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The newsletter of International Friedrich Kuhlau
Society (IFKS)

I, Toshinori Ishihara, am writing a message as
Administrative Director of IFKS.

The IFKS’s newsletter is issued around autumn only once
a year. We always are struggling to collect enough articles
to fill it and especially some research-article about Kuhlau.

This newsletter contains Dr. Gorm Busk's article :
"Kuhlau's Piano sonatas and sonatinas", Ms. Anne
Pustlauk's article : "Kuhlau Autographs in the National
Library of Austria" and Toshinori Ishihara's : "The story
of making music for the drama "William Shakespeare" by
Mumeijuku."

The editorial policy is that all articles should be putted in
English for foreigners and in Japanese for Japanese people.
All our board of directors has cooperated and endeavored
to publish this newsletter both in English and Japanese.
But "Members’ voice" are not written in both languages.
We have made separate volume the Thrane's "Kuhlau
biography", as appendix. It was published already in our
newsletters from 2nd to 6th. Regrettably Thrane's "Kuhlau
Biography" has not been published in Japanese in the
market. This book is a important and valuable book for
studying Kuhlau in the music history. The distribution
is limited just to our members. It should be helpful to
understand Kuhlau more deeply.

Kuhlau's "Piano Variations" will be published next year.
Like "Piano Sonatas", it is also voluminous. A lot of
masterpieces unknown yet in the world are included in
that. Of course, this “unknown” will change to “known”
soon after publishing.

As you know, the "Kuhlau Festival" was firstly held in
October 2010. The 2nd "Kuhlau Festival" is planning in
the autumn or winter of 2015. It is hoped sincerely for
your participating in it eagerly. The next IFKS object is to
perform "The fairy hill" on the stage. And then "Kuhlau
Competition for Pianist"!!!. Many efforts have been done
for which IFKS web-site is the most forefront for studying
Kuhlau. Please, access IFKS web-site at anytime and
anyplace.

I wish your success in your respective fields.

(Translated by Yumiko Uchida)
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This article was published with the permission of
Danish Yearbook of Musicology.

From : DANSK ARBOG FOR MUSIKFORSKNING
XIX 1988-1991, KOPENHAGEN 1992

Kuhlaus klaversonater og -sonatiner

Af Gorm Busk

I det kolossale udbud af klavermusik, der med
borgerskabets bevidstgerelse og selvhaevdelse i tiden
omkring ar 1800 og dets stadigt stigende behov for nye
veaerker oversvemmede markedet, indtager Friedrich
Kuhlaus klaversonater og -sonatiner en respektabel plads.
De har ikke samme status og musikhistoriske betydning
som veerkerne af tidens storste komponister - efter
Haydns, Clementis, Mozarts og Beethovens normsettende
sonater var de mest fremtreedende sonatekomponister J.
L. Dussek, J. B. Cramer, J. N. Hummel og C. M. V. Weber
- men Kuhlaus sonater haever sig dog i deres musikalske
gedigenhed langt over samtidens mere modedikterede
kompositioner; hans mindre, til undervisningsbrug
bestemte veerker, har endda opndet en ret sa fast, omend
forholdsvis beskeden plads i klavermusikken helt op til
vor tid, en position, som de feerreste af hans samtids
komponister har opnéet.

Der er gode grunde til at behandle Kuhlaus
klaversonater og -sonatiner under et: Greenserne
mellem dem er helt flydende, og de lader sig
udfra leengden og indholdet ikke adskille i to
vaeesensforskellige kategorier. Af de i alt 38 tohaendige
sonateveerker, vi kender fra Kuhlaus hand, beerer kun
13 oprindelig betegnelsen "sonatiner”, nemlig de 3 i
op. 20 (af Kuhlau selv kaldt "kleine Sonaten"), de 6 i
op. 55 og de 4 i op. 88, men flere andre kunne ogsa
have veeret kaldt "sonatiner" (f. eks. den lille sonate,
op. 34). Det tydeligste og mest kendte eksempel pa
den uklare terminologi finder vi i op. 55, 59 og 60.
Successen med de 6 sonatiner, op. 55 affedte to nye
samlinger (op. 59 og 60), som pa titelbladet benaevnes
henholdsvis "3 Sonates faciles et brillantes---Suite de
I'Oeuvre 55" og "3 Sonates non difficiles---Suite de
I'Oeuvre 55 et 59", og altsd er komponeret i forleengelse
af sonatinerne, op. 55, og derfor i vore dage findes i
de mest gaengse sonatineudgaver, skont kun nogle af
dem har sonatineproportioner, andre er af decideret
sonateformat.

Den eneste faktor, der maske kunne retfeerdiggore en
adskillelse er vaerkernes svaerhedsgrad (selv de sidste
sonatiner i de Progressive sonatinesamlinger er sjeeldent
sS4 sveere som sonaterne).

Foravrigt deekker betegnelsen "sonatine" hos Kuhlau
virkelig begrebet "lille sonate" med forstesatserne i
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rigtige sonateformer, omend naturligvis i lille format,
og ikke som sa ofte i datiden mindre A B A-former eller
lign.

Kuhlaus navn er inden for sonateproduktionen
for klaver s& uleseligt forbundet med den lette
klaversonatine til undervisningsbrug - som utallige
generationer helt op til vor tid ikke har kunnet undga
at stifte bekendtskab med og som i Tyskland har givet
ham det noget tvetydige og ensidige tilnavn "Sonatinen-
Kuhlau" - at de fuldsteendig har stillet hans store sonater
i skyggen. Men de veerker, han komponerede i sin
ungdom, og hvormed han slog sig igennem i datidens
musikliv, praesenterer ham fra en helt anden side. Her
er tale om store, virtuose og kunstfeerdigt udarbejdede
sonater, som man meerker er formet af en komponist,
der selv var en habil pianist, og som kendte klaverets
muligheder til bunds. Forbillederne er i forste rackke
Haydn, Clementi, Mozart og Beethoven, navnlig de to
sidste, men der er ogsd mange impulser fra nogle af
de forneevnte, mest fremtreedende pianist-komponister,
forst og fremmest Dussek og Cramer.

Efter forskellige mindre kompositioner for klaver
(variationer og rondoer over populaere melodier fra
tiden), holdt i en enkel klaversats, veerker for en eller
to flgjter og sma sange med klaver, Kuhlaus tidligst
kendte veerker fra tiden i Hamburg (komp. 1804-10),
viser de forste kompositioner, han finder veerdige til
opusnumre, allerede den fuldt udviklede pianist, der
onsker at markere sig - og imponere med gedigne sager
: 3 rondoer, op. 1-3 og i endnu hgjere grad hans forste
klaversonate, Es-dur, op.4.

Den blev i september 1810 tilbudt forlaget Breitkopf
& Hartel i Leipzig, der imidlertid returnerede den med
bemerkningen om, at "[Kuhlau] sey nicht bekannt"(1),
den blev forst antaget efter en fornyet henvendelse fra
Kuhlau med en anbefaling fra hans leerer, stadskantoren
og komponisten C. F. G. Schwencke, hvori denne
skriver, at efter hvad han personligt har aftalt med
Hartel angdende Kuhlau under forstneevntes besog
i Hamburg, skulle den unge komponist ikke behave
nogen yderligere anbefaling. Han er ogsa villig til
at skrive en kritisk anmeldelse af sonaten i forlagets
kendte tidsskrift A/lgemeine musikalische Zeitung
(AMZ), hvilket dog ikke skete.

Es-dur sonaten, op. 4 er i 4 satser, hvoraf den forste
indledes med en bred og udtryksfuld "Largo assai"

i es-mol, der nar sin kulmination, nar det unisone
indledningstema mod slutningen kombineres med en
kort 5- (senere 7-) tonefrase, der over et D-orgelpunkt
leegger op til den hurtige del. I denne kombineres
pd lignende mdade en nedadgdende, dissonerende
bevagelse a) med opadgdende 16-delslab b):
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hvoraf det forste (a) omformes til et markant tema med
rytmen: J.fJJ|J ) derseatter sit preeg pa
senere temaer og er sa gennemgaende i hele satsen,
at denne fornemmes som ud af et stykke uden storre
tematiske kontraster. En anselig gennemforingsdel
lader indledningstemaet (eks. 1) - de forste gange i
modsatrettet bevaegelse - veksle med det punkterede
tema over et bredt tonalt spektrum, inden en lang
D-spaending (over b-figuren) leder til reprisen. Denne
udvider afsnittet mellem hoved- og sidetema ved at
behandle sidstneevnte i forskellige tonearter, inden
det kommer i T, sdledes at dette afsnit far karakter af
den i samtidens sonatesatser almindelige sekvensering
og modulation af stoffet, ofte betegnet en "secondary
development” (2) (hos Kuhlau mere almindelig i hans
kammermusik). I slutningen af ekspositionsdel og reprise
forekommer et ejendommeligt pianistisk eksperiment :
skalalgb i oktaver med krydsede haender (venstre tager
overste skala), som er meget akavet og vel neermest
beregnet pd at skulle tage sig ud.

Andensatsen er en variationsrackke over et
originaltema, hvilket er yderst sjeeldent hos Kuhlau, der
naesten altid bruger fremmede temaer (folkeviser eller
operamelodier) til sine variationer. Hans Es-dur tema
med den for tiden typiske J J 3 ) J-rytme far ny
harmonisering i 2. var, (udfra c-mol) og beethovenske
oktavspring i bassen i 3. var. (Presto). En sergemarch-
lignende 4. var. (Grave), ligeledes begyndende i c-mol
folges af en fri finalevariation (Allegro), afsluttet af
begyndelsen af selve temaet (Moderato).

Den langsomme indlednings store udtryksfuldhed og
bredde genfinder man i den klangskenne H-dur Adagio,
hvis beethovenske koralagtige tema i lange nodeveerdier
(sostenuto assai) (fremover kaldes denne tematype
koraltema, se eks. 22) ved gentagelsen efter en urolig,
deklamatorisk midterdel i gis-mol overtager dennes
akkompgnementsfigurer (i 16-delsstaccato), en i tiden
ikke mindst hos Beethoven almindelig kompositorisk
procedure ved repriser, der her hos Kuhlau far en fin,
bade sammenkadende og afvekslende effekt.

Sonatens mest originale sats er den livlige vivacissimo-
finale, hvis tema med dets lettere forskudte, "skaeve"
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gar igennem hele satsen (kun afbrudt af overledningens
akkordbrydninger i 16-dele og efterfolgende
koralmelodi), saledes at den ikke blot virker
monotematisk, men far en "perpetuum mobile" -
naesten etudekarakter. Efter en afsluttende kadence
med kvartsekstakkord og pafelgende trille pa D synes
et voldsomt crescendo e accellerando at skulle afslutte
satsen, der imidlertid overraskende dor hen i et
smorzando e rallentando, endnu en eksperimenterende
effekt, som der kommer flere af i de folgende
ungdomssonater.

Es-dur sonaten udkom i december 1810 hos Breitkopf
& Hartel, der d. 18. sendte et eksemplar til Kuhlau i
Kebenhavn. Hans neeste sonate, d-mol, op. 5 kan veere
pabegyndt i Tyskland, men er sikkert for storstedelen
komponeret i Danmark, for den udkom ferst hos
Breitkopf & Hartel i april 1812(3). Den praesenteres
pa titelbladet med en 7-stemmig gddekanon med
teksten "Ave Maria", hvis forste 4 toner danner bassen i
abningen af forstesatsens adagio-indledning, men ellers
ikke optreeder senere i sonaten. Ogsa denne indledning
er monumentalt lagt an, med sine punkterede rytmer
nu med karakter af sorgemarch og med et nyt treek i
Kuhlaus klaverstil: en vis orkestralt virkende sats (der
dog er helt klavermeessig) med en fyldg tekstur i en
starre flerstemmighed, iseer tydelig med "traebleeser"-
akkorder i det hgje leje over et "basstryger" -fundament,
som ogsa meaerkes i den hurtige sats' indledningstema
(Allegro con molto fuoco, risoluto) (t.3-8) (sml. eks. 3).
Af dette temas nedadgéaende "cello"-melodi (con molto
espressione, t. 5-6) fremvokser organisk et kantabilt
sidetema (dolce) og af dette igen en ny (epilog)del, der
over bassens rullende trioler indferer et tema i den
forneevnte marchrytme, vekslende med et synkope-
motiv fra sidetemaet.

Gennemforingsdelen, en af Kuhlaus mest
koncentrerede, starter med dette epilogtema i
klaverets dybe leje med tertsfordoblet imitation
takten efter, der fremkalder en klanglig besynderlig
virkning ("in seiner brummenden Tiefe, wunderlich und
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wirkungslos [!]", som det hedder i AmZ-anmelddsen af
sonaten(4) - virkningslest vel kun pa de spinkle, gamle
hammerklaverer (?)). Men ellers er det hovedtemaet, der
behandles. De 5 akkordslag fra dets 3. - 4. takt lasrives
fra den tematiske sammenhaeng og sammentraenges i
stadige diminutioner: de tre forste akkorder til en optakt
pa tre ottendedele til de to resterende (fra 4. takt),

som sd ogsa sammentraenges for til sidst (i oprindel og
diminueret form) at danne bas til 16-dels figurationerne
(ogsé afledt af akkordslagene), og sammen med dem i
en stadig stigende, dramatisk-forteettet klaversats lede til
reprisen (se eks. 3)

Eks. 3 (Allegro con molto fuoco)
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I kodaen far epilogtemaet en mere lyrisk udformning
med nyt triolakkompagnement over et T-orgelpunkt,
inden indledningstemaet seetter enkraftig slutning pa
satsen.

Samme hgje standard udmeerker resten af sonaten.
Den langsomme sats (blot med betegnelsen "Cantabile")
er maske varkets mest originale. Det er et saeregent,
nocturne-lignende musikstykke i 9/8 takt, hvor
satsbilledet foregriber John Field (hvis faorste nocturner
netop udkom i samme ar) og viser helt frem til Chopin:
En vidtspunden melodisk linie i 5 rytmisk ensdannede
4-taktsperioder (a b b' ¢ d) over et akkompagnement
af punkterede fjerdedele i bassen og overbundne
ottendedele i mellemstemmen:
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Overstemmens hummelske fioriturer leder til sidst i en
udskrevet kadence (ad lib., delicatamente) til en varieret
gentagelse af hele temakomplekset med en ny afsluttende
del (con anima), hvor de overbundne ottendedele nu ogsa
leegges i overstemmen. Disse fortseetter i det folgende
g-mol, d-mol-afsnit i bassen, og i F-dur indferes et nyt
(side)- tema, kontrapunkteret af hovedtemaet i bassen.
Efter en gennemforingsagtig del med hoved- og sidetema
hver for sig i nye tonearter folger hovedtemadelen, hvis
con anima - afsnit (nu con amore) efter et rallentando,
smorzando svinger sig op og slutter satsen i fortissimo!

Finalen indleder med en melodi, der har steerke
mindelser om temaet fra finalen (variationssatsen)
af Mozarts c-mol klaverkoncert (K.V491). Satsens
form er en sonate-rondo med et kontrasterende
overledningstema (modulerende fra d-mol til F-dur) og
en durversion af hovedtemaet pa sidetemaets plads,
sdledes at ogsa denne sats far et steerkt enhedspraeg.

En formal ejendommelighed, som meder i andre af
Kuhlaus veerker, er et gennemforingsagtigt, modulerende
afsnit i Des-dur, Ges-dur over overledningstemaet (der
i F-dur er gdet lige forud), som skyder sig ind mellem
ekspositionsdelens slutning og 2. refrain. En leengere -
egentlig - gennemforing (over hovedtemaet) folger efter
2. refrain og munder ud i reprisens med 32-dele steerkt
figurerede hovedtema ( = 3. refrain). Den figurerede,
sidste praesentation af refrainet er meget almindelig i
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Cramers finale - rondoer. Ogsa i denne sonate har Kuhlau
en overraskende slutning i baghanden, idet han lader et
vildt, naesten operaagtigt stretto (pitt presto con molto
fuoco ) ( = epilogens fornsevnte modulerende afsnit)
udmunde forte fortissimo pa et dobbeltoktaveret unisont
A for derefler i piano at gad ned pd grundtonen.

Der er ingen tvivl om, at denne d-mol sonate ma regnes
for Kuhlaus forste betydelge klaverveerk, og at den
indtager forste pladsen blandt hans store ungdomssonater.
Den fik ogsa en meget rosende anmeldelse i Am.~ (3/2
1813) - den forste af en af hans kompositioner og méske
skrevet af Schwencke. Komponisten og hans vark
lanceres saledes: "Hr. K. hat sich seit kurzem, durch
wenige, aber bedeutende Werke als einen Componisten
gezeigt, auf welchen alle Pianofortespieler, die einen
ersten Sinn, einen auf das Edle gerichteten Geschmack,
und eine grindlichvollstimmige Ausarbeitung zu schitzen
wissen, aufmerksam zu seyn, nicht unterlassen dirfen.
Wer ihn noch nicht kennet, wird vielleicht am wenigsten
irren, wenn er sich ihn denkt in verwandtschaft mit
Cramer - nur nicht immer so fliessend, ausdrucksvoll und
erfreulich --+(5) - Gute, nicht selten neue Gedanken, eben
so gute, oftmals neue Bearbeitung derselben, Charakter
und Consequenz in beyden, Adel der Hamlonie, Reinheit
u. Strenge des Satzes, solide und wirksame Benutzung
der Vorziige des Instruments, und reiche, doch nicht
zwecklos neckende Beschitftigung des Spielers, zeichnen
diese Sonate offenbar aus: nur von einzelnen gesuchten,
trockenen und kalten Stellen, und im Ganzen von dem
noch sichtbaren Streben, tiberall recht sehr bedeutend
zu seyn, halt sie sich, nach Rec.s Meynung, nicht durch -
gehends frey." Sa foler en analyse af satserne, der dadler
enkelte steder, men ellers er meget positiv; der sluttes
med onsket om, at komponisten - iseer hvis han folger
nogle af anmelderens rad og irettesaettelser, som datidens
tidsskriftsartikler sa naivt, men velmenende er fulde af -
ma erhverve sig "viele achtbare Freunde".

De 3 som ‘grandes” betegnede sonater (6), a-mol,
D-dur, F-dur, op.6 er vanskelige at tidsfeeste, bade
hvad angar kompositions- og udgivelsestidspunkt, men
af udgivelsesmaessige og stilistiske grunde kan det
ikke udelukkes, at de er eeldre end Es-dur og d-mol
sonaterne. De udkom forste gang hos G. Vollmer i
Hamburg, der sammen med L. Rudolphus i Altona og M.
Hardieck og J. A. Bohme i Hamburg var komponistens
forste forleeggere, inden Hartel i Leipzig fra 1810 (med
op. 4) og helt frem til 1822 (med op. 41) neesten fik
eneret pa udgivelsen af hans veerker. Et titeloplag kom
hos J. A. Cranz i Hamburg 1822-23 og annonceredes
i AmZ som "neue Auflagen von Jugend-Arbeiten des
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34 5 (Allegro con espressione)

Componisten” (7). Endvidere er der det faktum, at
opusnummeret 6 (ligesom op. 5, 8 og 10) blev benyttet
to gange, nemlig foruden til de 3 sonater til sonaten med
violin ad lib., komponeret 1811 og udgivet aret efter (8).

Sonaterne, op. 6 er i det store format som Kuhlaus
gvrige ungdomssonater, men adskiller sig fra dem
ved en noget mere enkel klaversats. I modsatning til
de to ferste sonaters brede og klangmeettede stil og
iboende mangestemmighed, hvor mellemstemmerne er
inkorporeret og fordelt mellem hojre og venstre hand, og
med Beethoven (og Cramer) som forbillede, minder disse
sonater med deres lettere tekstur med melodi i hajre
hand og akkompagnement (i form af brudte akkorder
eller forskellige spillefigurer) i venstre om Mozarts og
Haydns Kklaverstil.

Som en hyldest til sit store forbillede starter Kuhlau
a-mol sonaten med sin egen version af abningstemaet
fra Mozarts a-mol klaversonate (K.V.310), et af de mest
héandgribelige eksempler pa hans lane- eller modelteknik,
som gennemsyrer alle genrer i hans produktion:

Eks. 5 (Allegro con espressione)

o - ~ _ temw. # —~  tew.
/4 ] Al ] 1 T = i
{1 o AR | L I i | B (i o, ) | 2 B
B g 1972 - Z 1 | P Z
1 Y = 1 = {7,228 G toc
o P = JS " = (4 i =
ik sEEEE | teme ey
P A i g s o i T e o i o o A
) =1t f} =
e i Al 1

Wy k) hTEIIMoY FLIcE L Heons, HlAE
CDVFIDE2 THEIZELAREZLETH B3R LT
o s & bEHO A BTN,

Mere sangbare temaer hares i disse 3 sonater, f.eks.
denne sats' sidetema, der overraskende kommer i Tv
A-dur bade i eksposition og reprise:
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Lille hammerklaver (Musikhistorisk Museum, nr. A9).

Fire oktaver + sekast Al -f3 Mahognikasse i empirestil.
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Sign.: Meinecke Myeyer &
Pieter Meyer, Hamburug
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Af motivet i eks.7 dannes
epilogtemaet, med sine

tonegentagelser og bassens
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humoristiske "fagot"-tertser

(ogsa i eks. 6) helt i "Papageno"-stil:

TELENTWV 2,
2 Eks.7
et 7
3 o o Bt b
S —otem . #F—’—. o—
PO I L Te- 12 E:F = O 3 Y
o T - ST P S B> T
| D * g LR 1 | 1 1]l U W g 1 L i 5
P TS {j r —t 7. N 1r Z
o sf 5 oom
> o i s 8 T =
A ) 2 { | jé | | .| ~—
= Pl I S M I AN~ SR P 3 2 2% P S T
a2 . I T i 0 5] 1 L

BB T3, PR TR 1 3 L KRS R 4 12 3
LB sicbhrhrboTHEL O HoNTWS,
TR SrDf/NID 2R ELLELICRBL, Z
D%, R IE & AT D 5 RN (4 KR .
T DD IF b - P2 HDEFHTI DR
HEHU 5,

FW2REHEF 17709 —) LEDPNTOTHER. 7
VYT 4=/ /AT Tl THELRbDTH S, L
L., HEEFEZEZOMICH L WEAPHFAIN TR S D
DT, TR, ERheuy FORBLES LS (29),
L LanoZRMOBR) 3EMNE GO, AT
HAROEMD SRS N TR B0, F1o1EZDeEoN
DHBLXFEHOCTLDTH 2, YD NFFHOTF AL
FREOHREEZ I WTw 2 FH (K oAy
FEOmMBTHILLTWE, 2HFHOERE M ERCTIE
DM DT DD IR L 22828 L, HHICER L. FHEH
ICE D FAZA (Minore) 235 <, 8 3 2RI A EHFHICR
D ZOMDMED J (ZEEO/\3EfF & \DERFOLETFIC
XL CHA/NENICAH T O\ ERFOEITE) 13H %A1
RIET D, ZOWE, RAICHEZE L EH, N E &
WLAFEFAO7 L 70 it B ) HICKER, A EHo7 L
a7y A iR L REHFHO T LA MCED | Bt
MEOBRICKERD T vy T4 — 7 « T5FF—VICH]
#ET 5, SNUEZ0FEF0EED FICH L wiliEEod 3
AFHDOZ L TREBOERLE RS, 2L (Kifoa—¥T
“b s,

12

Gennemfoeringsdelen behandler hoved- og epilogtema
til trods for, at begge temaer er blevet bragt 3 gange
efter hinanden i ekspositionsdelen. Reprisen forleber
med nogle forkortelser temmelig uforandret, men
efterfolges af dele af gennemforingen og epilogtemaet
endnu en gang (i a-mol), hvorpa satsen der ud i Adagio
pa D-T akkorder i helnoder.

Andensatsen er en ganske original E-dur Andantino,

2/4, der betegnes "Fantasie", men i virkeligheden er
en variationsraekke, hvor der mellem hver variation
er indskudt delvis nye afsnit, saledes at satsen former
sig som en mellemting mellem en variations-sats og en
rondo (9). Variationstrackkene er dog de fremherskende
idet de indskudte afsnit laner stof fra selve temaet og i
begyndelsen har samme faste periodisering som dette.
Det forste indskud i cis-mol bygger pd temaets mellemdel,
mens det andet (Minore) er et dynamisk kontrastrigt
stykke. Temaets 2. var. kommer i G-dur med varieret
gentagelse af dets begyndelse, der i fri videreudvikling gar
til e-mol og folges af Minore-indskuddet. 3. var. vender
tilbage til E-dur, og dens satsbillede (ottendedelstriol og
ottendedel i venstre, efterslaende ottendedelsakkord i
hajre hand i hver takt) videreudvikles i en fri sats, der i
et stadigt poco a poco stringendo modulerer via C-dur,
c-mol til en Allegro i Es-dur, til en Allegro assai i E-dur,
a-mol og en Presto i e-mol, der over et langt D-orgelpunkt
gor klar til en Andantino grazioso i E-dur: den 4. og sidste
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A4 8 (Allegro non tanto)

var. med temaet intakt og ny modstemme, der viderefores
og dar hen i den afsluttende koda.

Finalen, der stér i sonateform, har et fugeret hovedtema,
en omformning af det fugerede tema i ouverturen til "Die

Zauberflote" :

Eks. 8 (Allegro non tanto)
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Der er klart markerede side- og epilogtemaer (begge

i Tp) efterfulgt af de skalapassager, der senere bliver

en fast ingrediens i passagespillet i den kuhlauske
klaverstil, men ellers ikke fremtraeder seerligt udpneget i
dette opusnummer (maske endnu et tegn pd dets tidlige
kompositionstid?). Gennemforingen begynder med
hovedtemaet i modulerende teetforinger pa en takts
afstand, fortseeter med epilogtemaet og skalapassagerne
og lader en homofon variant af hovedtemaet
(delicatamente), som allerede hertes i slutningen af
ekspositionen, legge op til en ugendret reprise.

D-dur sonaten er lettere og mere diverterende og
har snarere Haydn end Mozart til forbillede, hvilket
forstesatsens hovedtema med dets ved pauser adskilte
smafraser kan give et indtryk af:

24419 (Allegro moderato con molto affettuoso) Eks. 9 (Allegro moderato con molto affettuoso)
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Et nyt tema i d-mol synes mig med sin patetisk-
deklamatoriske tone og sit ensdannede nodebillede
derimod en udleber af nordtysk "Empfindsamkeit"-stil,
som vi kender den fra C. Ph. E. Bach (som Kuhlaus
leerer Schwencke var elev af ):
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Andante sostenuto

Det kontrasteres af et "scherzando"-sidetema, der

i forskellige udformninger slutter ekspositionen.

Hoved- og sidetema henholdsvis indleder og afslutter
gennemforingsdelen, der ellers er preeget af passagespil
(akkordbrydninger i kvintskridtssekvenser). Reprisen er
igen ekspositionen helt lig bortset fra en kraftig udvidelse af
d-mol temaet: dets 15 takter gentages i varieret og forleenget
form med rigere harmoniske udsving til ialt 35 takter.
Ungdomssonaternes ofte aparte klavertekniske
eksperimenteren giver sig nu udslag i, at andensatsen er
skrevet for "Linke Hand Solo" og maske er det tidligste
eksempel i musikhistorien af denne art (1?). C. Ph. E. Bach
har skrevet enkelte stykker, der kan spilles af enten hajre
eller venstre hand, men jeg kender ikke nogle udtrykkeligt
for venstre hand bestemte stykker fra denne tid ? selvom
man skulle tro, der havde veeret fortilfaelde hos nordtyske
komponister pd Kuhlaus tid. Kalkbrenners As-dur sonate "for
the Left Hand (obligato)" op. 42 (40), der udkom i London
1818 er ikke for venstre hand alene (som péstaet i MGG VI
s. 452, hvor den anses for "|das| wohl erstmalige unikum
einer Sonate fiir die linke Hand"), men leegger hovedvagten
pa denne hand (William S. Newman: The Sonata since
Beethoven, Chapel Hill, 1969, s.473). Det forste stykke, jeg
er stadt pd, er en venstrehandsetude af Ludwig Berger (op.
12 nr. 9) fra ca 1816-17.

Visse decim- og undecimintervaller er praktisk talt
uspillelige pd moderne instrumenter, men har naturligvis
veeret mulige pa datidens hammerklaverer med deres
smallere tangenter: (10)

Eks. 11 (hos Kuhlau pé 2 systemer, hvoraf det gverste
forst benyttes fra 5. takt)
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Bemeaerk motivet i 4.-5.t. identisk med det fugerede
hovedtema i a-mol sonatens finale (eks. 8), hvilket

vel naeppe er en tilfeeldighed, men et forseg pa
samhgrighed sonaterne, op. 6 imellem. I hvert fald
satserne imellem i D-dur sonaten, for motivet udnyttes
(i omvending) i satsens slutning, hvor det danner bro
og er kimen til finalens muntre rondotema, der folger

attacca:
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Formen er ekstraordineert noget, der ligner en fransk
"rondeau": skarpt periodiserede afsnit i en da capo (dal
segno)-sats, hvis hoveddel bygger pa 4 gennemspilninger
af refrainet (de to midterste med temaet i venstre hand
og den sidste (scherzando) med forste takts tertsinterval
udvidet til kvinter, oktaver og dobbeltoktaver med
krydsede haender), medens den anden del har hell nyt,
til Tp, D og Dv modulerende stof.

Den sidste sonate i F-dur er tosatset. Forstesatsens
overlednings-, side- og epilogtemaer er atter "Papageno”-
temaer med tonerepetitioner som i a-mol sonaten (eks.

7), sidetemaet i trestemmig imitation og det deraf anedte
epilogtema suppleret med en nedadgdende kromatisk
skalabevaegelse. Alle sidetemagruppens 20 takter gentages
ganske nodetro (sml. de mange temagentagelser i a-mol
sonatens forstesats), hvilket giver F-dur sonatens forstesats
et noget monotont og langtrukkent preeg, der ikke bedres
i gennemforingsdelen, som udelukkende sekvenserer

og modulerer overledningstemaet eller i reprisen, som
forleber fuldsteendigt analogt med ekspositionsdelen.

Mere opfindsomhed viser andensatsen, en raekke
variationer (ikke angivne) over praestemarchen, der
indleder 2. akt af "Die Zauberfldte". Forud for temaet
og variationerne gar en "Grave" i f-mol med meaegtige
akkordgreb og store dynamiske kontrastvirkningen Temaet
("Marche di Mozart con Variationis (!)") folges forst af 3
variationer, hvoraf de to forste bringer det uforandret og
med henholdsvis tremolerende mellem- og understemmer
og skalamaessige figurationer. Den frie 3. var. har ny
modstemme og stadig moduleren bort fra yderpunktemes
f-mol. Grave-indledningen gentages og folges af en stor,
fri finalevariation i 6/4-takt, der videreudvikler temaet i et
virtuost, gennem neesten hele kvintcirklen gdende forleb,
inden Mozarts march tilsidst i et pianissimo afslutter
sonaten.

Den tidligere omtalte tresatsede sonate facile i D-dur
med violin ad lib. op.6 (b) fra 1811 (trykt 1812) falder
udenfor rakken af de store ungdomssonater, men
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bringer bud om Kuhlaus senere sonatineveerker, selvom
denne komposition endnu ikke rigtigt har udviklet

de seerlige, kuhlauske karaktertreek, men naermest er
clementisk-cramersk i stilen (f.eks. forstesatsens iltre

triolakkompagnement, sml. G-dur sonaten, op. 26,1,1)
og efter en kort B-dur Andante i 9/8 med staccatobas -
rondoens 6/8 tema over et T-orgelpunkt).

Fra 1813 stammer den store (‘grande’) sonate i a-mol,
op. 8, sendt til Hartl 4/3 1813 og udkommet i maj 1814,
ligesom d-mol sonaten med en (tostemmig) gddekanon
pa titelbladet, der denne gang dog ikke har relation
til sonaten(11). Det er den storste og mest praetentiose
af ungdomssonaterne, maske den betydeligste efter
d-mol sonaten og til forskel fra dennes deemoni og
lidenskabelighed preaeget af alvor og melankoli. Sonatens
neesten smertelige udtryk anslas straks i forstesatsens
klagende hovedtema med dets nedadgadende kromatisk,
diatoniske mellem- og understemmer (se eks. 13)

Eks. 13 (Allegro non troppo ed espressivo)
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Det monotematiske princip, som Kuhlau havde veeret

inde pa i nogle af de tidligere sonater (iseer de to forste),
lader han nu i strengeste konsekvens veere det baerende

i alle veerkets 3 satser, saledes at overlednings-, side-

og epilogtemaer fremtreeder som direkte afledte af
hovedtemaerne. I forstesatsen stammer overledningstemaet,
der komplementeres af 16-delslab, fra t.1-2 og 9 eks.13,
mens sidetemaet begynder som en durversion af dette, og
epilogtemaet arbejder kanonisk med dets ottendedelsmotiv
fra t. 5-6. Gennemforingsdelen begynder med en naesten
ordret preesentation af hovedtemaet, men gar derefter over
i en modulerende behandling af temaets to forste takter,
der senere kombineres med ottendedelsmotivet, det hele i
et teet veev af 16-delspassager, "ein wahrer Wettkampf von
Figuren und Passagen... Hier tritt der Charakter des ersten
Satzes aus dem schmerzlich Herben in das Ungestiime
iber", som anmelderen karakteriserer det i Am.~ (12).

Efter dette uvejr opbygges nu fra klaverets dybe register
en overledning til reprisen i fjerdedele over hovedtemaets
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(Adagio con anima)

4, senere 2 forste takter (piano e sostenuto), igen et
orkestralt virkende parti (cello-bas eller basunklange
efterfulgt af "traebleesersvar” i det hoje leje), alt sammen
med kromatisk stemmeforing, der stedvis afstedkommer
aparte akkordgange. Ogsa i kodaen, der tilsidst klinger
ud i et resigneret rallentando e smorzando, finder man
harmoniske ejendommeligheder: tonalt opadgadende ryk
(sml. Eks.18) bringer os fra a-mol via h-mol til cis-mol, som
uformidlet stilles op mod den efterfelgende a-mol.

Den ret beethovenske F-dur Adagio (en sonatesats
uden gennemforingsdel, men med en stor "secondary
development" mellem reprisens hoved- og sidetema)
indledes med et stillestdende tema, typisk for tiden
med dets mange dobbeltpunkteringer (modellen synes
at veere indledningstemaet i den langsomme E-dur sats
af Haydns sidste klaversonate i Es-dur (nr. 62, Hob.
XVI/52)), som i varierede og udvidede former fungerer
som bade overlednings- og sidetema. Som sidstnaevnte i
folgende, klangligt raffinerede udformning med carillon-
agtige tonegentagelser i oktav i diskanten og i 3. t. en ny
staccatobevaegelse i 32-delssekstoler:

Eks.14 (Adagio con anima)
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Allegro di molto con agitazigne—.
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mindre vellykket klangvirkning ved at lade melodien
(med harmonier) ligge i diskanten i hejre hand, medens
venstre spiller carillontonerne i det dybe leje (store C)
og staccatobevaegelsen i mellemlejel og to takter derefter
ved at lytte carillontonerne og staccatobeveelgelsen to
oktaver op, mens melodien bliver liggende. Men trods
fine detaljer kan den meget lange sats dog ikke frasige sig
en vis monotoni, mindre fordi den er monotematisk, end
pa grund af de mange figurationer, der i den feromlalte
"secondary dcvelopment" med dens 64-delsarabesker
bliver helt endelose.

Finalen (i sonateform) viser steerk pavirkning fra
Clementi, bade i det lidt mekaniske hovedtema:
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som i, at detles optaktsmotiv (a) og forste takters
oktavspring (b) er grundlaget for resten af satsens
temaer og mellemliggende passager igvrigt. Herved
opnds en usadvanlig teet motivisk forbindelse

mellem de forskellige afsnit (13), der foreges ved,

at de to motiver udvikler sig organisk undervejs.
Overledningen til sidetemaet leegger sdledes temaet

i bassen med ny 16-delsfiguration i hgjre hand, som
leder til sidetemaet: en cantabil variant af hovedtemaet,
indledt af optaktsmotivet og med oktavspringene

som bas. Sidstneevnte indsneaevres til et tertsmotiv,
kontrapunkteret af nye 16-delsfigurationer (afledt af
dem fra overledningen), som forer til epilogtemaet, der
er sammensat af 2 x optaktsmotiv og de sidstnaevnte 16-
delsfigurationer med det "indsneevrede" tertsmotiv som
bas, en meget kuhlausk frase, som vi kender dem fra de
senere sonater og sonatiner:
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Gennemforingsdelen fortseetter ekspositionsdelens
motiviske arbejde, iseer udfra side-temaversionen
og tertsmotivet, der til sidst bringes i en tostemmig
kanon med motivet i inversion takten efter. Reprisen
ligner ekspositionen og har som denne straks efter
hovedtemaets preesentation overraskende udsving til
fijerntliggende tonearter (i ekspositionen til Es-dur og
tilbage til a-mol, i reprisen til gis-mol og via e-mol til
C-dur). Modulationeme opnés ved den hos Kuhlau
almindelige proces, hvor understemmerne bevager
sig kromatisk nedad, nogle stemmer kromatisk opad,
mens andre forbliver stationeere, fra eksemplets 3. t.
den sdkaldte "djeevlemolle" (Teufelsmiihle)-sekvens, som
hos Kuhlau for det meste sker med den ufuldsteendige
vekseldominant, altereret (dvs. med seenket kvint)
pa begge sider af T6/4-akkorden (sml. J. Jersild:
“Harmoniske sekvenser i dur-og mol-tidens funktionelle
harmonik”, i Dansk Arbog for Musikforskning XIII 1982) :
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Sonaten blev genstand for en lang og meget rosende
artikel (den leengste Kuhlau fik for et af sine veaerker)

i AMZ (15/3 1815). Anmelderen (der kun kendte
komponisten fra hans veerker og derfor ikke kan veere
Schwencke) begynder saledes: "Hr. Kuhlau gehort zu der
kleinen Zahl von Tonsetzern, welche eigentlich wissen,
was sie schreiben, und welche, neben lobenswerther,
contrapunktischer Gelehrsamkeit, in ihrer Arbeiten auch
Erfindung beweisen, und ihnen Charakterhaltung zu geben
verstehen. Seine Melodien sind gewdhlt, seine Figuren
lebendig, die Passagen brillant, die Stimmenfiithrung
ausgezeichnet, und die halmonische Bearbeitung correct.
So erscheint er in seinen frithern Compositionen, und
eben so in vorliegender Sonate. Sie ist keineswegs fiir
den grossen Haufen geschrieben. Dagegen werden
gelibte Klavierspieler und Kenner des Satzes gewiss
mit Zufriedenheit sie aus der Hand legen." Derefter
folger en udforlig analyse af sonaten (med citat af hele
begyndelsestemaet), der iseer roser ydersatserne, men
karakteriserer Adagioen som for lang og for overfyldt
med figurer og forsiringer, og til slut - efter mere generelle
musikfilosofiske betragtninger - udtrykker anmelderen
onsket om snart igen at stifte bekendtskab med nye veerker
af komponisten.

Det har han hurtigt faet mulighed for, men ikke med
flere af de store klaversonater, hvis tid nu var ved at
veere forbi for Kuhlau. I august 1815 tilbyder han Peters
i Leipzig en ny, stor sonate i Es-dur med opusnummeret
16, men folaget afslog at trykke den, og heller ikke Hértel,
som den senere blev tilbudt, var interesseret. Sonaten
udkom forstefter Kuhlaus ded hos C. C. Lose i 1833 som
"grande Sonate brillant" med Kuhlaus sidste opusnummer
127 (op.16 blev brugt til klavervariationeme over "Kong
Christian" melodien).

Dens proportioner er som de gvrige ungdomssonaters,
men stilen viser nu - iseer i finalen, - en drejning mod
tidens mere elegante og letflydende skrivemade, bla. med
melodien i hgjre hdnd og akkorder og figurationer i venstre
(som i op. 6), og den markerer sdledes overgangen fra de
tidlige, store sonaters klassiske inspiration med den steerke
motiviske bearbejdelse af temaerne henimod den enklere
klaverstil, der blev normen i resten af hans klaversonater
og -sonatiner. Men samtidig bliver de personlige traek af
melodisk, hafmonisk, rytmisk, satsmaessig og formal art,
der karakteriserer ham som kunstner, endnu mere udtalte
end i de tidligere veerker, hvilket f&r denne sonate til at
fremsta som en af hans bedste og mest personlige.

Meget tyder pd, at det var denne sonate (som Peters havde
retuneret til ham 9/12) Kuhlau spillede, da han ved en
koncert i selskabet "Harmonien"s koncertsal 25/12 1815 for
forste gang optradte offentligt med en af sine klaversonater
("Stor Sonate for Forte-piano” i Adresseavisen 20/12 og



B 1 REOL=Y VY TCEINIHETEMAE 1 I Dagen 22/12 1815). Det var jo vigtigt for ham at fa den
WhotMEO LT ERYEI NS, EHIZZ—I Y spillet, da en udgivelse var umulig.

BT 2 FROFEOMIECH 2 (BHEH. £k Forstesatsens unisone, kaligt-elegante hovedtema
. 25 ) gentages i to forskellige harmoniseringer, den sidste med
A, ).

de for Kuhlau karakteristiske, nedadgdende tonal ryk (Es-
dur, Des-dur, Ces-dur):
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der har hovedtemaet som mellemstemme (sml. op. 5,
I) og i resten af ekspositionsdelen. Gennemforingen gar

den ret ueendrede reprise (med yderligere tonale udsving
- a la "secondary development" - i overledningen mellem

hoved - og sidetema).
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WEAFTA), heendige sonateveerker (i privateje).
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- 19 (Adagio con molto espressione)

Samme veerk i den posthume forsteudgave (Lose 1833),
der - som de fleste Kuhlau-veerker - bade i omfang og
rent nodemaessigt svarer helt til manuskriptet.

Den langsomme sats er en af Kuhlaus smukkeste

og mest inderlige. Det indledende tema har staerke
mindelser om temaet fra variationssatsen af Beethovens
As-dur sonate, op.26:

Eks.19 (Adagio con molto espressione)
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Dets harmoniske skema: T/5/D/T er overrordentligt
almindeligt for mange af’ Kuhlaus (iseer indlednings)
temer er og genfindes i utallige veerker fremover. Det
er isaer S6-akkorden med overstemmens forudhold
(her med forsinket oplgning efter triolen), man heefter
sig ved som seerlig udtryksgivende. Akkorden er
karakteristisk for ungromantikken og fremmed for
klassikernes overvejende T-D-akkordfornemmelse
(sml. harmonierne i eks. 5 med Mozarts tema (2 x:
T|D m. T-forudhold og -orgelpunkt) og analogt eks.
19 med Beethovens (T|D5 m. T-forudh. D|T D3| T m.
forslag D)). Efter en mellemdel (espressivo assai) i as-
mol ! (sml. Beethovens 3. var.) vender temaet tilbage
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med nye akkordbrydninger i bassen, videreudvikles og
modulerer sa helt "secondary development"-agtigt inden
den hendegende koda.

Finalerondoen er som navnt i tidens elegante,
virtuose stil. Dens form er normgivende for mange af
Kuhlaus senere finalerondoer: En sonatenrondo med
ufuldsteendig reprise, hvorved forstas, at begyndelsen
af ekspsitiondelen (dvs. hovedtemaet og undertiden
det forste af den efterfolgende overledning) mangler
i reprisen(14). Altsa folgende opbygning: Ht - Ovl ( =
et forte-, risoluto-afsnit, som fremover naesten bliver
et varemaerke for Kuhlaus rondoer) - St (her afledt af
Ht) - Ovl (tilbagemodulerende til T) - Ht ( = 2.refrain)

- stor ny midterdel (som regel i S) - Ovl! - St - Ovl - Ht

(= 3. refrain) - Koda. I denne rondo kontrapunkteres
midterdelens As-dur koraltema (i hel- og halvnoder)
af den forste overlednings:  J3)/JJ1JJ1)J] -rytme,
der efterhanden (efter modulation til c-mol) helt tager
magten fra selve temaet og pad en meget organisk made
udmunder, eller sa at sige finder tilbage til sit "ophav":
overledningen, sa her er den ufuldsteendige reprise
altsa seerlig logisk motiveret.

Pa dette sted skal omtales 2 utrykte kompositioner af
Kuhlau, der findes i det forste af eleven Anton Keypers
to hefter med afskrifter af klaverstykker (og kanoner) af
hans leerer(15), selvom de ikke er egentlige sonater -(og
heller ikke medregnet i den nummererede ovelsigts.

s. slutningen af denne artikel), men méske (i hvert
fald for den forstes vedkommende) har vaeret teenkt
som forstesatser til sddanne. Det drejer sig om to store
sonatesatser begge med langsom indledning (i Tv), der
stilistisk herer til blandt de store ungdomssonater og
sandsynligvis er komponeret engang i artiet 1810-20.

Den forste - hvis afskrift al Keyper er dateret 24/12
1820, hvilket dog nok er en skrivefejl for 1821, da
den foranstdende A-dur rondo, som angives at vaere
komponeret i Gdvle i Sverige 2/6 1815, er afskrevet
13/1 1821 - er en Adagio, es mol - Allegro com brio
Es -dur (péa ialt 5 tvaerfolio-sider a 12 systemer). Det
indledende unisone basmotiv (se eks. 20a) er grundlag
for hele indledningen, bla. en trestemmig kanon pa
en ottendedels afstand. - Allegroen seetter ind med
et majestaetisk dobbelttema (hejre og venstre hands
melodier bytter plads efter 2 takter) (eks. 20b) og straks
derefter med et overledningstema (eks. 20c), hvis
efterfalgende tertsleb leder til sidetemaet (eks, 20d).
Den usadvanligt teette motiviske forbindelse mellem
indledningen og de 3 temaer illustreres i det folgende
(o = omvending, k = krebs, ko = krebsomvending
(spejlkfebs)):
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Eksemplet kan méaske ogséa give et indtryk af den
tunge, sreerkt fordoblede og meget upianistiske
klaversats, der sammen med mange tertslob (for hajre
hénd eller for begge haender) er Kuhlau fremmed.
Havde Keyper ikke angivet ham som komponisten,
kunne man mange steder have veeret i tvivl. Der er
dog ogsa typiske traek: epilogdelens hemiolagtige
figurationer (2 ens figurer a 6 16-dele, som i en 6/8 takt)
i hgjre hand som akkompagnement til hovedtemaets 2
forste takter i tostemmig kanon (pé 2 takters afstand)

i venstre hand, gennem foringdelens noget vidtleftige
sekvenseren og moduleren med overledningens og
epilogens passageveerk (som i op.4, I og op. 8§, 1),
modulationer med eks. 17 beskrevne proces og "flask
reprise" inden den egentlige (sml. op. 46, 3, I og op. 59,
2, 1). Som i op. 4, 1V, op.5 Il og 0p.6, 1, I slutter satsen
overraskende i piano (rallentando), her med en for

Kuhlau ussedvanlig plagal kadence.

Det andet stykke, der star lige bagefter i Keypers
afskrift, men er udateret, er en Grave, G-dur (2/2)

- Allegro non tanto, g-mol (6/4) (pa ialt 4 sider),
der er sa forskellig fra det foregdende, som tenkes
kan. Grave-indledningen herer til de ret stereotype
langsomme introduktioner, Kuhlau saedvanligvis satte
foran sine mange rondoer og variationer: Markerede,
dobbeltpunkterede, fulde akkorder iblandet arpeggioer
over hele klaviaturet veksler med piano-steder, her
et noget blegt koraltema, hvis almindelige frygiske
halvslutning i mol (sml. eks. 25 (*here inserted, while
it comes next newsletter)) og dens overstemme (tonerne
C-Es-D) er en foregribelse af den folgende Allegros
hovedtema:
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Satsen star i en klar sonateform, men den
komplementeere ottendedelsbevaegelse, der ses i eks.
21, og som lgber uafbrudt videre hele stykket igennem,
ogsa under sidetemaets koraltema:
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giver kompositionen et sd steerkt enhedspreaeg, at den
karaktermeessigt mere fornemmes som et af hgjromantikkens
ensatsede klaverstykker, hvor den samme stemning (affekt)
bibeholdes i hele stykket, end som en dualistisk klassisk
sonatesats. En neerliggende parallel er Mendelssohns Lied
ohne Worte, fis-mol, 6/4, op. 19, 5 (fra Original Melodies,
London 1832) med samme konstante ottendedelsbeveegelse,
koral-sidetema (i Tp) og sart udklingen i Tv. Men pé den
anden side har Kuhlaus klaverstykke i harmonisk henseende
et vist gammeldags praeg pga. den hurtige harmoniske
rytme, der kan skyldes, at han - helt undtagelsesvis - har
lyttet til Weyses klavermusik, isaer den forste samling pa

6 Allegri di bravura (komp. 1792-93, udk. 1796) (Weyses
etuder daterer sig fra tiden omkling og efter Kuhlaus

ded). Det fornemmes seerligt i den steerkt modulerende
gennemforingsdel, hvor der et sted er en mere end hele
kvintcirklen gennemlobende kvint-skridtssekvens over kun
3 takter (skift pd hver fjerdedel med den nye T-akkord
straks dominantiseret ved tilfgjelse af lille septim). Det er
en ejendommelig komposition, hvis udvendige introduktion
foles uforenelig med intimiteten i den efterfolgende sats,
ligesom denne pa sin side heller ikke synes at kraeve flere
efterfolgende satser. - Er disse to sonatesatser teenkt til
udgivelse, eller er de blot studiestykker bestemt til Keyper?
(Hans afskrift savner enhver angivelse af frasering og
dynamik).

Noter

1. Brev fra Kuhlau til Hartel af 10.9 1810. Kuhlau Breve, udgivet
og med kommentarer af Gorm Busk, Kebenhva 1990 (Breve) s. 34
2. Carles Rosen: Sonata Forms, New York, London 1980. s. 276-77
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3. Averteret i AmZ. Intelligenz-Blatt (IB) 1V, april 1812. Mellem
de to sonater ligger arbejdet med klaverkoncerten, op. 7, uropfort
23/1 1811, men forst sendt til forlaget 2/5 1812.

4. AmZ, 3/2 1813.

5. I et brev til Hartel af 6/10 1810 (Breve, s. 35) ensker Kuhlau sig
som betaling for sonaten, op. 4 klaversonater af Cramer: op. 23,
25, 27, 29, 31, 34, 37, Dussek: op. 35, 45, 70 og Beethoven: op.
217, 2, variationer: op. 34, 35, cellosonate, op.69, klavertrioer, op.
70, m. m. Det giver os et indblik i, i hvad retning hans musikalske
smag gik, hvortil naturligvis kommer mange andre veerker, som
Kuhlau - der jo var velorienteret i sin samtids musik - har kendt f.eks.
gennem lejebiblioteker i Hamburg og Kebenhavn og set hos sine
mange velyndere og venner, hvor han altid spurgte, "om der var
nogen ny Musik" (Thrane: Danske Komponister, Kbh. 1875 s. 148)
6. Betegnelen "grande" (se. 2nd half part) er hos Kuhlau som hos
samtidens komponister ofte noget vilkarlig og synes naermest
bestemt af forlaget. Kun den forste sonate i dette opusnummer
forttjener den, men den er dog ikke storre end hans op. 4 og

5, der blot bengevns "sonater", hvilket ogsa er tilfaelde med den
store B- dur sonate, op. 30, der om nogen burde have veeret kaldt
"grande”.

7. AmZ 1B IX, Dezember 1822 og IB IV, Juni 1823.

8. Op.5 blev foruden til d-mol sonaten forst benytet til de 3

sange med klaver fra 1806, op. 8 foruden til den anden a-mol
sonate til en firheendig sonate fra 1810 og op. 10 foruden til de 3
flojteduoer fra 1812-13 til de 12 variationer og soloer for flgjte fra
1807-08.

9. Sml. Haydns dobbeltvariations-teknik og Dusseks klaverstykke
"La Consolation", op. 62 (1807).

10. P& det hammerklaver pa Musikhistorisk Museum i Kebenhvan af
meerket Meinecke Meyer & Pieter Meyer, Hamburg (ca. 1800), som
har tilhert Kuhlau, maler de 4 oktaver + sekst A1-f3 77.6 cm, der
tilsvarende omfang p4 moderne instrument 81.1 cm (se ill. s. 12)

11. Kanonen var allerede sendt til forlaget 21/11 1812 og bestemt
til AmZ, hvor den blev trykt 13/1 1813.

12. AmZ 15/3 1815.

13. Sml. finalerne (begge i 2/4 takt) af Clementis to sidste
klaversonater, op. 50,2 i d-mol og op. 88,3 i g-mol ("Didone
abbandonata"), som Kuhlau dog ikke kendte pa dette tidspukt.

14. Den ufulsteendige reprise forekommer ogsa i forstesatserne (op.
31,2; 34; 55,3; 55,6; 59,3; 88,3), men er mere udpraegt i flojte- og
kammermusikken.

15. Se Jorn-L. Beimfohr: Das C-dur- Klavierkonzert Opus 7

und die Klaviersonaten von Friedrich Kuhlau 1-11 (=nodebind),
Hamburg 1971. I's. 271-91 II s. 28-39. Det er omfangrig
afthandling med detaljerede anlyser af sonaterne (men ikke af
sonatinerne), set pa baggrund af Haydns, Mozarts og Beethovens
sonater, men uden er blik til tidens maske endnu mere spillede
sonater af Clementi, Dussek, Cramer etc. Der er mange

gode, omend noget omstaendeligt formulerede iagttagelse. [
slutningen af I ba. er der en veerdfuld fortegnelse over alle Amz's
anmeldelser af Kuhlaus veerker m. m. Nodebindet indeholder Es-
dur sonate, op.127, alle de hidtil utrykte kompositioner i Keyper
to hefter foruden talrige nodeeksempler fra sonterne.

---De resterene skal folges i neste tidskrift-—-

e o T B B B et S S S
It was posted up until here in this volume in relation to the
number of pages. Please read the newsletter next year continues.
This is equivalent to about half of the full text. Process Kuhlau
went to migrate to small sonata has been written in the later
part. In addition, I inferred that it is very difficult to understand
that there is no music in the description of the music. So that

I increase the music examples in the IFKS site, as read the
description while listening to the sound, see also there together.
The all music in the text are included in the "Piano Sonatas" of

I - IT volume of IFKS publication 2012. (Translator: Toshinori
Ishihara)
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This article was written for IFKS Newsletter 2013 by
Ms. Anne Pustlauk.

It is a big news and fantastic discovery for study of
Kuhlau.

Profile of Ms. Anne Pustlauk:

When she was still in high school, Anne Pustlauk studied at the
Musikhochschule Hanns Eisler in Berlin as a “Jungstudent” .
After graduating from high school, she studied the flute with Prof.
Renate Greiss-Armin at the Musikhochschule Karlsruhe. It was
here that she discovered her love for the baroque flute which
she studied as secondary instrument.
The baroque flute became her main
instrument and a DAAD scholarship
enabled her to begin master studies
with Dr. Barthold Kuijken at the
Brussels Conservatory. In 2009 she
graduated with great distinction. In the
same year she won the 3rd prize at the
International Telemann Competition
She also won the 2nd prize with her
piano trio “Helianthus” and the Musica
Antiqua da Camera prize for the best
solistic playing at the Van Wassenaer
Concours Amsterdam. In addition to
her concert activities, Anne Pustlauk did intensive research into
the repertoire and historical performance practice of the keyed
flute. Since October 2011 she has been specializing in this field
within the framework of an artistic doctoral research at the Vrije
Universiteit Brussel. In the same year she became assistent of Dr.
Barthold Kuijken and Frank Theuns at the Brussels Conservatory.

Kuhlau Autographs in the National Library of Austria
by Anne Pustlauk

Autographs by Kuhlau are rare. Not a single autograph
of a flute work was known until now. One reason could
be that Kuhlau sent the manuscripts to publishers
who used them as Stichvorlage (engraver's copy) for
their editions. As Dan Fog writes in his catalogue
many autographs “were dispersed somewhere or other
through the hands of the publisher, and others were
destroyed in the fire at his [Kuhlau's] home in 1831~
*1. The Royal Library in Copenhagen possesses a great
collection of Kuhlau's works, among them the majority
of the existing autographs. Outside Copenhagen there
are only occasional specimens*2.

For the most part the earliest evidence which one
can fall back on today are the first editions. There
is, however, always the question of how precisely
publishers like Farrenc in Paris or Simrock in Bonn
copied the manuscripts. Today not only publishers
but also musicians are interested in these questions
in view of the great impact they could have on their
interpretations.
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By chance I came across manuscripts of Kuhlau in the
National Library of Austria in Vienna (ONB). In the
online catalogue I found four entries: Trois Duos pour
deux Flutes op. 81 (Autograph), Duetten fiir zwei Floten
op. 102 (Autograph), 3 Rondos fiir Klavier op.109
(Autograph) and zwei Klavierstiicke mit Flote op. 112
(Autograph) *3.

Since I had not found any reference to these autographs
in the relevant literature, and had some doubts about
their authenticity, I turned to the well-known Kuhlau
specialists Joorgen Erichsen and Gorm Busk. They did
not know the autographs either.

Description of the manuscripts

The four manuscripts are written in a very neat and
tidy way. One could play from them directly. On the
front pages some titles are written in German and
others in French. It is not yet clear if they are all in
Kuhlau's handwriting. The scores, however, with one
exception are clearly written by Kuhlau.

Op. 81, “Trois Duos pour deux Flites” , was published
by Simrock/Bonn and A.Farrenc/Paris together with
the Three Flute Duets op. 80. On the front page of

the manuscript you can find the A.F. number 122,
indicating that it was most probably used as model

for the edition of A.Farrenc*4. A comparison of the
manuscript with a verified autograph revealed that the
handwritings are identical.

The presumption is that the duets op. 80 and 81 were
composed in Vienna, though this can hardly be proved.
The only indication is a quotation of the violinist

Karl Holz (1798-1858) who, on the 8th September
1825, wrote in Beethoven's Conversation Book “He
[Schlesinger or Haslinger?] had given Kuhlau 80#
anticipando for 6 flute duets” and ”Kuhlau scrawled [sic]
6 flute duets in 6 days; and 80#!*5” Neither Schlesinger
nor Haslinger published works by Kuhlau. It is most
questionable why Simrock/Farrenc should publish the
same duets only two years later.

Op. 102, “3 Duetten fur zwei Floten” , was published
by C. C. Lose in Copenhagen and Farrenc in Paris

as “Trois Duos brillans pour deux Flites” . This
manuscript has the A.F. number 345 and was almost
certainly written by Kuhlau.

Op. 109, “2 Klavierstiicke” , was published as “Drei
leichte Rondos tiber beliebte Melodien” again by C. C.



tiber beliebte Melodien “Mf F 17z gt 3 D 5 L \»
vy ) ELTHkE N, 2 21l AF. Nummer 386
EHPNTVE, REAED LI ICRZ S, BEEN6 2
DHZ 1 HFE 2F/F Lok v, ERZEC 2 EBRYOD V
Fo#EKIcELNT WS, LI autorise Monsieur Farrenc
de graver le rondo contenu dans le present Manuscrit.
Paris le 31 decembre 1829. A. Meissonnier “I'7 7 7~
sIKic, TOHEICEEN 0y FOlIREFFAIT %,
1829412 H31 H, SV, A. XV ==z, (GE6), ik,
AV =237 7 7 v 7 ICHIROFF A 2 5. 2 7o D 7 (3B
TIEAHTH S, FARRICXY ==y F1lIZTZ2E->
TR ELTRo6EV, Yy -7y F7—X AV ==z
Jean Antoine Meissonnier (1783-1857) 1Z¥ % Y X F TH
D, 28 THIMCGER X OGS 2 H A, 1839 FE 62 v v
7« LA AL EF - 7Y x—) Jacques Léopold Heugel
(1815-1883) & —fFIcfEE L7z, 7Y = — )L id 1842 4,
AV =z DFHRICE > TZDORME L hole, V¥ = —)b
1345 H Leduc IZffi SN2 0—ixH-oTWn 5,
JNV—F 4 A, F-N-+ A K =]} A I a2 Paul
Hyppolite Camus (1796-1858) @ T{E&h 109 @ 7 L — b
N7 74 AV v €7/ Do DfFEl IS L TR
22 LIBEETHL, 7Y 2y LD X —EHEM
(KBR) 12125 2 %D v~ F ,Théme de Semiramis “Mt 3
7 I ADFEME; OA 7 =x /%Y Aulagnier/Paris (7 = »
+ )L Wessel/London & ) #h:? 2 =23 I T %
CE7)o &S 2XEM 103 D7)V — FIUEZERZ 7V —
LA, HRRICEM 33 DT 74XV EET /D
TODYFEETIIL—LEET ) DEDIHIL TWw3,
fEih 112 1,2 Stiicke fiir Flote und Klavier “T 7 )L —
FEET /) DOD 21, X, Trois Airs variés pour le
Piano-Forte “"'E 7 / 07 D 3 2Dl &R, @
H2HRLEFIFOMMTH 5, Tk AF. Nummer 7335
PNTLRVIHE—DSDTH 2, IO 3l e
B2, N7 -7 VOREE TR LIE, 3o ¥
hELTWD, EPHOLELESDLEI AT, ¥
Ve 7xu A roRmTIDET /RO YD
ol &zl Tws, 22ICE VDY a—th/ vy
Fyow « vyl (Richault in Paris /Wessel&Co in
London) %6 MRS N7z EEPNT WL LM, EREHRD5
A Z ofiE Ho 5 2 23 cE R, Lo L, KBRIC
13 2#&FH® X154 (Mélodie Autrichienne) "4 — & kY
7D AuT 14— @ Aulagnier (Dalmaine/London und C.
F. Peters/Leipzig) RSN S 11T\ % (£8), FHE ik
& T 2 & ZORMHEIIHREE LR bDTH S, 727
T—TA4F¥al—varvilsisA4 iy rasic s, =
DECDBDH LT THS, AELRI L THLEPA 7=
i1z A.F. Nummer (568) 28&H 2T w3 (G£9), Z1EM
Dmth#EIE 7Y A5 4 —F - 7 77 v 7 Aristide Farrenc

28

Lose and A. Farrenc. It is most certainly an autograph.
Unfortunately only numbers one and two have
survived. On the front page an interesting inscription
can be found: ,,J’ autorise Monsieur Farrenc de graver
le rondo contenu dans le present Manuscrit. Paris le 31
decembre 1829. A. Meissonnier"6

Why Meissonnier gave permission for the rondo to be
engraved cannot yet be clarified. It is also curious that
Meissonnier only mentions one Rondo.

Jean Antoine Meissonnier (1783-1857) was a guitarist,
publisher and owned a music store in Paris. In 1839
Jacques-Léopold Heugel (1815-1883) joined his
business and took it over completely after Meissonnier's
retirement in 1842. Today Editions Heugel still exists as
part of Editions Alphonse Leduc.

Worth mentioning is an arrangement of op. 109 for
Flute or Violin and concertante Piano by the flautist
Paul Hyppolite Camus (1796-1858). A copy of the
second Rondo, “Théme de Semiramis” , published

by Aulagnier/Paris (and Wessel/London) in 1845 can
be found in the Royal Library of Belgium in Brussels
(KBR)*7. Camus also arranged the Flute Quartet op. 103
for flute and strings and the sonata for pianoforte and
violin op. 33 for pianoforte and flute.

Op. 112, “2 Stiicke fir Flote und Klavier” , is an
arrangement of numbers two and three of “Trois Airs
variés pour le Piano-Forte” . The manuscript does not
have an A.F. Number, and moreover the handwriting
differs from the other manuscripts. It can definitely be
said that it is not a Kuhlau autograph, but in whose
handwriting it is cannot be stated at the moment.

Dan Fog mentions these piano pieces in his catalogue
of contemporary arrangements, which were to be
published by Richault/Paris and Wessel&Co./London.
Unfortunately I have not found a copy. There is,
however, an edition by Aulagnier (Dalmaine/London
and C. F. Peters/Leipzig), of which a copy of the second
Air (Austrian Melody) can be found in the KBR*8. A
comparison with the manuscript shows that the notes
are identical with the printed version. There are a few
differences in articulation and dynamic signs. Strangely
the Aulagnier edition even has an A. F. Number (568)*9.
The arranger of this work is Louise Farrenc (1804-1875),
the wife of the publisher Aristide Farrenc (1794-1865).



(1794-1865) OZE)L A — X Louise Farrenc (1804-1875) T It is thus quite conceivable that the handwriting is that

b, INE5DZEDS, ZOFRFBIEILVLL—Z 775 of Louise Farrenc. And indeed, Mrs. Christin Heitmann,
YLk TEPNILELEZONDS, HFEALA XD
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editor of the Louise Farrenc catalogue raisonné

confirmed the assumption.*10

a1
z F Kbl op. Ao
.t . (i
e
= e
:: \T “F ) . \ _é [ MY )7-‘
s ) f | mepcats ; ~ |
o S B Sl MR e
e e e IC il T i S T TS
T e S RS ) [} ! i
— —  ————————{———— Y= a — e e
fEd 109 © 7 — 7 v @ HEERE (F.Kuhlau, op.109 237 — ex. 1: Kuhlau autograph of op. 109 (it is doubtful if 'F.

Z 7N E o TEPNIE ) DILFEMTH 5) GREE : 56 Kuhlau, op. 109" is Kuhlau's handwriting)
DELEBICEHINTNDHD)

A 2
¥
's/2 -
Ui, &n Jree
y 7EEitthetithe, SEH. \
Hete == e Lt gty
e = el
| Vil )
2 7P 7 (,_‘_‘_\
. . ‘ é C c ——— c
Z//'ﬂ‘z -—‘«/f‘z( e 5), ’(’,‘ % s AT %
e R R SR
h»"-’ﬁ — —————0¢
& e -o
FHERHOMES 112 ex. 2: foreign handwriting of op. 112
QLR - B The source - provenance

AFRZLTEALRKEET, COFMER 777706 Unfortunately it is no longer possible to establish

ONB 25> TE %2 EMIES 2 E3Hk v, L exactly how the manuscripts found their way from

L. ZO®RED - HE2BRTHLI, Bl r—591F Farrenc to the ONB. Nevertheless some parts of the
ATy I UET7 752 7 DHBRD 7 DIcHE L 72 0 % S journey can be reconstructed. Presumably Kuhlau sent
DIt o BB, 775y 2 IO T 2 1865 4F a fair copy of his autographs to Simrock or to Farrenc

FCoNAETEL T\, 18664 H 16 HUE T 7 5 v in Paris as the model for the printed version. Farrenc
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L. the 16th April 1866 and the following days his library
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was auctioned in Paris. In the auction catalogue*11
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&%, 1495, Kihlau [ ] OFfiE: €7/, €7/ the following entry can be found: “1495. Manuscrits
E7NV—F 2KRD7V— DD EEDERM, F4 .
TREREDL 5 VuhH 7D, EALEMDEIEREICH et fliite, duos pour 2 flates, etc.” . It is not known
LTV, L2 LEBGHHORY Th 0374 —v exactly how many autographs, and for which works,
IZH 5 FMakiEZOHIcEEN T D EEZI LN D, were in his library, but it is most probable that the

Viennese manuscripts were amongst them. After that
1940 4, ONB IZ FRERENHN 2 T TORITIb N TWw» the scent goes cold until the manuscripts turn up in the

autographes de Kiihlau [sic]; morceaux de piano, piano

2. fER 81,109, 112 1% 1940 4F 12 H I i atig ir — 5 — ONB in 1940. Op. 81, 109 and 112 were bought by the
Kohler 205 B\ FIF 6TV 3, Rst2ie LT = o hydia ONB from an antique shop, Kéhler, in December 1940.
= o - — 0=

Unfortunately there is no further information about this
- 29 -
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shop. Op. 102 was acquired from a certain Dr. Fuchs
in November 1940. In the catalogue there is additional
information about the history of the manuscript. It was
restituted as NS plunder and re-purchased in 2005.

I would like to mention the moving story of Dr. Fuchs,
because it is linked to the history of this manuscript.
Dr. Siegfried Fuchs (1883-1946) worked as a lawyer in
Vienna, and collected art objects. In 1938 a new law
was introduced by the Austrian government by which
Jewish citizens were forbidden from working in several
professions. Dr. Fuchs had to give up his lawyer's
office at the age of 55, and was therefore deprived of
a means of existence. He was forced to sell great parts
of his art collection in order to survive. Moreover he
had to pay the taxes on registered Jewish assets and
the emigration tax. The music department of the ONB
purchased altogether 131 music manuscripts and 181
printed works. Most probably Dr. Fuchs had to sell
them below their value*12. In 1940 he left Austria

and went to Shanghai. He could only take a fraction
of his art collection with him. The most interesting
and valuable art objects were taken over by the
municipal collections. Dr. Fuchs died unmarried and
without children on the 25th July 1946 in Shanghai.
In 2005 some of his relatives were identified, and they
were recompensed by the Viennese Commission of
Restitution.

Autograph and Print — a comparison

The first duet of op. 81 will serve as example for a
comparison.Fortunately the print only differs a little
from the autograph. There are no mistakes in the notes.
Dynamic signs were also copied in the right places for
the most part. One of the few exceptions can

be seen here:
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ex. 3: first mvt., bars 78-80

Flauto 1wo,

1R, 78 ~ 80 /)i

T—T4Falb—yavidFIlE o NHEZ 2 LR o

X. : first mvt., bars 78-80

Articulation signs, however, are not always clear.
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The strokes, however, often have different lengths so
that it is sometimes difficult to recognize

whether the sign is a stroke or a dot, and its use is not
always logical.

Simrock and Farrenc used dots and strokes as well.
But as the following example shows it was sometimes
difficult to follow Kuhlau's handwriting exactly.

7 =2 OHFE H 1 7V — FOFUCHFTp OB H
25l (@51 5 22 M)

ex. 5: Kuhlau autograph: on the parallel place in flute

Imo. dots instead of strokes at 'p'(see ex.5)
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In general a stroke was articulated more firmly than a
dot. Articulation signs were not standardized at that
time, and therefore it happened that composers used
them in a different way*13.

Such differences can be found in the instruction books
as well. Flautists like Drouét, Lindsay or Frohlich used
dots and strokes in their music, but other flautists

like Fiirstenau, Devienne or Monzani did not*14.
Nevertheless, in his second Flute Method Fiirstenau
describes very precisely the different shades of
articulation that had to be used even though they were
not written in the music. Good articulation belonged to
the high art of performance. Critics even discussed the
articulation skills of flautists in their musical periodicals.
Louis Drouét (1792-1873), one of the most famous
flautists of his time, was highly regarded because of his
precise tongue.

In this context it is very interesting to play directly from
Kuhlau's autograph. It shows many nuances of strokes
and dots. A player can interpret them for himself
without depending on a copyist to make up his mind. A
print cannot reproduce all these fine differences.

In this regard it is a great advantage to have
autographs. They also answer the question whether,
and by how much, the printed version differs from the
autograph. Thus a gap can be closed between Kuhlau's
initial idea of his work and the printed copy. At the
same time other questions arise.

Whose is the foreign handwriting? How are Farrenc
and Meissonnier connected with each other?

How many of Kuhlau's autographs were in Farrenc's
possession and what happened to them? The question
about the origin of the compositions cannot be
answered. The autographs do not give any hint about
when and where they were composed. They only show
the final product of a work process.

The present pieces may not be the most interesting or
important works of Kuhlau, but the knowledge that we
have obtained through them can be carried over when
performing other works.

Farrenc published a large part of Kuhlau's works for flute.
Maybe other autographs will turn up in future. Who
knows? It is not impossible.

[ would like to thank Jorgen Erichsen and Gorm Busk
for their support and help.

Notes:

1. Fog, Dan. Kompositionen von Friedrich Kuhlau,
Thematisch-bibliographischer Katalog. Dan Fog
Musikverlag, Kopenhagen, 1977. p. 9: ,,[Autographe
sind] durch die Hande der Verleger irgendwohin
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geraten, und andere sind durch den Brand in seinem
[Kuhlaus] Heim 1831 zerstort worden. “

2. For example in the Sibley Music Library Rochester,
New York

3. op. 81: Mus.Hs.22791. Mus; op.102: Mus.Hs.22786.
Mus; op.109: Mus.Hs.22792. Mus; op.112: Mus.
Hs.22793 Mus

4. Editions of A.Farrenc have a plate number with the
abbreviation A.F. for 'Aristide Farrenc'.

5. ,Er [Schlesinger oder Haslinger?] hat dem Kuhlau
fadr 6 Flotenduetten 80# gegeben anticipando “ und
»,Kuhlau schmiert 6 Flotenduetten in 6 Tagen hin; und
80#! “

6. ,,I authorize Mr. Farrenc to print the following rondo
in the present manuscript. Paris, 31st of december
1829. A. Meissonnier

7. Mus. 8.203 C

8. Mus. 8.207 C

9. Other Aulagnier editions have 'A.A." numbers. On an
Aulagnier edition of op. 83, however, an A.A. Number
can be found together with an A.F. Number in brackets.
It is identical with the Farrenc edition.

10. Ch. Heitmann (ed.). Louise Farrenc (1804-1875).
Thematisch-bibliographisches Werkverzeichnis.
Wilhelmshaven:

Florian Noetzel Verlag 2005

11. Catalogue de la Bibliotheque Musicale théorique

et pratique de Feu M.A.Farrenc, ancien Professeur et
éditeur de

musique. J.F. Delion, libraire, Paris, 1866, p.122

12. Information by the ONB: Bericht zur
Provenienzforschung / Personendossiers

13. For more information see: Clive Brown. Classical
and Romantic Performing Practice. Oxford University
Press,

1999, chapters 4-6.

14. L. Drouét. Méthode pour la flute. Mayence, 1827.; T.
Lindsay. The Elements of Flute-Playing. London, 1828.;
F. Frohlich. Vollstédndige theoretisch-praktische
Musikschule. Bonn, 1810.; A. B. Firstenau.
Flotenschule. Leipzig, 1825; Die Kunst des Flotenspiels.
Leipzig, 1844.; F. Devienne. Nouvelle méthode
théorique et pratique pour la flite, Paris, 1794.; T.
Monzani. Instructions for the German flute. London,
1801.; New and enlarged edition of Monzani's
Instruction. London, 1820.
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The story of blood, sweats, and tears behind making music
AR FEE / for the drama "William Shakespeare" by Mumeijuku.by Toshinori Ishihara
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I am sure you all know that
on 18-25th of May 2013, the

fg f drama "William Shakespeare"
3 E (Baje's Work and Kuhlau
g g composed music) was
g Eﬁg performed by Mumeijuku at
g }g Kichijoji Theater in Tokyo.
SS The hall was packed and with

never-ending applause.

The reason for my
involvement in this
performance was due to

my adventurous spirit. I am
curious about anything new
and love new experiences.

I always hear the magic
word "If you try, it will work
out", just like I did when we
produced the opera "Lulu".

It was fall of 2012, Mr. Ryoji Sugimoto (drama director)
called me, "We have decided to perform Bgje's drama
"William Shakespeare". Mumeijuku and I would like
your assistance with the music."

On 9th of October, I met with Mr. Sugimoto (director),
Mr. Chikara Suga (troupe manager), Mr. Kenji Matsuoka
(actor), and Mr. Naruhito Kato (actor) at IFKS office.

At that time, I learned that they could not use the
original music with chorus and orchestra because of
the cost. I asked if there is a CD that we could use, but
the music of "William Shakespeare" was not for sale
other than the Overture. If they use a commercial CD,
they must pay a high copyright fee each time.

In any case, we all agreed to use the music of Kuhlau
in this performance including those from other works.
As you know, Mr. Sugimoto was the director and actor
in the Japan premiere of "William Shakespeare" at

the Kuhlau Festival in October 2010. At that time he
arranged the drama with great idea using narrators to
read the drama and playing leading role "Shakespeare”
in pantomime. The music I used was the original
version with orchestra, chorus and soloist.

For the new production Mr. Sugimoto wanted cheerful
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music for wedding march, since original music has
somewhat of a dark image. And he also asked to make
music in the scene of Shakespeare's dream of "Macbeth"
more dramatic. The original is a quiet music without
many ups and downs. He was planning on using music
in 16 scenes. Furthermore, he wanted Kuhlau's music
in the background for 30 minutes before the start of the
play, at which time actors will show their warming-up
performance on the stage and the drama to begin right
after.

Although I know many music of Kuhlau, I have not
heard them all. From that day, seeking music which
is appropriate for the images of Mr. Sugimoto began.

I went on a pilgrimage of Kuhlau's music. However,

to find the sound source was extremely difficult. Then
came the idea of creating the music electronically. By
doing so, cost of production can be reduced and it will
be possible to use any of the various Kuhlau's works.

However, my experience with creation of the
electronic sound was close to none except for piano
music. I bought the music software called "Logic Pro".
The struggle began. First of all, I had to make the score
on a PC and then fit the sound to each part of the
orchestra.

I first started with the overture "William Shakespeare".
The score was already finished so I only needed to
apply the sound source to the notes of each instrument
that were placed in each staff. When I finished putting
sound to all instruments and listened, question marks
were swirling in my head. Though I can not remember

something non-musical that is far from the actual
sound.

For example, in the case of a flute, there should be a
variety of nuances, strength of articulation, changes
in volume, vibrato, tone color etc. Adding the data
one by one was far too difficult for me with my little
experience. Still, I did what I could.

When some music was completed, I asked Mr.
Sugimoto and Mr. Kato timidly to listen to the music.
Sound of piano was accepted but sound of orchestra
did not satisfy their sharp ears.

I tried using the organ sound, thinking it may fit
with Shakespeare time but the organ sound could not
express sensitive nuance. This was also denied by Mr.
Sugimoto and Mr. Kato.

Mr. Sugimoto once said, "I can not read music but the
most interesting thing about creating a play is to I find
suitable music for various scenes. He showed 16 places
on the scenario where music should be used and how
long each should last.
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Before the opening: 30 minutes

Introduction: 5 minutes

William comes on stage

Titania and Alf

Horn of the hunter

Chorus of Alf

Shakespeare's friend (Burbidge) plays a draft of
"Macbeth"

Introduction of 3 master textile craftsmen
Wedding march

William's appreciation to god

Lord (Thomas Lucy Charlcote) and servant (Allan)
Allan's trap

Crisis advised by Gilbert (William's brother)
Love Scene of Anna and William

Music scene in the dream of "Macbeth"

Finale

The director's plan was to keep the performance within
two hours and have no intermission. [ began to think
of a way to include as many Kuhlau's music as possible
for the audience to hear. Fortunate for me, the director
had decided to make the 30 minutes before the start of
the play to be part of the performance. Once the door
to the theatre opens, the music will start, first with the
overture (ca.10 minutes), then followed by piano music
(20 minutes), and at the beginning of the actual play,
the introduction music will be played.

Overture will be played in orchestra sound and the
piano music by piano sound. I have planned to create
the piano music from piano variations. There are many
variations in Kuhlau's piano works. Similar to Kuhlau's
piano sonatas, they are not well known. Fortunately,
piano variations were all in my head because
publication of these variations was [FKS's next project.
There is much beautiful music, so it was quite exciting
to choose them.

Here are the selected pieces:

1.op.15, on an old Norwegian folksong "Good morning
Rasmus Jansen with your coat" Thema,Var.1,2,3,4,6
a-minor

2.0p.54, on Canzonetta of Bianchi "Nur zéartliches
Kosen im blithenden Haine" Var.4

G-major

3. op.91, on the Swedish old folksong "Och

liten Karin tjente wid unga Kungens gard"
Thema,Var.1,2,3,4,5,,6,7, 8,9 e- minor

4.0p.93, on Swedish folksongs, First theme and
Variation part e- minor

5.0p.18, on the drinking song with chorus "Welcome,
warm and crimson bowl" from the opera "The Robbers'
Castle " Theme, Var.2,3,5,6 a- minor

6.0p.62-2, on the theme of Opera Euryanthe of C. M.
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de Weber, Var.7 A - major

7.0p.18, on the drinking song with chorus "Welcome,
warm and crimson bowl" from the opera "The Robbers
Castle", Var.9 a- minor

The aim was to create a memorable main theme
and variation which will lead the audience into the
drama. I also paid attention to tonality. I have tried
as much as possible to unify them but had to insert a
short composed passage from op.15 to op. 54 because
the change from A-minor to G-major was somewhat
unnatural. Thus was completed the piano music of
about 20 minutes.

But, there was no way of knowing how many people
will come to the theater in the 30 minutes before the
beginning of the play. There was no such information
on the leaflet. Only those who have enough time
will come to the theatre that early. Thinking of my
experience, there was not many times that I entered
the concert hall at the same time the door opened.
Nevertheless, it is a valuable opportunity to have
people listen to Kuhlau’ s music no matter how small in
number. I thought that if some people showed interest
in the music, then it was worth it.

However, the order of the music changed to opening
fanfare (additional music), the piano music, and then
the overture.

[ need to mention Mr. ‘Max Takano’ . I said that I
had trouble with orchestra sound. I tried many things
with "Logic Pro". But it was very difficult to make the
same sound that I had in mind. Time just passed by
and it was the end of 2012, then beginning of 2013,
January, February... but still, I couldn’ t finish the
work. Mumeijuku was going to begin their practice
from 4th of March. I became very concerned whether
or not I can handle a big job like this and meet the
deadline. I must say that I saw limits of my abilities.

I think God saw this situation because Mr. Suga gave
me a call on early March. He said that he knew the
expert of digital music. I felt that I heard God’ s voice.
He is Mr. Masashi Takano, a.k.a. Max Takano, who is
a professional Synthesizer (Electone : electronic organ)
player. He is the father of the actress (Miss Rieko
Takano) who plays lover of Shakespeare. I made an
appointment with him immediately. On 11th of March,
I met him. He listened to my distressed story kindly and
he played that music with an Electone immediately. It
was splendid! He agreed to make the orchestra sound
with Electone. I was just so relieved! On 12th of April,
I met with him again together with Mr. Sugimoto and
Mr. Kato. We listened to the overture of "William
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Shakespeare". He played everything on Electone by ear.
We cried "Bravo!!!" and clapped our hands loudly after
he played. If we use this music at 30 minutes before the
performance, I thought that so many audiences would
miss this great music. So I decided to use this music
after the fanfare and piano music. It was only one
month before the performance start when this decision
was made.

I used many Kuhlau’ s music like "William
Shakespeare", Sonatas, Variations, "Lulu", "Fairy Hill",
"The Magic Harp", and many more. Not everything
was in original. I changed, for example, keys, length,
instrument, etc. so I guess that for the audience who
knows Kuhlau's music, it was difficult to identify the
original music.

The practice started on the 4th of March and I met
actors of Mumeijuku on the 6th. I didn’ t know about
how the play would be formed when [ met them but
I felt their strong enthusiasm. When I met them the
first time, I asked them about Kuhlau. Only one actor
said that knew about one of sonatinas. But, most of the
actors had never heard of him. [ remember saying that
I wanted to support this play by Kuhlau's music but at
that time, I was not sure how because I only met Mr.
Takano after this.

The practice started by reading the drama script, then
rehearsal continued every day for a whole 2 and a half
month. I tried to go to the rehearsal from time to time
to get the feel for the play.

On 2005, when we performed opera "Lulu”, the
practice took 3 months. I realized that it took as much
time to make a play as it would an opera. On the other
hand, musician can play the concert more easily. |
think it is because we can play with music, but in the
case of opera and play, they cannot. It certainly is a
very difficult field of art.

So let's reveal the secret of the music used in the play.
First is the introduction music. The music was based
on the first number of the first scene of the first act of
"Shakespeare". [ wanted as many diversions from the
music of "Shakespeare" as possible, but I had to shorten
it into 5 minutes to fit in the play. I felt somewhat
guilty but inserted the wedding march of the original
melody because it would be a pity if we removed this
impressive rustic melody from the "Shakespeare" (Later,
Mr. Takano used this melody in the scene of "Macbeth",
creating a great effect again). And with chorus inviting
Oberon and Titania on stage, the introduction was
completed.



B (4'08") A—=7AFTE Introduction music (4'08") (orchestra sound)

Allegro moderato

T4V 7L 247 AET ) OB TERD X 17 ¢ Melody of wedding march of "William Shakespeare"

Moderato marcato

COBEBDORBEDE ZATAT =V IRBICE 127 A4 At the end of this music, Alf and Titania come to
V7L (RO OB - O S T4 OB L T William, who is the last one remaining on stage after
$T) DL AT A YT LT T BN EER HAED all the other actors who finished warming-up exercise

. i B has left. They watch over the young man. In this play,
£9. CORBIRKOMAOL ~nr 745 =7, T operon, Titania and Alf who are from the fairy world

TN D EZIIZ R A 00T, KFiR cannot be seen be human.
BHiE Fo<l 32 2oBEh 7, Blackout
E1EE 18 ok Light goes up and drama begins here.

ACT I, Scene 1
HlTFF NSl i = 1% V) 7 i .
BARHOW, Aay, T45=7, 77 (2)7 In the forest, Oberon and Titania talk about the old

W) DB T AV T LAHRTF DR, FRTT VT DRiH days when William was still a baby. They let him hear
EREMWEP S EZFHELAVET, ZIICRALEETAY the song and dance of Alf (role without dialogue).

T ODEY ., I O bHRICRTEEER T 2D TT, William, who is now a young man, appears on stage.
AT REEOE (045" E7 ) He always comes to the forest to write his poem.

Music of William’ s appearance (0'45") (piano sound)
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Allegr ;
: iegs §FE

B3 Op.bd €7 > X e "> Y+ % v % Varl2. First half: Bianchi op.54 Canzonetta, Var.12. T.387-397
T.387-397 Second half: Bianchi op.54 Canzonetta, Var.4.

#%AE Opbd 7 XAEHh TA vy + %2y ¥, Vard (4 (Abbreviation)

&)

ACT I, Scene 2 : Home of William. Visit by friends and
WM 2 4 Y P ADE  EEIME 0K ADIR the conflict of William (Either live as a poet, or become

AP LOERE GEALLTEZZ). ALK ZD) & craftsman). (without music)
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Larghetto molto espressivo

ACT I, Scene 3 : Alf and Titania are in the forest.
William appears later. (4'05 ") (piano sound)

Y7 /Y% 0p.30-11 T.66 LA
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M2 HH T ERICTE L h 2o o, bbPLw
ECATHADAEOEPE I ZCEET, 20t
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Piano sonatas op.30-II, from b.66

Where Anna and William are meeting in the woods,
the mean landlord (Thomas Lucy Charlcote) and his
servant (Allan) come to give them a hard time. They
are saved by the sound of the hunter's horn. This is in
the original. (Orchestra sound (horn))

T4 V7L 22427 A7y 31 (@ &8

TGRS DIET A YT DE S WT L, T4
TP ETLID) EL T2k E2EIBHTYT, 2nd
FVCFNICHEHDTYT, A—7 A+ 7 &EFGHEDE

"William Shakespeare" Nr.3 (a) Chorus

It was the idea of Titania which saved the two lovers.
This is the scene where Alf and Titania share joy

that their plan went well. This is also in the original.
(orchestra and female chorus)
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"William Shakespeare" Nr.3 (b) Chorus

ACT II, Scene 1
William's friend Burbidge, who came from London,
praises the draft of "Macbeth", which he borrowed from

William. (piano sound)
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Piano Sonate op.30-1V

ACT II, Scene 2:

Today is the day that William will take the examination
by the three masters to become apprentice of the textile
craftsman. Three masters are on the revolving stage. Sir
Hathaway (Anna’ s father) introduces the three masters
to John (William’ s father). This is the music in which
Mr. Sugimoto and Mr. Kato said to me “This is really
good!” when they first heard it. How difficult it was to
match the music to the choreography! (piano sound)

Hathaway : "The first master boasts about his
knowledge but actually is good natured and a bit soft
in the head. He cannot forget that he was the primary
referee of the jury. "trang~trang~trang~trang".

The second master is a young widow, the first woman
master in town. But she is now a better judge of
alcohol than of textile. If we serve her good wine, she
would not treat your son bad. "trang~-trang~trang~trang"
For the third master, I have used a sure method.
"trang~-trang-trang-trang". Everything is in place."

This "trang~trang~trang~trang" is played in the
following notes:

End of the last "trang" should exactly match the timing
in which the masters show their finishing pose. In order
to do so I was asked to “shorten two seconds” , “extend
it for three seconds ", etc. Each time, [ tried to meet

the request by changing number of beats or figure type,
but these changes often resulted in unnatural harmonic
progression. After 5 attempts, the music was completed.
Despite all these efforts, there was one time (the very
first stage) that the music came in late. The acoustic
master was really apologetic. But after that, the timing
was perfect for all the performances. Every time that

this scene is over, I felt truly relieve. (piano sound)
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Opera " The magic harp" Nr.6 from Aria of Panphilus

William passed the exam to become a textile craftsman
apprentice. At the same time was allowed to marry Anna.

All in one day! William felt as if he was walking on air
and thanked God. (harp & female chorus)
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Opera "Lulu" 1st Act, Chorus of fairy

ACT III, Scene 1

Wedding march

To change this into a cheerful happy song was a
request of Mr. Sugimoto from the beginning, because of
the dark mood of the original song. I knew at once the
perfect music for this. It is the wedding march in the

third act of opera "Lulu".

AV FNIEA=T AT ERFEGBTYT, BE. S
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The original is by mixed chorus and orchestra. This
time, it will be sung by actors so I suggested that they
all sing the soprano part. I needed to change the lyrics
as well. The original melody is in B-major as described
42
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above and there is a high “G” note. I needed to check
the right tonality for all the actors. I prepared the parts
in B-flat major, F-major, and G-major and asked the
actors to try each one during one of the practice. I was
able to confirm that it was difficult for them to sing the
high g" note and F-major was the best. This way, the
highest note will be d" note.

It was decided that the lyrics should be adapted from
a poem written by Shakespeare. The director chose the
appropriate lyrics for the wedding from the translation
of "A Midsummer Night's Dream". But it would not

match the notes as it is. Below is the song used on
stage as the result of arranging the lyrics by omitting
words or using repetitions. The sound of this orchestra
was performed by Mr. Takano who made the sound
rusticated by the request of the director.
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William and Anna enter arm in arm followed by

the villagers. The scene went well, far above my
expectation thanks to the hard work of the actors.
Anna’ s father and William’ s father will sing in solo
during the scene and in the refrain, William, Anna, and
the 3 masters sang in solo. It made the audience want
to sing along. In addition, there were a few phrases
added at the end by Mr. Takano but the music faded
out before it reached that part. Mr. Takano was well
aware of this. It was unfortunate the audience was not
able to experience his mischievous side. The phrases
added was from the song of Koshien (high school
baseball match) "The Crown will Shine on You" by Yuji
Koseki. However, this march was played while the
audience was exiting the theater after the curtain call,
so some may have noticed it.

ACT III, Scene 1

Sir Thomas is irritated, because his pet dog Diana

was almost dying from injury he suffered when Sir
Thomas was chasing the hunter after hearing the sound
of the horn in Scene 3 of ACT I. He promised a prize
of 1 guinea if Allan could catch the poachers. This
gave Allan an idea. William's wedding will take place
tonight. The tradition is for the groom to take the bride
home and then entertain the guests in a tavern. After
that, they dance at the house of the bride. Some will

go hunting in the forest. It is for sure that apprentice
will come to the garden of the lord tonight to party.
Allan advised to lord that he can arrest William at that
timing. Lord thought that it was a great opportunity and
offered Allan 10 guineas if he would arrest William.
Allan is pleased that his scheme worked.

Mr. Sugimoto asked for dark and ominous music for
this scene.

The music that I have selected is bellow.
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You are evidently a "Kuhlau master" if you know which
piece this is at a glance. It is a piano piece. When Mr.
Sugimoto listened to it, he wanted low and rough sound
with in strings. Mr. Takano played the following. (string
sound)
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This is the 3rd variation from Piano Sonata op. 6a-3-
II- “Variation from the theme of "March of monks" from

"

Mozart's opera "The magic flute

In the production by Mr. Sugimoto, he changed the two
apprentices who gave William empty gun to someone which
Allan hired and the killed deer to reincarnation of Titania.
These changes were revealed at the end of the play.

Same ACT, same Scene

Allan and the 2 apprentices he hired were delighted
that they were able to set up William, and were talking
about going at the magistrate. This new scene is a
creation of Mr. Sugimoto. He asked the music to be
eerie at first and then change to a decisive tone. The
stage black out about half way through the music, and
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Arrangement with motives from Piano Sonata op.46-3-1.
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ACT III, Scene 2

Room of Sir Thomas: light goes on

Sir Thomas is lost in his thoughts in his room on the
verge of Diana's death. John (William's father) and
Hathaway (Anna's father) appeal to Sir Thomas, asking for
forgiveness to the act committed by William. Lord agrees,
but this is a lie. While assuring them of the release, he is
actually thinking sending William to the magistrate during
midnight to have him arrested. (without music)

Same ACT, same Scene

Gilbert’ s advise: William’ s brother Gilbert witnesses
Allan and 2 apprentices talking about going to the
magistrate. He rushes to William to warn him.
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The tension of the music increases, then the lights go out
suddenly. Music continues in the dark and stops at climax.
The light gradually goes on and the scene is William’ s Room.
Dramatic music from the introduction of the overture of
"William Shakespeare" (b.43~51). (Hats off to Mr. Takano for
his music selection and impressive performance) (orchestra
sound)

ACT III, Scene 3

William learns of the conspiracy by Sir Thomas from
Gilbert and decides to escape. Anna and William
pledge their heart before they part. (piano sound)

Berg #2519 TWanted Sherlock Holmes! ) THAIZ 72 5
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http://www.kuhlau.gr.jp/colum/sherlockholmes_
andantino.html
http://www.kuhlau.gr.jp/colum/sherlockholmes_
solution.html
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This is the famous music "Wanted Sherlock Holmes!!!"
that you all know.

(If you don't know, please see:
http://www.kuhlau.gr.jp/e/e_news/wanted_sharlock_
holms.html
http://www.kuhlau.gr.jp/e/e_news/didnt_apeared_
sherlock_holms.html)

I think it is the most romantic melody among all the
Kuhlau's works.

Piano Sonata op.46-3-11
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Larghetto molto espressivo

ACT III, Scene 4
In the forest awaiting Anna.

The music used in ACT I, Scene 3 is played again. (piano sound)
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Piano Sonata op.30-II from b.66

William, who came in the wood first and waiting for Anna,
falls asleep. William dreams of a scene from "Macbeth".

In the original, it is performed by pantomime, but Mr.
Sugimoto added lines and also dramatic music to match
with the spectacle scene. All of the dream scenes use music
of an orchestra arrangement by Mr.Takano. Thunder roars
as the scene changes.

@ Three witches come to stage. Banquo-----Part 1 of the
storm music of 3rd ACT from "Lulu"

@ King Duncan appears. Macbeth stabs King Duncan to
————— Fanfare from the overture of "Fairy hill"

@ Lady Macbeth appears. She takes the dagger from the
hand of Macbeth, who is in shock. Banquo is killed by the
2 assassins. ----- Arranged using the melody of the overture
of "William Shakespeare"

@ Appreciation to the vassals, ghost of Banquo, Lady
Macbeth’ s rebuke to Macbeth
Arrangement with motives from the introduction of the
overture of "William Shakespeare" and motives from the
storm of "Lulu"

@ Three witches, phantom 1, phantom 2, phantom
3-----Eerie music using the motive from fugue in the
overture of "William Shakespeare"

@ Lady Macbeth suffers seeing her bloody hand

————— Dramatic music by the motive from the beginning of the
overture of "William Shakespeare”

@ Warriors of the enemy -----Part 2 from the storm of "Lulu”
@ Macbeth (acted by William) determines to go to battle. ---
-The wedding march of "William Shakespeare" arranged as
sonorous music. Fades out to Macbeth's monologue.

@ Macduff comes to stage and fights with Macbeth (William)
————— Part 3 storm from "Lulu"

Stage blacks out with the death of Macbeth. Lights go on
and William is found fallen in the woods. Anna comes in.
Williams wakes up from the dream and is confident that he
will become a poet in the future. The two leave for London
hand-in-hand.
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"William Shakespeare" No.8 Chorus

Thus music for Mumejuku’ s performance of "William
Shakespeare" has completed. My anxiety in the
beginning was blown off by the cooperation of Mr.
Takano. In particular, at the 10-minutes scene of

the dream, Mr. Takano made up a stunning music
combining various motives from Kuhlau's works.

I have already told you that the wedding march was
played as the audience was leaving the theater. Mr.
Takano also created a pizzicato version of the first
movement of Piano Sonatina op.55-1 of Kuhlau by
strings, but did not use it in the play. Regretting this,
the acoustic master played this piece in the theater
just once on the final day of the performance. It was a
pity that only few people had the chance to listen to it.

(strings pizzicato sound)
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It is unknown how the audience who came to see

the play felt about the music of Kuhlau. However, it
seemed to me that the member of the International
Friedrich Kuhlau Society (IFKS) listened carefully to
music. I saw all ten performances (from opening of
the doors to the end where the audience exited) every
day. It was a very first experience in my life to visit the
same play 10 times, and gave me the opportunity to
think about music and drama, even Kuhlau's music. In
one of the day while the music was playing before the
performance, the manager of the Mumejuku came to
my seat with a person who wanted to know what the
music was. She was a piano teacher. I was delighted
that yet another person became interested in Kuhlau’ s

music.

It is way stoo difficult to describe all the music in this
article, but you can listen to them at IFKS’ s home
page. Please visit our site to learn more about Kuhlau.
(Translated by Kyoko Ueno)
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o LT 1 W ARF—L (BT - FHES )
< Fr v kD Y2800 (HiZEY 2500, /N Y 1500)
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: Biwat .

Legend of Arts Concert Vol.6
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e - B AGHE D (BR) P F o288
KRBl ALX R ERET 1-1 JEHgH e L Tel 06-6377-1117
http://www.dolce.co.jp %1z IFKS
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X &
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http://www.kulturkreis-uelzen.de/kunst_kultur/kuhlau_wettbewerb.htm

born on September-11th 1786 .

Sriedch Fihilee {

COmMposer

wine Ul
died on March 12th 1832

in Copenhagen

75“ International

from the

—lute Competition
27t of Oct. to the 2" of Nov. 2013

in Uelzen/Germany

Competition in three categories:

I. solo flute and flute and piano

Il. tweo flutes and two flutes and piano
Ill. three flutes and four flutes

Prizes:
Up to three maney prizes for each category

Information and application:

15th International
,Friedrich Kuhlau® Flute Compstition

Herzogenplatz 2, 28525 Uelzen, Germany
Telephone +49 581 800-6247

Fax +49 581 B00D-76247

eMail: kuhlau@stadt.uelzen.de

This comnpeliticn
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! Sparkaise

Jury:

Cordula Hacke, Germany — Chairwoman
Janos Balint, Hungary

Philippe Boucly, France

Toshinori Ishihara, Japan

Susan Milan, England

Toke Lund Christiansen, Denmark
Andrea Lieberknecht, Germany

Organizer:

KULTURKREIS
UELZEN e.V.

www. kulturkreis-uelzen.de

in cooperation with the

TOWN of UELZEN

www.uelzen.de
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