’s reign, the
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Figure 4: . Entry in the Hofkalender 1791 on Leopold’s Day, “Gala wegen Namenstag Kaiser
Leopold II.”
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celebration of his name day is linked to special occasions, including elections,

consecrations, birthdays, and exequies of prominent personalities (that is,

members of the Habsburg dynasty). Such occasions were documented through

printed announcements and decrees.50 They referenced key local or supra-

regional political events and were staged in the court chapel during Maximilian

Franz’s era in Bonn. These occasions took on a greater significance because of

the status of the ecclesiastical electorates: lacking legitimate families of their

own, electors and archbishops were unable to hold a number of festivities that

offered opportunities for representations of continuity, prestige, and stability,

such as announcements of births, baptisms, engagements, and weddings.

Sacred and Secular Stages of Dynastic Representation

What settings for acts of representation were available to Maximilian Franz?

One option, the Hoftheater (court theatre), was typically closed during Lent

or at times of mourning, limiting its role as one of the traditional stages for

representation.51 As the printed Reglements after the death of both Joseph

II and Leopold II show, such periods regularly lasted up to six months (see

figure 5).52 Moreover, the Hoftheater remained closed for much longer during

the first four years of the Bonn reign of Maximilian Franz. Ian Woodfield has

already pointed out the cultural-political dimensions of these circumstances:

By the late 1780s, a new wave of Viennese opera buffa was sweeping
across Europe, but because the Elector repeatedly postponed the
reopening, the latest works by Martín y Soler, Salieri, and Mozart
remained unheard. This had consequences on a wider political level,
as Maximilian Franz was unable to stage the series of festive works
commissioned by Joseph II for the imperial dynastic marriage celebrations
of his niece and nephew in 1787 and 1788: L’arbore di Diana, Don Giovanni,
and Axur.53

After the theater’s reopening in January 1789, the operatic repertoire mirrored

the latest Viennese trends.54 Unfortunately, the French Revolution soon

overshadowed the musical life of the electoral court, and from the season that

was cut short by the death of Emperor Joseph II onward, “the music theater

started to lose ground.”55

In an important sense it was the court chapel that also constituted a kind

of stage. Its role was complementary to the theater by building continuity

through ongoing liturgical celebrations and via its repertoire. Maximilian

Franz maintained and expanded upon the sacred music collection of his
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predecessor, Maximilian Friedrich.56 This traditional attitude, or more

precisely, the appearance of it, is not unusual in terms of religious musical

practices. Narratives of continuity (historicity) often go hand in hand with

narratives of authority.57 The dual power of the elector and archbishop turned

sacred spaces into a stage for political representations. The first occasion for

Maximilian Franz also came on a name day. On 12 October 1780, the newly

rebuilt court chapel was cleverly presented alongside Maximilian Franz, the

newly elected coadjutor. Since the elector and the coadjutor happened to

have the same name, the first High Mass of the new court chapel was solemnly

celebrated on Maximilian’s Day. The printed report in the Hofkalender of the

following year affirmed once again the political agenda that had to be fulfilled

in the course of these ceremonies: a consideration of prosperity (Wohlstand)

and prestige (Ansehen) and their careful fortification (“Befestigung durch

weise Vorsorge”).58 Maximilian Franz’s views on stability and continuity in

sacred music practices are articulated in the handwritten Hofstaatsentwurf—a

draft outlining financial planning and the potential relocation of the court to

Münster in response to the advance of French revolutionary troops. In view

of his dual status as archbishop and elector, the document emphasizes the

particular care required for ecclesiastical services and their decorum, which

in turn necessitated instrumental music and, accordingly, an appropriate

number of musicians and a carefully balanced budget.59 Although these

considerations arose from practical circumstances, they nonetheless testify

to Maximilian Franz’s acute awareness of the responsibilities inherent in the

spiritual and secular dimensions of his office and to his deliberate effort to

uphold their compatibility.60 He states that

The dignity of an archbishop, coupled with that of an elector, requires the
particular consideration of ecclesiastical functions and their propriety. …
It would be most unusual for an audience to hear the pontifical service of
an archbishop with mere singing in the German language.61

This emphasis on ceremonial propriety must be situated within the wider

constitutional debates of the late phase of the Holy Roman Empire. The

Congress of Ems (1787), however, was primarily directed against papal

claims over the Imperial Church (Reichskirche) rather than constituting a

direct response to contemporary criticism of the ecclesiastical principalities.

Nevertheless, it formed part of a broader discourse in which the relationship

between temporalia and spiritualia was increasingly scrutinized. While critics

questioned the feasibility of combining secular and ecclesiastical authority,
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ecclesiastical princes generally sought to counter such objections, not by

relinquishing one aspect of their rule but by actively demonstrating their

capacity to fulfill both.62 Maximilian Franz was likewise prompted to articulate

his position within this context. The Hofstaatsentwurf thus emerges not merely

as a document of administrative planning but as a deliberate affirmation of

dual responsibility, corresponding to contemporary theoretical reflections

such as those articulated by Joseph von Sartori:

From the twofold relationship of his personal titles, the ruler must also
accept a specific divisibility of his duties, namely those that he must
observe as the supreme head of his church, and those as the regent
of the territories of his ecclesiastical principality.63

Saint, Emperor, and Audience: Multiple Readings of Leopold

Veneration

Due to the emperor’s short reign, celebrations of Leopold’s feast did not

become part of Bonn’s standard sacred music practice. This contrast highlights

the differing status of Leopold veneration in the Rhineland and in Austria. In

Bonn, the feast primarily served as the official celebration of the reigning

emperor and was perceived as such by most members of court society.

For members of the Habsburg family, diplomats, and visitors from the

hereditary lands, however, performances of Reutter’s motet could recall

familiar devotional practices and dynastic associations rooted in Viennese

tradition, potentially uniting different audiences through shared musical

experience shaped by education and institutional background. It is likely

that the motet was performed on 15 November between 1790 and 1792 in

Vienna, Klosterneuburg, and Bonn and that some listeners—possibly including

members of Maria Theresa’s family—had encountered it in earlier contexts.64

The long-standing annual procession from Vienna to Klosterneuburg,

maintained throughout Maria Theresa’s reign with her participation in publico,

further reinforced this shared devotional memory.65

Thus, the motet gave rise to a range of different readings, both musically

and textually, among Bonn’s courtly society. For Habsburg family members,

diplomats, and visitors from the hereditary lands, it could evoke established

devotional and dynastic meanings. In the Bonn context, by contrast, the

veneration of Saint Leopold was primarily oriented toward the contemporary

emperor and the political present, rather than toward a deeply embedded
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regional cult. These overlapping modes of reception allowed listeners to

“include in their own reception what they [knew] of earlier interpretations

and of the traditions based on them,”66 while adapting these meanings to local

circumstances—a dynamic that becomes particularly visible in the planning

and conception of Beethoven’s cantata for Leopold II discussed below. Such

plurality did not result in contradiction, as ritual practice could pool individual

perceptions into a shared framework, provided that a basic consensus was

maintained.67

Beethoven’s Kantate auf die Erhebung Leopolds II. zur Kaiserwürde, WoO 88, by

contrast, presents the explicitly imperial dimension of Leopold veneration.68

Its libretto contains no direct references to the Habsburg dynasty or to Leopold

III as margrave and saint. Instead, formulations such as “Hörst du nicht der

Engel Grüße Über dir Germania!” (“Germany, do you not hear the angelic

greeting above you?”69) articulate an imperial perspective situated within the

constitutional “tapestry of the electorates.”70

Figure 5: “Reglement nach welchem Befehl Sr. Kufürstl. Durchlaucht zu Köln wegen des …
bedauerlichen Ablebens weiland Dhro kaiserl. königl. apostol. Majestät Joseph II. die Trauer
am Kurfürstlichen Hofe zu Bonn angelegt werden solle” (D-DGla, Kurköln V, Nr. 179, f. 33).
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The dramatic development of the cantata—from mourning and sorrow to

hope and joy—can be understood as an artistic decision, but it may also reflect

lived experience at the Bonn court. The public mourning at the electoral court

began on 2 March 1790 and lasted for six months, until 2 September, with

restrictions gradually relaxed (see figure 5). No one could have failed to hear

this announcement, as the Bonn residence and the entire city were filled with

the ringing of bells:

On Tuesday, 2 March, this sorrowful event will be announced by the
ringing of each of the city’s bells at eleven o’clock in the morning according
to a sign given by the court bells of the city and region, with all such
ringing continuing the same evening both from seven until eight, then
the following two days from seven until eight in the morning, from eleven
until noon and from seven until eight o’clock in the evening, and only once
a day during the following six weeks from eleven until noon.71

Beethoven’s cantata begins in medias res and continues the expressive

trajectory of his earlier cantata on Joseph II’s death, which culminated in the

emphatic proclamation “Ist tot! tot! ist tot!” (“Dead! Dead! Dead!”). Leopold’s

election on 30 September 1790 and his coronation nine days later created a

temporal overlap between mourning and celebration, producing a symbolic

transition from sorrow to joy—from sleep (“Er schlummert” / “He is asleep”)72

to awakening fanfare (“Erschallet Jubelchöre, dass laut die Welt es höre!” /

“Resound, choruses of joy, that the world may loudly hear it!”).

The devotional attitude of the final chorus (“Stürzet nieder, Millionen, an

dem rauchen Altar!” / “Bow down, ye millions, before the smoking [burning

incense] altar!”) shows the demand for the sacral legitimization of imperial

rule even in the heyday of the Enlightenment. The altar—recalling the

throne—mediates between earthly and transcendent authority. During the

coronation ceremony, Leopold himself knelt at the altar while the Elector of

Mainz performed the anointing.73 After the antiphons sung by the Kapelle,

the three electors and archbishops jointly placed the crown on Leopold’s

head, whereupon Leopold swore an oath on the Aachen Bible (see the cover

picture).74 Many contemporaries would have remembered this ritual vividly.

Although Beethoven’s cantata was never performed in Bonn, its final chorus

evokes the Church as a central stage of representation in Frankfurt, Bonn,

and elsewhere, echoing Maximilian Franz’s insistence on the “special care”

and “decorum” of sacred music in his Hofstaatsentwurf.75 At the same time,

Beethoven’s compositional language integrates theatrical elements drawn

from the operatic repertoire cultivated at the Bonn court after 1789.76
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Reutter’s Leopold motet and Beethoven’s Leopold cantata thus represent

two distinct yet complementary manifestations of the integrating capacity of

the processual formation in ritual acts.77 The shared experience of Leopold’s

accession as emperor linked the transition from death to life with a broader

historical and devotional bridge connecting the margrave, the saintly myth,

and the contemporary ruler.

In this sense, Leopold celebrations exemplify the “mutual interplay of

construction and modification,” integrating individual participation into a

collective ritual process and fostering a constitutive sense of community.78

Sounding like a “Little Vienna?”

In historiographical terms, the decade of Maximilian Franz’s rule in the

Rhineland has been interpreted from markedly different perspectives. Within

German constitutional and nation-state narratives, the Rhineland has often

been framed as a geopolitical borderland whose significance lay primarily in

its role in later processes of national identity formation.79 From this vantage

point, a brief Habsburg episode lasting little more than a decade appeared

marginal. Music historiography has likewise tended to view Bonn primarily

through a teleological lens, most notably as a preliminary stage in Ludwig

van Beethoven’s biography. John D. Wilson has recently reexamined this

perspective:

Most of all, the extensive music library that the elector maintained and
continually expanded—which formed the core of the repertoire for the
chapel, theatre, and Akademiensaal concerts—played no small role in
their [Ludwig van Beethoven’s, Anton Reicha’s, Ferdinand Ries’s, Bernhard
Romberg’s, and Andreas Romberg’s] education. This repertoire showed a
sharp receptivity to the newest and most challenging works from across
Europe and in this way made the Bonn court a rival to the most rarefied
circles of Kenner in Vienna or Berlin while avoiding the insular character
that these often assumed. Just as Beethoven’s first twenty-two years
cannot adequately be summarized as “Not Yet Beethoven,” Electoral
Bonn’s musical life in its last decade is inaccurately characterized as a
“little Vienna.”80

Building on Wilson’s reassessment, this article has approached the question

of Bonn’s relationship to Vienna from a different angle. Rather than asking

whether Bonn was a “little Vienna,” it has examined how sacred music and

ritual practice enabled Bonn’s court to appear Viennese to specific audiences

under specific conditions. The collection of sacred music in particular was
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remarkable in this respect, as it covered a musical repertoire of composers

from different regions and musical centers: from Italy to Bavaria, as well as

from the Austrian and Bohemian hereditary lands, but with a conspicuously

low proportion of local Rhenish compositions. Whereas other prominent court

chapels, such as those of Salzburg or Vienna, almost exclusively performed a

local repertoire—particularly the compositions of the resident kapellmeisters—

the Bonn court cultivated a markedly more heterogeneous sacred music

repertoire.81 These connections had been cultivated throughout the eighteenth

century, as evidenced by personnel exchanges, repertorial choices, and long-

standing liturgical traditions. One example is the repertoire ofMarian litanies at

the Bonn court, a genre central to its sacred musical life and closely connected

to the devotional practices of two Catholic dynasties, the Wittelsbach and the

Habsburg, whose traditions intersected in Bonn.82 These traditions formed

an established framework into which newer repertoires—such as Reutter’s

Leopold motet—could be integrated.

Bonn’s sacred musical repertoire was clearly shaped in its last decade by

Viennese components, with the acquisition of approximately 140 sacred works

byGeorg Reutter the Younger constituting a particularly significant intervention.

At the same time, the court selectively introduced into the liturgical calendar a

new feast that reflected contemporary imperial and dynastic interests. This

addition did not disrupt existing structures but was embedded within a stable

liturgical cycle whose repetition lent an appearance of continuity. In this way,

sacred music contributed decisively to what ritual theory has described as the

capacity of rituals to “mask the historical contingencies of their own creation”

and to “construct alternative narratives of authority and legitimacy.”83 Reutter’s

Leopolde Sancte Marchio proved especially adaptable in this respect. The motet

could sustain readings that resonated with centuries-old veneration of Saint

Leopold while simultaneously accommodating the brief yet politically charged

celebrations of Emperor Leopold II in Bonn. Its text allowed listeners to recall

the protective patron of Austria while also engaging with the figure of the

enlightened ruler. Within ritual performance, these layers did not contradict

one another but were integrated into a shared experience whose meaning

varied according to audience, memory, and political context.

It is in this sense that Bonn’s musical life could strategically “sound like a

little Vienna.” Here, “little Vienna” should be understood not as a derivative

label but as a situational and performative effect generated through ritual,

repertoire, and audience-specific reception. This was neither a matter of
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imitation nor a devalued provincial copy but the result of a deliberate and

flexible deployment of sacred music within ritual frameworks capable of

generating multiple, overlapping meanings. Historiographical perceptions

have captured this effect because such ritualized practices could, in specific

moments, produce a “Viennese soundscape.” What emerges from the case of

Leopold veneration is a Habsburg experience shaped not only by imagination

and ambition but by concrete ritual practices—practices in which the sacred

stage and its musical repertoire played a central role.
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