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Abstract 

Music has always been influenced by politics. Political ideas become especially prominent 

in musical compositions during periods of turmoil, particularly in times of war. Around 1800, 

Central Europe suffered from extensive warfare, most importantly the Austro-Turkish War (1788ï

91) and the prolonged wars between Austria and revolutionary and imperial France (1792ï1815), 

and these conflicts also produced large amounts of political music. These wars are sometimes 

viewed as the incentive for the emergence of modern political music and important political 

ideologies, especially nationalism. Wolfgang Amadeus Mozart, Ludwig van Beethoven, and Carl 

Maria von Weber created secular vocal works that reflect political events and ideologies of the 

time. The first chapter investigates how the Austrian Emperor Joseph II is depicted in Mozartôs 

vocal works ñIch mºchte wohl der Kaiser seinò (ñI would like to be the Emperorò), K. 539, and 

ñLied beim Auszug in das Feldò (ñSong at the Departure for the Fieldò), K. 552. The second 

chapter analyzes Beethovenôs cantata Der glorreiche Augenblick (ñThe glorious Momentò), 

written for the Congress of Vienna in 1814, that incorporates ideas regarding the concept of unity, 

the figure of Emperor Francis, and God. The third chapter explores how Carl Maria von Weberôs 

cantata Kampf und Sieg (ñBattle and Victoryò) differs from Mozartôs and Beethovenôs works by 

incorporating pro-German elements. The fourth chapter shows how the pro-German patriotism in 

Weberôs work was perceived after its premiere and in the time before the unification of Germany 

in 1871. 
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Introduction  

From Ludwig van Beethovenôs Trauer-Kantate auf den Tod Kaiser Josephs des Zweiten 

(ñCantata on the Death of Emperor Joseph IIò), which honors the Holy Roman Emperor Joseph II 

(1765ï90), to the hit song ñMy Moneyò (2016) by the Russian girl group Serebro, which depicts 

the then president-elect Donald Trump as an individual who likes to party, music has always been 

influenced by politics. Political ideas become particularly prominent in musical compositions 

during periods of turmoil, especially in times of war. It is therefore not surprising that the extensive 

warfare in Europe in the late eighteenth to early nineteenth centuries produced large amounts of 

intensely political music. In Central Europe, the most important conflicts during this period were 

the Austro-Turkish War (1788ï91) and the prolonged wars between imperial France and its 

enemies (1792ï1815). These wars are sometimes viewed as the incentive for the emergence of 

modern political music and important political ideologies, especially nationalism. 

My thesis explores how several secular vocal works by three composers from this era 

reflected political events and ideologies of the time. The first chapter investigates how the Austrian 

Emperor Joseph II is depicted in Wolfgang Amadeus Mozartôs lesser-known vocal works ñIch 

mºchte wohl der Kaiser seinò (ñI would like to be the Emperorò), K. 539, and ñLied beim Auszug 

in das Feldò (ñSong at the Departure for the Fieldò), K. 552. The chapter also discusses how these 

compositions by Mozart reflect imperial propaganda during the Austro-Turkish War (1788ï91). 

The second chapter analyzes Ludwig van Beethovenôs cantata Der glorreiche Augenblick (ñThe 

Glorious Momentò), written for the Congress of Vienna in 1814. The chapter shows that the cantata 

creates political meanings by emphasizing links between the concept of unity, the figure of 

Emperor Francis (the successor of Joseph II, who ruled between 1792 and 1835), and God. The 

third chapter explores Carl Maria von Weberôs cantata Kampf und Sieg (ñBattle and Victoryò), 
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which celebrates the defeat of Napoleon. I focus on the musical and textual techniques through 

which Weber and his librettist incorporate what I call pro-German elements, concepts that 

celebrate the German contribution to the defeat of Napoleon but that are distinct from later political 

nationalism. This chapter also points out how the treatment of patriotic messages within Kampf 

und Sieg differs from patriotic elements in Mozartôs and Beethovenôs works. The fourth, and final, 

chapter investigates how Weberôs cantata was perceived after its premiere and in the time before 

the unification of Germany in 1871. The chapter shows that whereas the original cantata was 

imbued with a patriotism related to the imperial politics of the period of the French wars, later 

adaptations and performances of the work incorporated explicit references to the ideology of 

exclusively German nationalism. 

Although there is no shortage of information on Mozart, Beethoven, and Weber; little has 

been written on ñIch mºchte wohl der Kaiser sein,ò ñLied beim Auszug in das Feld,ò Der 

glorreiche Augenblick, and Kampf und Sieg. The reason why these compositions have been 

dismissed or ignored may in part be that these works do not fit in the traditional narratives that 

have been propagated about these composers. These works, furthermore, connect the three 

composers to ideologies that later generations considered unasvory. The Mozartian myth typically 

depicts the composer as a child, rebel, playboy, a victim of poverty, and an outsider within the 

social elites of Josephine Vienna.1 ñIch mºchte wohl der Kaiser seinò and ñLied beim Auszug in 

das Feldò contradict these views, and the two works demonstrate that Mozart actively participated 

in military campaigns of the Austrian Empire and created compositions that glorify Emperor 

 
1 Cliff Eisen and Stanley Sadie, "Mozart, (Johann Chrysostom) Wolfgang Amadeus," Grove 

Music Online, 2001, 

https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/

omo-9781561592630-e-6002278233. 
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Joseph. Beethoven is usually portrayed as a struggling, forward-thinking artist, as highlighted in 

the first paragraph of the Beethoven article in the Grove Music Online, where the composer is 

presented as defined by his struggle with deafness and social isolation.2 Unlike ñIch mºchte wohl 

der Kaiser seinò and ñLied beim Auszug in das Feld,ò a lot of studies have been written about Der 

glorreiche Augenblick; however, Beethovenôs cantata is often dismissed as it does not fit into the 

Beethoven myth.3 Only recently has Beethovenôs political thought been discussed in connection 

to his music, especially in Nicholas Mathewôs book Political Beethoven (2013). It is one of the 

few surveyôs that discusses Der glorreiche Augenblick in depth, and my exploration expands on 

Mathewôs findings. 

Although ñIch mºchte wohl der Kaiser sein,ò ñLied beim Auszug in das Feld,ò and Der 

glorreiche Augenblick have a complicated relationship with contemporaneous politics, their focus 

on absolutist monarchs is not as controversial as Weberôs focus on specifically German ideologies 

in Kampf und Sieg. During the second half of the nineteenth century, the Weimar, and Nazis eras, 

German nationalism took a turn towards xenophobia and militant ethnocentrism. During these 

periods, German critics and musicologists, especially Richard Wagner, attempted to reinforce the 

notion that Weber was not a cosmopolitan but a national and even nationalist composer.4 Since 

WWII, Kampf und Sieg has been rarely performed and few scholars have discussed the cantata, 

although Weberôs other works remained in the repertoire and received scholarly and critical 

 
2 Douglas Johnson, Scott G. Burnham, William Drabkin, Joseph Kerman, and Alan Tyson, 

ñBeethoven, Ludwig van,ò Grove Music Online, 2001 (accessed September 4, 2019), 

www.oxfordmusiconline.com.www2.lib.ku.edu/grovemusic/view/10.1093/gmo/9781561592630.

001.0001/omo-9781561592630-e-0000040026. 
3 Richard Taruskin, Music in the Seventeenth and Eighteenth Centuries (New York: Oxford 

University Press, 2010), 672. See also Johnson et al. ñBeethoven, Ludwig van.ò 
4 Joseph E. Morgan, Carl Maria von Weber: Oberon and Cosmopolitanism in the Early German 

Romantic (Lanham: Rowman & Littlefield, 2014), 282. 
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attention. What appears to be the only extant recording of Kampf und Sieg is from 1951, by the 

Chorus and Orchestra of Radio Leipzig, under the baton of Herbert Kegel.5 The recording is 

incomplete, and important political elements, such as the section featuring the anthem ñGod Save 

the King,ò are missing. The authors who have discussed cantata have not presented thorough 

analyses.6 In most cases, they simply highlight the controversial nature of the composition, without 

explaining the history of this controversy. Investigations of the work treat the political aspects of 

the text cursorily and focus on the music, which is praised as progressive and revolutionary. Only 

recently have scholars begun to analyze the political aspects of Kampf und Sieg (this is the case of 

Sabrina Kollenzôs masterôs thesis).7 My chapter focuses on the overlooked political history of the 

cantata.  

 

  

 
5 Joseph E. Morgan is not aware of any other recording. See Experiencing Carl Maria von 

Weber: A Listenerôs Companion (Lanham: Rowman & Littlefield, 2017), 185. Weber, Carl 

Maria von. Kampf und Sieg. Conducted by Herbert Kegel. Recorded with Chorus and Orchestra 

of Radio Leipzig. Urania Record Corp., [1951]. LP. 
6 For examples, see Morgan, Carl Maria von Weber; Morgan, Experiencing Carl Maria von 

Weber; William Saunders, Weber (London: J. M. Dent and Sons Ltd, 1940); Lucy and Richard 

Poate Stebbins, Enchanted Wanderer: The Life of Carl Maria von Weber (New York: G.P. 

Putnamôs Sons, 1940); Michael C. Tusa, Euryanthe and Carl Maria von Weberôs Dramaturgy of 

German Opera (New York: Oxford University Press, 1991); and John Warrack, Carl Maria von 

Weber, 2nd ed (Cambridge: Cambridge University Press, 1976). 
7 Sabrina Kollenz, ñCarl Maria von Webers Anspielungen auf eigene Opern und patriotisch 

konnotierte Werke in der Kantate ñKampf und Siegò (Op. 44),ò (Masterôs thesis, University of 

Vienna, 2017). 
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Chapter 1 

The Portrayal of Joseph II in Mozartôs Turkish War Compositions 

Numerous earlier studies have analyzed how the larger and better-known vocal works 

(especially the operas) of Wolfgang Amadeus Mozart (1756ï91) reflect social and political 

concepts. Much less has been written, however, about the composerôs lesser-known vocal works, 

specifically his songs ñIch mºchte wohl der Kaiser seinò (ñI would like to be the Emperorò), K. 

539, also known as ñEin deutsches Kriegslied f¿r BaÇ und Orchesterò (ñA German War Song for 

Bass and Orchestraò), and ñLied beim Auszug in das Feldò (ñSong at the Departure for the Fieldò), 

K. 552, also known as ñLied f¿r eine Singstimme mit Klavierbegleitungò (ñSong for a singing 

voice with piano accompanimentò), K. 552. The composition of the two songs is connected to the 

contemporaneous conflicts between the Habsburg and Ottoman empires, more specifically, the 

Austro-Turkish War, which occurred between February 1788 and August 1791. The war originally 

began as a Russo-Turkish conflict (1787ï92) when the Ottoman Empire invaded Russia to regain 

lands lost in an earlier Russo-Turkish War (1768ï74). Austria was pulled into the war because in 

1781 Russian Empress Catherine the Great (1729ï96) and Austrian Emperor Joseph II (1741ï90) 

created an alliance stipulating that if the Turks attacked either monarchy, the other would have to 

supply troops to the war effort. When the conflict started, however, both monarchies were 

unprepared. 

The surprise attack of the Turks on Russia was met with mixed reactions in the Habsburg 

empire. Joseph wanted to avoid war, or at least delay the initial campaign, as he had numerous 

other problems to deal with, such as the political unrest in Belgium and the 1787 Prussian invasion 

of Holland. Josephôs reforms, which extended into Belgium, were not unanimously accepted 
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throughout his realms.8 According to Beales, the governors of Belgium were so discontented with 

the Emperorôs policies by early 1787 that Josephôs orders were suspended, and the governors were 

celebrated as heroes.9 

When Austriaôs involvement in the Russian-Ottoman conflict became imminent, Joseph 

IIôs administration initiated a propaganda campaign to promote the war efforts. During 1787, 

numerous commentators and artists boosted the support for the upcoming war by writing explicitly 

patriotic works. This is exemplified in two pamphlets published in 1787, believed to be written by 

the same individual, titled Abdul Erzerumôs neue persische Briefe (ñAbdul Erzerumôs New Persian 

Lettersò) and DyaïNaïSore, oder Die Wanderer (ñDya-Na-Sore, or The Wanderersò).10 As Beales 

points out, authors of these works argued that the citizens of the monarchy were becoming too 

weak and the war was needed to make them tough and patriotic.11 Throughout the war, 

compositions would be published to celebrate victories or to further encourage audiences to 

support Emperor Josephôs efforts, such as Emanuel Schikanederôs popular aria, ñEin Weib ist das 

herrlichste Ding auf der Weltò (ñA Woman is the Best Thing on Earthò) from the two-act comic 

opera, Die verdeckten Sachen, oder der dumme Gärtner aus dem Gebürge, zweiter Theil (ñThe 

 
8 For a full of reforms that Joseph implemented in Belgium, see Derek Beales, Joseph II, vol. 2, 

Against the World, 1780-1790 (Cambridge: Cambridge University Press, 1987),  

502ï3. 
9 Beales, Joseph II , 512ï3. Although the rebellion in Belgium can be interpreted as escaping an 

oppressive and authoritarian leadership, the Belgians were regressive as they wanted the 

constitution to be restored to how it was in 1587 and thus revive medieval organizations of rural 

and city government, and special privileges (those held by guilds, abbeys, or Catholics); see 

Beales, Joseph II, 514. Ironically, the Belgians made Joseph appear to be progressive, as he 

wanted the death penalty and torture to be eradicated, have judges to be properly compensated, 

and restrict the privileges that the nobility and others had. See Beales, Joseph II, 515. 
10 Derek Beales, ñCourt, Government and Society in Mozartôs Vienna,ò in Wolfgang Amadè 

Mozart: Essays on his Life and His Music, ed. Stanley Sadie (Oxford: Clarendon Press, 1996), 

14. 
11 Beales, ñCourt, Government and Society in Mozartôs Vienna,ò 14. 
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Hidden Things, or The Dumb Gardener from the Mountains, Part Twoò). The last two strophes 

mention General Gideon Ernst Freiherr von Laudon (1717ï90) and Prinz Josias von Coburg 

(1737ï1815). Laudon became Josephôs highest-ranking general after capturing Belgrade from the 

Turks in 1789. Prince Josias was another general, who helped Laudon during the Siege of Belgrade 

(15 Septemberï8 October 1789). 

Mozart famously wrote a set of variations on Schikanederôs aria (K. 613), though it is 

unclear whether the composition was in any way connected to the war. Mozartôs name is also 

attached, as a subscriber, to two books published in Vienna in 1788 promoting the war and 

patriotism: Gottlieb Leonôs Gedichte (ñPoetryò) and Anton Steinôs Österreichische und türkische 

Kriegslieder (ñAustrian and Turkish War Songsò).12 These publications incorporate stories about 

the conflicts between the East and West. According to the preface of Gedichte, the crusades of the 

thirteenth and fifteenth centuries were particularly fascinating to the author of the ensuing poems.13 

Steinôs publication, by contrast, features stories related directly to the conflicts between the 

Austrians and Turks, and clearly promotes the Austrian cause. Some of the essays are written from 

the Turkish point of view, but even these celebrate the Austrian side. Although the incorporation 

of Mozartôs name into these volumes confirms that the composer might have been aware of these 

discussions, they do not necessarily mean that he approved of the monarchôs actions against the 

Turks. 

 
12 Gottlieb Leon, Gedichte (Vienna: Rudolph Gräffer und Compagnie, 1788), X. Cited in Otto 

Erich Deutsch, Mozart: A Documentary Biography (Stanford: Stanford University Press, 1966), 

309.  Anton Stein, Osterreichische und türkische Kriegslieder (Vienna: Joseph Hraschanzky, 

1788). 
13 Leon, xiv. 
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ñIch mºchte wohl der Kaiser seinò and ñLied beim Auszug in das Feldò represent Mozartôs 

most direct contributions to the Austro-Turkish Campaign. The following chapter demonstrates 

that Mozartôs works explicitly support the Austrian campaign and function as political propaganda 

for Emperor Joseph before and during the conflict. The compositions depict the head of the Empire 

as a powerful yet just ruler and Godôs representative on earth. More specifically, the two songs (K. 

539 and K. 552), as well as the orchestral Contradance in C Major, La Bataille (ñThe Battleò), K. 

535, demonstrate support for the invasion of Ottoman territories, whereas a later orchestral 

Contradance in C Major, ñDer Sieg vom Helden Koburgò (ñThe Victory of the hero Koburgò), K. 

587, celebrates a victory during the war. 

 

The Turks and Vienna 

The Viennese fascination with the Turks was not new when Mozart published his works 

related to the Austro-Turkish War. In 1764, Christoph Willibald Gluck (1714ï87) premiered the 

Middle Eastern opéra comique, La rencontre imprévue, ou Les pèlerins de la Mecque (ñThe 

Unexpected Encounter, or The Pilgrims to Meccaò), in the Imperial Court Theatre in Vienna.14 

Mozartôs Singspiel Die Entführung aus dem Serail (ñThe Abduction from the Seragioò), which the 

composer was influenced by Gluckôs opera, would premiere in 1782 in the same location. Nedbal 

summarizes the plot of Gluckôs opera: 

 
14 The work would later transform into the Singspiel Die unvermuthete Zusammenkunft, oder Die 

Pilgrime von Mecca (ñThe unexpected Meeting, or The Pilgrims of Meccaò), an opera on which 

Mozart would base his Singspiel Die Entführung aus dem Serail. Table 1.1 on p. 22 of Martin 

Nedbalôs Morality and Viennese Opera in the Age of Mozart and Beethoven (London: Routledge, 

2017) outlines the process of Gluckôs opera transforming from French to German. The German 

Singspiel version is based on the French opéra comique, but with significant changes, which aimed 

at removing suggestive content. 
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Prince Ali is in search of his beloved Princess Rezia, who was captured by pirates 

and sold into the harem of the sultan of Cairo. At the beginning of the opera, Rezia 

finds out that Ali has arrived in Cairo and tests his fidelity by sending three different 

female slaves (Dardane, Amine, and Balkis) to tempt him. When Ali withstands the 

seduction attempts, Rezia decides to flee with Ali. The loversô plans are betrayed 

by a mendicant dervish (called Calender), and the furious sultan wants to torture 

and execute them. Moved by the loversô devotion to one another, the sultan 

eventually changes his mind, grants mercy to them, and decides to punish the 

dervish for his treachery. The lovers then plead for the dervish, and the sultan grants 

clemency to him as well amidst general rejoicing.15 

The plot of Die Entführung aus dem Serail mimics Gluckôs opera. Die Entführung aus dem Serail 

is an opera that takes place in the house and harem of Pasha Selim (sometimes known also as Bassa 

Selim), somewhere within the Ottoman Empire. Belmonte, a Spanish nobleman, is searching for 

Konstanze, his fiancée, who has been captured, together with her English maid Blonde, by pirates 

and sold to the Pasha. Belmonte stumbles across Selimôs country house and attempts to gain 

access. Osmin, the Pashaôs servant, refuses him entry. Belmonte meets with Pedrillo, his servant 

who was captured alongside with the two women, and the two come up with a plan to rescue 

Konstanze and Blonde. Pedrillo drinks with Osmin, who falls asleep. The plan fails when Osmin 

awakes and discovers that the two women are gone and awakes the whole palace. The four 

Westerners are captured and brought in front of Pasha Selim. The Pasha finds out that Belmonte 

is the son of his enemy but exhibits generosity when he decides to free the lovers and let them go. 

Within the opera, it is not clear if Pasha Selim represents a Western character or is an 

ñOther.ò On the one hand he is depicted as a barbaric non-Westerner, someone who purchases 

people from pirates. On the other hand, we know that he is actually a renegade and has noble 

qualities that prompt him to allow the four characters to leave unharmed. Matthew Head points 

out that during this era, the Turks were felt to be similar to Europeans: ñThe German 

 
15 Nedbal, 21. 
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Enlightenment did produce a form of racial ótheory.ô Ottoman Turks were classified by Kant and 

by Blumenbach in the same racial group as Europeans (that is, Caucasian), while Africans, 

Mongolians and American Indians constituted three primary categories of Otherness.ò16 However, 

Head also points out that ñthe fundamentally similar treatment of Osmin, a Turk, and Monostatos, 

a Moor in Die Zauberflöte, in terms of lack of emotional and sexual self-control indicates that the 

categories of Enlightenment racial theory were not maintained in any thorough-going way in 

opera.ò17 The complexity of Selim is therefore not an exception in this era. An analogous figure is 

Sarastro, the absolute ruler in Die Zauberflöte. He is supposed to be an enlightened ruler, and yet 

he owns slaves, including Monostatos, whom he has violently punished in the opera. In the north 

German libretto Belmont und Constanze, oder Die Entführung aus dem Serail (ñBelmont and 

Constanze, or The Abduction from the Seraglioò) created by Christoph Friedrich Bretzner (1748ï

1807), which served as the basis for Mozartôs Singspiel, Belmonte is Selimôs long-lost son.18 

Gottlieb Stephanie (1741ï1800), the librettist of Mozartôs version replaces this story with one in 

which Selim, a native Spaniard, had to vacate the country due to evildoings of Belmonteôs father.19 

Selim, who could easily punish Belmonte for his fatherôs actions, controls his emotions, does not 

kill the Spanish nobleman, and lets the four western characters return home, demonstrating his 

refinement. 

Just like Mozartôs The Abduction and Gluckôs La rencontre, K. 539 relies on the alla turca 

style to signal ñTurkishness.ò Locke defines this style as ña complex of generally noisy sonic 

 
16 Matthew Head, Orientalism, Masquerade and Mozartôs Turkish Music (London: Royal Musical 

Association, 2000), 57. 
17 Head, 57. 
18 Nedbal, 52. 
19 Nedbal, 52. 
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materials derived, in large part, from the military music of Janissary troops (see Fig. 6.1) or, rather, 

from Western impressions and distant memories thereof.ò20 Head describes the alla turca style as 

a ñmusical shockò designed to startle the audiences: 

Türkische Musik involved a sonic frisson, a shock, as noisiness of a regulated kind 

made its entrance into the sound world of late eighteenth-century Viennese music. 

This element of aesthetic shock (intensified by a connotation of physical and moral 

danger) was exploited through alternation of passages of Turkish music with other 

passages with reduced scoring and dynamics.21 

In Mozartôs The Abduction, the style is especially prevalent in the Overture, the first-act chorus 

ñSingt dem groÇen Bassa Liederò (ñSing songs to the great Bassaò), the third-act chorus ñBassa 

Selim lebe langeò (ñBassa Selim live longò) and Osminôs aria ñSolche hergelaufône Laffenò 

(ñStupid dandies always comingò).22 The alla turca is apparent in the opening of the Overture; 

mm. 9ï14 and 23ï6 exemplify this (mm. 1ï26, see Example 1.1). The work begins in C major and 

is in alla breve. The piccolo and the assortment of percussion help to reinforce the ñexoticò aspect 

of the opera. The music is not difficult, incorporating repeating notes, octave doubling, and mostly 

stepwise movement. The opening of the Overture also includes sudden dynamic changes, forte to 

piano and vice versa, that ñshocksò the listener. Unlike the Overture, where there are instances 

where the alla turca is not present, in the first-act chorus, ñSingt dem groÇen Bassa Lieder,ò and 

the third-act chorus, ñBassa Selim lebe lange,ò is from beginning to end in the style with the 

piccolo and percussion clearly heard. These same alla turca characteristics can be found in 

Mozartôs K. 535 and K. 539. The Turkish style also appears in other Mozartôs instrumental works 

such as the Violin Concerto No. 5 in A major, K. 219 (1775), the keyboard Sonata in A minor, K. 

 
20 Ralph P. Locke, Musical Exoticism: Images and Reflections (Cambridge: Cambridge University 

Press, 2009), 114. 
21 Head, 63. 
22 Osminôs aria will be discussed in further detail in the K. 552 section. 
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310 (1778), the keyboard Sonata in A major, K. 331 (1783), Serenade No. 10 for winds in Bïflat 

major, K. 361 (1783ï84), the keyboard variations on ñLes hommes pieusementò (ñThe men 

piouslyò) from Gluckôs La rencontre imprévue (ñThe unexpected meetingò), K. 455 (1784), and 

the keyboard Sonata in C major, K. 545 (1788).23  

 

K. 535 

The Contradance K. 535, ñLa Battaille,ò is one of the first works by Mozart to incorporate 

themes, ideas, and styles used in earlier works, such as The Abduction or K. 219, in relation to the 

Austro-Turkish War.24 The work predates the start of the war, because Mozart composed it on 23 

January 1788, and Joseph did not begin his campaign until February of 1788. Otto Erich Deutschôs 

Mozart: A Documentary Biography, shows that ñLa Batailleò was advertised, alongside Ich möchte 

wohl der Kaiser sein, as ñDie Belagerung Belgradsò (ñThe Siege of Belgradeò) in the 19 March 

1788 edition of the Wiener Zeitung.25 When Mozart wrote the work, Belgrade was part of the 

Ottoman empire. The Siege of Belgrade in the Austro-Turkish War did not begin until 15 October 

1789 and the piece therefore cannot be a reference of this particular event. ñThe Siege of Belgradeò 

therefore initially must have represented one of the previous sieges of the Serbian city (1688, 1690, 

1717, and 1739). The addition of the title ñThe Siege of Belgradeò after the start of the war 

demonstrates how an existing composition could be adapted to support the war effort.  

 
23 Headôs Orientalism, Masquerade and Mozartôs Turkish Music is a great resource for information 

about alla turca style in Mozartôs works.  
24 The autograph is in private hands in Switzerland. See Marius Flothuis, Wolfgang Amadeus 

Mozart: Kritische Berichte Serie IV, Werkgruppe 13, Abteilung 1, Band 2 (Kassel: Bärenreiter, 

1995), b/29. 
25 Otto Erich Deutsch, Mozart: A Documentary Biography (London: Simon & Schuster, 1990), 

311. 
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Head points out that it was presumed that Belgrade would be quickly captured; however, 

the city would not be in Austrian hands before October of 1789, following the campaign led by 

the Austrian general field marshal von Laudon.26 While changing the title of Mozartôs composition 

may or may not have helped increase support for the war, marketing the work as ñDie Belagerung 

Belgradsò may have made it more appealing to the target audience concerned about current 

political events. The advertisement of K. 535 with the new title also demonstrates that the alla 

turca style in Mozartôs works could acquire clearly political overtones. 

The work, being a contradance and thus without any text, relies on musical characteristics 

of the alla turca style to create extra-musical meanings. Because of the title ñDie Belagerung 

Belgradsò and the Turkish style, the audiences of Vienna might have associated the work and 

similar compositions with war propaganda. The alla turca characteristics of K. 535 do not differ 

from other similar works of this era and are reconfirmed in measure 65 with the subtitle of ñMarcia 

turcaò (ñTurkish marchò). The work incorporates the instruments that one would expect in a work 

with an Oriental flair: piccolo, percussion, brass, and the col legno of the strings, where one would 

strike the strings with the wood of the bow. The key (C Major), time signature (2/4), the repetitious 

style (repeating sections and notes), quick stepwise melodic motion, unison and octave doubling, 

and simple phrase structure and form, would be expected of a work incorporating the Turkish style. 

The key of C major, duple meter, and repetitious style are also typical of contradances in general, 

but alla turca characteristics are less common.27 K. 535 in fact seems to incorporate a more specific 

 
26 Head, 87. Vienna would not be aware of the capture of Belgrade until General Kleebeck arrived 

with the news in Vienna on 12 October 1789. 
27 Mozartôs Kontretanz in B (ñContradance in Bbò), K. 123, Sechs Kontretänze (ñSix 

Contradancesò), K. 462, the Kontretanz ñDas Donnerwetterò (ñContradance óThe Thunder 

Weatherôò), K. 534, Fünf Kontretänze (ñFive Contredansesò), K. 609, and the Kontretanz ñLes 

filles malicieusesò (ñContradance óThe malicious girlsôò), K. 610, incorporate these 

characteristics.  
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extra-musical narrative. The work opens with a pastoral passage (mm. 1ï15), but in m. 16 the 

music becomes more militaristic, aided by the percussion and Mozartôs dynamic change from 

piano to forte (mm. 1ï20, see Example 1.2). This shift in style could be seen as a representation 

of the frightening Turks marching in. The work ends in the alla turca style (mm. 64ï86). This 

could be interpreted either as that that the Turks have overpowered the Austrians or the Austrian 

triumph over the Turks. The final section, marked ñMarcia turca,ò makes the alla turca style even 

more prominent with forte winds and strings, square rhythm, simplistic, percussive texture, and a 

sudden onset of melodic ornaments (see Example 1.3). Depicting the Turks as victorious may 

appear to be counterproductive; however, the image of the enemyôs triumph might have prompted 

some audience members to support the war efforts. The two titles of the workïñLa Battailleò and 

ñThe Siege of Belgradeòïhelp guide the interpretation of the work and point listenersô imagination 

to specific, politicized understandings. 

 

K. 539 

Ich möchte wohl der Kaiser sein K. 539, is a composition created for a large audience that 

textually and aurally points out similarities between Joseph II and ancient Greek and Roman 

emperors. Mozart was not the first composer to set the poem, originally titled as ñMeine Wünsche. 

An unsern deutschgesinnten grossen Kaiserò (ñMy wishes. To our German-Minded, Great 

Emperorò) written by the German poet Johann Wilhelm Ludwig Gleim (1719ï1803) and published 

in 1776, to music.28 Johann Holzer (1753ï1818) set the text to piano accompaniment, titled ñDer 

 
28 Gleim was a German poet who was active in the Enlightenment era. One of his notable works 

is the Preussische Kriegslieder von einem Grenadier (ñPrussian war songs from a grenadier, 

ò1758), which was influenced by the Prussian King Frederick IIôs (1712ï86) involvement in the 

Seven Yearsô War (1756ï63). 
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Kaiserò (ñThe Emperorò), in his 1779 publication Lieder mit Begleitung des Fortepiano von 

Holzer (ñSongs accompanied by the Fortepiano by Holzerò).29 The keyboard composition is short, 

consisting of eleven measures. The work is folksy and simple. The left hand is primarily playing 

repeating octaves and the right hand incorporates thirds or sixths. The rustic aspects help to make 

the song lighthearted. The use of keyboard accompaniment suggests that this work was intended 

for private performances, possibly in middle-class homes and for small, private concerts. The work 

was printed in Leipzig, which was not part of the Austrian Empire. Since Holzerôs work does not 

coincide with any ongoing conflict, it does not contain the elements of political propaganda 

associated with Austrian foreign policy, unlike K. 539. Most likely, when audiences heard this 

particular work, they did not hear a ñTurkishò work, but a ñfolkò composition. 

Mozartôs interpretation of Gleimôs poem came into existence, according to the composerôs 

Verzeichnüss aller meiner Werke (ñDirectory of all my worksò), on 5 March 1788 and was 

composed for Friedrich Baumann, actor of the Leopoldstadt theater, with an orchestral 

accompaniment.30 The Austro-Turkish War created interest in the poem, as the text references not 

only Emperor Joseph, but also the conflicts between the Habsburgs and Ottomans.31 This also 

demonstrates how preexisting texts that had no connection to the war effort, or to the monarchy, 

were recycled to help promote Josephôs campaigns. The text relies on descriptions of Joseph II as 

a powerful ruler, so mighty that his foes shake with terror. In the first stanza, the narrator describes 

 
29 Johann Holzer, Lieder mit Begleitung des Fortepiano von Holzer (Leipzig: Schwickertschen 

Verlage, 1779), 12. 
30 The extant autograph of K. 539 is in Biblioteka JagielloŒska Krak·w (Jagiellonian Library 

Kraków). The work was previously housed in the Preußische Staatsbibliothek Berlin (Prussian 

State Library Berlin). Baumann was a well-known comedian for the Theater; later he was a court 

opera singer, whose wife, Terese, was the daughter of Dominik Jautz, the first Bassa Selim in Die 

Entführung. See Deutsch, Mozart: A Documentary Biography (1996), 311. 
31 Deutsch, Mozart: A Documentary Biography (1996), 311. 
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how Constantinople, at this time the capital of the Ottoman Empire, needs to be recaptured. The 

second stanza elaborates how Athens and Sparta, also part of the Ottoman Empire in the eighteenth 

century, should be like Rome, which is the ñQueenò of the earth, and that their ancient, pre-

Ottoman glory should be renewed. Recapturing these cities and lands would allow the Austrian 

Empire to become one of the great civilizations, like the Roman and Greek Empires. The author 

therefore sees Emperor Joseph as the successor to Alexander the Great and Caesar. The narrator 

proclaims that after the conquest of Constantinople the Austrian emperor will be honored by the 

best writers singing praises to him and other Austrian heroes. Creating tales that incorporate 

Joseph, and his soldiers into this noble pantheon made him seem extremely powerful in the eyes 

of his subjects. The text of K. 539 also depicts Joseph as a ñterrifyingò Emperor who, along with 

his army, would invade with such a force that the Muslim men would tremble with fear. 

This portrayal of Joseph II as a threat to the Turks might be the reason why Mozart 

incorporated the alla turca style into the music.32 According to Ralph Locke, one of the 

characteristics of the alla turca style is the preference for the keys of A major, A minor, C major, 

B-flat major, G major, or G minor; K. 539 is in A Major. The harmonic aspects are limited and 

simple reinforcing a trait of the style. The work is in a duple meter, alla breve, another quality of 

the style. The vocal lines are doubled by various instruments, resulting in a unison-like texture that 

limits the harmonic language. Locke also describes quick melodic decorations as characteristic of 

the alla turca style; there are quick melodic runs throughout K. 539. The repetitive, strophic form 

of the work contributes to its alla turca simplicity. Finally, loud dynamics in the entire orchestra 

and the inclusion of percussion instruments reinforces the alla turca style as well. Mozart 

 
32 For a summary on the alla turca style, see Locke, 118ï21.  
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reinforces the alla turca style by having the entire orchestra play in the forte sections and select 

instruments in the piano sections (mm. 1ï6, see Example 1.4). Locke states that in the eighteenth 

century, cymbals and drums, and other characteristics of the Turkish style were incorporated into 

European military music. Thus, the alla turca style in the song does not necessarily have to signal 

only the Ottoman foes but might be also be viewed as depicting Joseph as a strong military 

leaderðLocke calls this an ñendoticò meaning of the alla turca style.33 Contemporaneous 

audiences, who might have been aware of the alla turcaôs endotic connotations, could have 

understood the music of K. 539 as alluding to an image of Joseph as a powerful ruler who would 

be successful in the Turkish campaign. 

Applying alla turca characteristics to Joseph in K. 539 also reinforces the Emperorôs status 

as an absolute ruler. Similar portrayals of absolutism with references to exotic subjects can be 

found in other contemporaneous works, including two of Mozartôs operas. In Die Entführung, the 

depiction of Selim ñhonoringò the Westerners who violated the rules and thus breaking the laws 

of his own realm creates a symbolic representations of absolute power.34 According to Nedbal, the 

operas Die Entführung, Da ist nicht gut zu rathen (ñIt is not good to guessò), and Das Irrlicht, oder 

Endlich fand er sie (ñThe wisp of light, or at last he found herò)ïthe librettos also written by 

Stephanieïincorporate examples where a ruler uses his power to encourage moralistic attitudes 

and exhibit absolute power.35 Whereas Bretznerôs libretto Belmont und Constanze, oder Die 

 
33 Locke, 122. 
34 Nedbal states that the depiction of Selim in Die Entführung mimics the monarchy of Austria. 

See p. 62; Jörg Krämer, Deutschsprachiges Musiktheater im späten 18. Jahrhundert: Typologie, 

Dramaturgie und Anthropologie einer populären Gattung (Stuttgart: Niemeyer, 1998), 424ï5 ; 

Thomas Betzwieser, ñDie Europªer in der Fremde: Die Figurenkonstellazion der Die Entführung 

aus dem Serail und ihre Tradition,ò in Mozarts Opernfiguren: Grosse Herren, rasende Weiber, 

gefährliche Liebschaften, ed. Dieter Borchmeyer (Vienna: Haupt, 1992), 47ï8. 
35 Nedbal, 62. 
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Entführung aus dem Serail was used by commercial theater companies and therefore aimed at 

middle-class audiences who were mainly interested in nostalgic and emotional plots, Stephanieôs 

Die Entführung aus dem Serail was adapted for the imperial theater.36 Thus, in Stephanieôs 

creation, the power of absolute rulers is demonstrated in the third-act finale where Selim ignores 

the traditions of his land and decides to pardon those (the European characters) who broke his 

rules.37 This is also observable in Da ist nicht gut zu rathen, where a Chinese benevolent ruler acts 

in favor for a pair of sweethearts whose relationship is terrorized by a dishonorable priest and a 

lewd man. 

Of the three operas, the empathetic absolute ruler is the most apparent in Das Irrlicht, oder 

Endlich fand er sie. Stephanie revised Bretznerôs 1779 Der Irrwish, oder Endlich fand er sie to 

align with the expectations of the Viennese audience. The main character, Alwin, is sovereign of 

a mythical island who suffers from malediction and therefore transforms into an atmospheric ghost 

lightïalso known as a will-oô-the-wisp or ignis fatuusïevery night. The sovereign encounters 

Blanka, the daughter of Alvinôs advisor Fabriz who was raised by Berthold and Rosa, and hopes 

to marry her to break the spell. Alvin requests Blankaôs presence. Rosa intercepts this message and 

shows up in Alvinôs court proclaiming she is Blanka. In the North German libretto, Alvin states 

that he will only pardon Berthold and Rosa if they bring him Blanka.  In the Viennese version, he 

allows the couple to leave without any repercussions and disregarding the objections of the 

members of his own court. According to Nedbal, the moralistic messages about absolutist figures 

that are presented in Die Entführung aus dem Serail, Die Entführung, Da ist nicht gut zu rathen, 

 
36 Nedbal, 62. 
37 Nedbal states that the depiction of Selim illustrates both the power of absolute monarchs and 

presents proper modes of behavior. The author also mentions how the differences between 

Bretznerôs and Stephanieôs versions reflected the different attitudes that the North Germans and 

Austrians had. See Nedbal, 62. 
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and Das Irrlicht, oder Endlich fand er sie symbolized that the Habsburg emperors were 

progressive, forward thinking, and possessed of absolute political powers.38 Furthermore, these 

operas demonstrate how the monarch used theater in the attempt to shape the views of their 

people.39 

 

K. 552 

The text of Lied beim Auszug in das Feld still focuses on topics related to the Austro-

Turkish War; however, the work is musically different from K. 535 and K. 539 as it is written for 

a smaller, more sophisticated audience. K. 552 can be found in the fourth volume of Angenehme 

und lehrreiche Beschäftigung für Kinder in ihren Freistunden (ñEnjoyable and Educational 

Activities for Children in their Leisure Timeò), a publication designed for youths from middle-

class families.40 The vocal work is accompanied by piano with no hint of the alla turca style. To 

a certain degree, the work appears to be a precursor to the romantic Lied, which Franz Schubert 

popularized. The pomposity and flamboyance of K. 539 is replaced in K. 552 with a refined and 

noble elegance, despite the fact that the two works share the same key and time signature. The 

tempo marking of the work, mit Würde (with dignity), gives the work a noble feel. Furthermore, 

the dotted patternïlong short, long shortïis prevalent (especially in mm 1ï3, see Example 1.5), 

 
38 Nedbal, 64. 
39 The Burgtheater was the theater for the court. During the reign of Joseph II, it is apparent that 

it began to cater to the lower classes and not just the aristocrats. The 1779 renovations to the 

theater increased non-aristocrat seating from 630 to 770. After the creation of the National 

Theater ticket prices decreased. Nedbal suggests that the mixture of different classes allowed the 

upper classes to reconfirm their moral superiority while at the same time teaching the lower 

classes how to behave properly. See Nedbal, 64.  
40 The text of K. 552 can be found on pages 97ï100 of Angenehme und lehrreiche Beschäftigung 

für Kinder in ihren Freistunden, Vol. 4. The music is printed on an insert before p. 97. 
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which also helps in the reinforcement of nobility.41 The orchestra and percussion, which assists in 

portraying the ñbarbaricò Turks in K. 539, is replaced by piano accompaniment in K. 552 that 

gives the work a more graceful feel. Mozartôs exclusion of dynamics avoids the sudden dynamic 

changes which makes the work appear to be more graceful. While the autograph of the composition 

has long been lostïConstanze, Mozartôs wife, contacted the publisher Breitkopf & Hªrtel on 15 

June and 8 July 1799 and claimed that while she was aware of its existence, she did not know 

where it wasïMozartôs composition diary has a date of 11 August 1788 attached to it.42 

Angenehme und lehrreiche Beschäftigung für Kinder in ihren Freistunden appeared in four 

volumes between 1787 and 1788 and not only incorporates texts that are designed to drum up 

positive support for the war but also contains a variety of didactic essays designed to give 

moralistic instructions about topics such as world history, housekeeping, and tips urging 

modesty.43 Mozartôs name can be found in all four volumes, suggesting that the composer actively 

participated in war propaganda and in the moralistic education of the youth. Whereas volumes 2 

and 3 mention Mozart as a subscriber to the series, the first volume contains the text and music of 

Mozartôs ñDie kleine Spinnerinò (ñThe little Spinnerò), K. 531.44 The work, dated 11 December 

1787, is a short, comical vocal composition with piano accompaniment and is didactic in nature. 

The composition describes an interaction between a young girl spinning and the neighbor boy, 

Fritz, who asks her to join in a game. The spinner replies that she will not fall for the boyôs schemes 

since she is aware how men like to flirt with and joke around women. She tells Fritz to try his luck 

 
41 These characteristics are present in Joseph Haydnôs anthem Gott erhalte Franz den Kaiser, 

which will be discussed later. 
42 Ernst August Ballin, Wolfgang Amadeus Mozart Kritische Berichte Serie III, Werkgruppe 8, ed. 

Wolfgang Plath and Wolfgang Rehm (Kassel: Bärenreiter, 1964), 157. 
43 This suggests that the work was geared towards both sexes. 
44 Text is on pages 178ï9. The music is printed on an insert, prior to page 178. 
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with another girl, as she will stay at home and do her work. The moral of this short playful work 

is that young women should ward off the advances of young men and can focus on their household 

duties. Although the poem alludes to seduction, there is a clear sexual rejection that reinforces the 

educational aspect of the composition. This is different from ñHeidenrºsleinò (ñRose on the 

Healthò), a famous poem by Goethe that Franz Schubert (1797ï1828) set to music in 1815. Here, 

the poem describes how a boy saw and seduced a girl, represented by a rose. The piano 

accompaniment of ñDie kleine Spinnerinò is light and airy as the tempo is marked Lebhaft (loving) 

and the eighth notes are marked staccato. The didactic music makes the serious message easier to 

digest for the listener. Apparently, the subscribers of the quarterly print enjoyed K. 531. In the 

preface of the second volume, the publisher acknowledges the praise K. 531 supposedly received 

and also apologizes for the printing errors.45 

The third volume of the series incorporates another Turkish war composition, Morgenlied, 

als ein Gebeth im Türkenkriege (ñMorning Song, as a prayer in the Turkish Warò), with an 

anonymous text and music for two voices and piano accompaniment by Franz Wolf.46 The text of 

this work is similar in style to Mozartôs Lied beim Auszug in das Feld, found in the fourth volume.47 

Both compositions are found in the same series, implying that the two works were created for the 

same audience. The piano accompaniment and the two voices suggest that the work was meant for 

a smaller and intimate location. While some features of the alla turca style are present in K. 552ï

 
45 Angenehme und lehrreiche Beschäftigung, vol 2, 3. 
46 Angenehme und lehrreiche Beschäftigung, vol 3, 92ï4. The publication does not identify who 

the author of the text is. 
47 Angenehme und lehrreiche Beschäftigung, vol 4, 97ï100. The music is added as an insert before 

p. 97. 
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the work is in cut time, C major, notes are repeated, and thirds are commonïthe composition does 

not have the exotic flair that is observable in K. 539. 

The text of Lied beim Auszug in das Feld, K. 552 focuses on topics related to the Austro-

Turkish War. Yet, the work is musically distinct from K. 539, because it contains only keyboard 

accompaniment and does not include the alla turca style. The text confirms the enlightened 

political morality, such as the refined and cultured characteristics of the upper classes (one example 

is the control of emotions) that is prominent in German operas of the time. Unlike K. 539, which 

focuses on arousing the audience to support the war and depicting the Austrian emperor as a 

powerful ruler who makes the enemy tremble with fear, K. 552 attempts to give diplomatic reasons 

why one should support the campaign by depicting Joseph as a loving and caring father figure. 

The text of K. 552 focuses on Joseph, the soldiers, and the struggle between good and evil. 

The composition draws parallels between Joseph and God, going as far as to state that the ruler is 

like a god on earth reinforcing the views of this era in which absolute rulers were depicted to 

represent a link between earth and heaven.48 Joseph is mentioned in the opening of the work, where 

the narrator describes how the emperor calls for his armies and how they will be loyal to him since 

they crave victory and honor. To reinforce the illusion that Joseph is on the ñrightò side of the 

conflict, it is proclaimed that God, himself, is in command of the troops in battle. The distinction 

between God and Joseph vanishes as the storyteller proclaims that the Habsburg ruler is like God 

because he protects the Turks and Jews and makes sure that there is peace for everyone. However, 

the narrator states that one country is attempting to undermine the peaceful nature of Josephôs 

 
48 Political and religious authoritarianism in the context of music is described in Mathew, 

Political Beethoven (Cambridge: Cambridge University Press, 2013), 102ï35. 
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activities. Although the nation is not named, it can be assumed that the recounter describes the 

Ottoman Empire. The text also details the struggle between good and evil and the need to eradicate 

the ñevil.ò The ñgoodò in this work is attached to Joseph and those on his side (Christians and 

those who agree with his actions) while ñevilò is applied to the Turks and those who hinder and 

disapprove of Josephôs ideas. The Christian God is described as someone who accepts everyone, 

regardless if they are Christian, Jew, Turk, or heathen, as they are all his children. This is why, as 

the narrator points out, everyone receives enough rain regardless of their beliefs. The author claims 

that the Turks know no justice besides their own fists, and are bound on murdering others. The 

text also warns that the Turks are attempting to manipulate others by claiming that they are the 

ñrealò victims in this conflict and Joseph is the perpetrator. 

References to soldiers in the text reinforce the adulation of the Emperor and his mission. 

The narrator describes the soldierôs roles as fathers to their families, primarily to make sure that 

their children are never in harmôs way. The text also states that wherever they appear, the 

(Austrian) soldiers are rewarded with plenty of food and drink. The text also reminds the readers 

that whoever supports Joseph, and, even better, whoever sacrifices oneôs life for the Emperor will 

be remembered, honored, and immortalized by God and their own children. This depiction of the 

emperor as a father figure in a publication for youth suggests that the work was meant to prepare 

young boys to become future soldiers and fathers in Josephôs Empire. 

The distinctions between the Turks and the emperor and his subjects in K. 552 are typical 

of compositions of this era. Typically, European characters were depicted as noble, refined, 

educated, respectful of others, and in control of their emotions. This distinction appears, for 

example, in Die Entführung aus dem Serail, as one can see from a comparison between Belmonteôs 
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ñnobleò aria ñHier soll ich dich den sehenò (ñHere should I see youò) of Act 1 and Osminôs 

ñbarbaricò aria ñSolche hergelaufône Laffen,ò of Act 2. Belmonte, a Spanish nobleman, enters the 

stage looking for Konstanze, his fiancée, who has been captured by pirates and sold a slave to 

Pasha Selim. Throughout his aria he declares his love for Konstanze: his longing to see her, his 

grief, and his agony. He also declares that he hopes that when Konstanze sees him here, it will 

bring joy to her. Osmin, in his aria complains about people who appear suddenly and want to ogle 

women. The text and music are ñbarbaricò to reinforce his ñotherness.ò This is reinforced later in 

the overseerôs aria, where Osmin describes to Perdrillo, a Westerner, how he will be beheaded, 

hung, impaled, burnt, and mangled. The musical accompaniment integrates alla turca 

characteristicsïkey signature (A minor), simple harmonic and melodic structure, repetitive notes, 

unison and double melodic lines, and the loud and full instrumentation that incorporates percussion 

and brass are attributes observable in similar stylistic worksïenhancing Osminôs barbaric and 

terrifying portrayal. The role of the overseer is also written for the bass, which helps give the 

character a larger and more powerful, as opposed to refined, presence on the stage. 

 

K. 587 

ñDer Sieg vom Helden Koburg,ò K. 587, is similar to K. 552 in that it is connected to the 

Austro-Turkish War but does not incorporate the alla turca style.49 The title is what gives this 

work its connection to the War effort.  K. 587 is a Contradance, and thus belongs to the same genre 

as K. 535, and is dated December 1789. Through its programmatic title, the work commemorates 

 
49 The location of the Autograph is unknown. 
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General Friedrich Josias von Sachsen-Coburg-Saalfeldôs victory over the Ottoman troops on 22 

September 1789 at the Battle of MŁrtineĸti.50 The work incorporates characteristics associated with 

both the alla turca style and contradances: it is in C major, is in 2/4 and encompasses 

straightforward melodies and harmonies. K. 587 has an airy, light, and pastoral feel from the 

violins, flutes, and bassoons playing piano and staccato eight-note passages in mm. 1ï16 (see 

Example 1.6). K. 539 and K. 552 proclaim that those who support the Emperor will be remembered 

and celebrated, and K. 587 is a work of one such glorifying remembrance. Being an orchestral 

work, there is no text and like K. 535 the title is what gives the work a specific programmatic 

meaning and connects it to the war effort. 

 

Conclusion 

 The vocal works K. 539 and K. 552, as well as the Contradances K. 535 and K. 587, channel 

Mozartôs support for the Austro-Turkish War. Ich möchte wohl der Kaiser sein and Lied beim 

Auszug in das Feld, for the most part, idolize Emperor Joseph and reinforce the power that absolute 

rulers had. K. 539 takes this one step further by incorporating the ñbarbaricò alla turca style to 

strengthen the notion that Joseph is so powerful that even the Turks tremble with fear. Although 

K. 552 depicts Joseph as an absolute monarch, this work also illustrates Joseph as a cultured, 

educated, father-like figure who knows what is best for the people and the empire. The musical 

depiction of Joseph as a powerful and absolute ruler makes use of the alla turca style, which helps 

illustrate his divine qualities, his strength and therefore his abilities to lead the empire to a 

 
50 MŁrtineĸti is a located in west-central Romania. 
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successful resolution of the conflict.51 The image of absolute monarchs as powerful is further 

emphasized, as has been noted in connection to K. 552, by associating negative characteristics 

with the Emperorôs enemies.  

 
51 The Austro-Turkish War of 1788ï91 ended inconclusive, resulting in the Treaty of Sistova. 
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Chapter 1 Music Examples 

Example 1.1 (mm. 1ï26) 
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Example 1.1 (mm. 1ï26: continued) 
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Example 1.1 (mm. 1ï26: continued) 
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Example 1.2 (mm. 1ï20) 
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Example 1.3 (mm. 64ï86) 
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