
The Transformation of Beethoven’s Christus am Ölberge

The oratorio Christus am Ölberge, Op. 85, 1 despite being Beethoven’s only through-

composed dramatic work, is not generally regarded as one of his masterpieces. It is now 

rarely performed or recorded.  Beethoven expressed dissatisfaction with the oratorio and 

especially with Franz Xaber Huber’s libretto2 and it seems that posterity has agreed.  In 

nineteenth-century Britain, probably originating in the early 1840s, an ambitious attempt 

was made to overcome the perceived shortcomings of Huber’s libretto by grafting a new 

libretto in English onto Beethoven’s music.  The new libretto is not a revision or 

translation of the original: it is completely new in every respect. The new title is Engedi 

or David in the Wilderness and the librettist is Henry Hudson (1798-1889).3 Engedi was 

published by J. Alfred Novello.  This paper describes what Engedi is, discusses how and 

why it was created and examines its performance history and reception, with a focus on 

the broader British context, which is not to say that the specific Irish context is also not 

worth exploring in detail.  The discussion of why Engedi was created focuses on the 

literary and religious aspects, particularly the significance of the way that Jesus in 

represented in Christus am Ölberge , arguing that this was an important factor in why  

Christus am Ölberge was considered objectionable to many in nineteenth-century Britain.

The creator of the Engedi libretto, Henry Hudson, was a prominent member of the

medical profession in nineteenth-century Dublin and is well-known to historians of Irish 

1 Christus am Ölberge was first performed at the Theater an der Wien on April 5, 1803.  It was published in
a revised version by Breitkopf und Härtel in 1811.
2 In a letter to Breitkopf und Härtel, 26 Aug. 1804, Beethoven writes “…I wrote the whole oratorio in a few
weeks, and afterwards I was not quite satisfied with it.”  Dr. A. C. Kalischer, Beethoven’s Letters, trans. J. 
S. Shedlock, (New York: Dover Publications, Inc., 1972), p. 54.   For Beethoven’s criticism of the libretto 
see a letter to Breitkopf und Härtel, 23 Aug. 1811, Ibid., p.120.
3 Louis van Beethoven, Engedi or David in the Wilderness, J. Alfred Novello, London, c.1857. 
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music. When Engedi was written Hudson was living at St Stephen’s Green, Dublin, 4 one 

of the city’s most prestigious addresses and a popular residence for members of the 

medical profession. Hudson was wealthy enough to be able to devote a considerable 

amount of time to music, his main interest, and he is now remembered as one of the main 

collectors of Irish folk melodies. Hudson’s main legacy is a collection of over 800 Irish 

folk melodies5 but he also transcribed German songs and composed melodies in a folk 

style. 6 But Hudson’s interests extended beyond medicine and music.  Between 1841 and 

1843 Hudson was editor of The Citizen, a Dublin monthly magazine with nationalist 

sympathies and devoted to politics, literature and art. There were twenty-two issues of 

this magazine and it later reappeared as Dublin Monthly Magazine. 7 Given the 

performance history of Engedi there is a reasonably strong possibility that the oratorio 

was created around the time when Hudson was editor of The Citizen.  Perhaps this role 

brought him the prestige and contacts that enabled him to get Engedi performed and 

published. 

Christus am Ölberge dramatises that part of the Passion of Jesus that takes place 

in Gethsemane as described in the New Testament, for example, Matthew 26:36-57.8 

4 Henry Hudson, Preface to Beethoven’s Engedi c. 1857.  The Dublin Directory of 1850 lists Hudson as 
living at 23, St Stephen’s Green: www.libraryireland.com/DublinDirectory1850/h.php. (accessed 19 
September 2010). In the Preface to Engedi Hudson gives his address as No. 24.
5 Comhaltas, Ireland’s Music Collectors, Henry Hudson 1798-1887, 
http://comhaltas.ie/music/treoir/detail/Irelands_music_collectors/ (accessed 1 October 2010). 
6 Photostatic copies of tunes in imitation of Irish Airs, National Library of Ireland, Ms. 7258, from originals
in the Allen A. Brown Collection in the Public Library of Boston Massachusetts, 
http://sources.nli.ie/Record/ms_UR_039424 (accessed 12 September 2010) and “Thirty songs, words and 
music, by Henry Hudson, with transcript of twenty German songs, with English versions, by the same, 
c.1835.”  Manuscript, Dublin, National Library of Ireland, Ms. 649, 
http://sources.nli.ie/Record/MS_UR_039428 (accessed 12 September 2010).
7 Galactic Central, Magazine Issues, The Citizen, www.philsp.com/data/data077.html (accessed 1 October 
2010).
8 All references to the Bible are to the Authorised Version.

2



Engedi dramatises an incident from the Old Testament: Saul’s pursuit of David as 

described in 1 Samuel, chapters 23-24.  There is a direct correspondence between the 

characters in the two versions of the oratorio [Fig. 1].

Fig. 1

Christus am Ölberge voice type Engedi

Jesus tenor David

Seraph soprano Prophetess

Chorus with the Seraph SATB Chorus with the Prophetess

Soldiers TTB Soldiers of Saul

Disciples TT Followers of David

Peter bass Abishai

Commentating chorus SATB Commentating chorus

           Both librettos feature one character not found in the Bible: Seraph in Christus am 

Ölberge and the Prophetess in Engedi.  In both works there are choruses, such as in the 

final celebratory chorus, which do not seem to represent any specific group of characters 

and therefore only comment on the action, though the chorus that accompanies the 

Seraph in Christus am Ölberge could be regarded as a chorus of Seraphs.   The complete 

texts of Christus am Ölberge, an English translation of Christus am Ölberge and the text 

of Engedi can be found in Appendix item 1.  Novello’s edition of Engedi also includes 

the text of Christus am Ölberge. In this edition both versions of the oratorio have 

fourteen numbers.

The similarities between the two narratives are striking.  The pursuit of Jesus by 

the soldiers in Christus am Ölberge has a parallel in Engedi in the pursuit of David by the
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Followers of Saul.  The main incident in what is a fairly static plot in both versions is, in 

Christus am Ölberge, Jesus restraining Peter’s attempt to attack the soldiers.  In Engedi 

the corresponding incident is David’s restraint of Abishai, who wants to kill Saul. The 

close parallels between the two narratives facilitate a relatively easy transfer of 

Beethoven’s music to Engedi. No. 13 is an example of where the two texts are so close in

meaning that Engedi could almost be a translation of the original German. 

There are, however, some notable differences between the two texts. First, as far 

as ideas are concerned, Huber’s libretto has a strong emphasis on the doctrine of the 

Atonement, giving Christus am Ölberge a strongly Protestant and Evangelical tone; it 

also emphasises the Lutheran doctrine of salvation through faith.  In Engedi these ideas 

are absent.  The contrast is illustrated by the two texts of No. 5. Here the ideas in 

Christus am Ölberge are theologically specific: the doctrines of atonement and salvation 

through faith are combined with condemnation of those who reject Jesus.  In Engedi there

is instead praise of Jehovah who “hears the meek and lowly” and brings the proud to 

shame. 

Second, the two versions end differently.  Christus am Ölberge ends with a chorus 

celebrating the victory represented by the Atonement and therefore looks into the future.  

Engedi ends with David’s enemies being miraculously spirited away, which is celebrated 

in a final chorus in praise of Jehovah. 

Engedi is clearly the creation of someone who understands how to set words to 

music.  Fig. 2 is an extract from No. 13, the trio “The Hour of Vengeance Cometh”.9  

9 This is incorrectly numbered as No. 14 in the score, where the numbers are wrong after No. 6: No. 8 
should be No. 7 etc.  This is probably a printing error.
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Hudson emphasises the important words “smite” and “Tyrant” at the right points both 

rhythmically and melodically in, for example, p. 59, bars 3, 4, 5,10 and11.  When David 

sings “Against the Lord’s anointed” the opening phrase rises to a melodic climax 

emphasising “Lord’s” with the highest and longest note.  The next phrase “our hands we 

must not raise” emphasises “must” by making it the highest note of the phrase. This 

extract is a good example of the approach to word-setting used by Hudson throughout the

score.
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Fig. 2

Extract from Engedi, No. 13 (incorrectly numbered as 14 in the score), “The Hour

of Vengeance Cometh”.
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The c. 1857 edition of Engedi has a Preface in which Hudson explains how and why he 

created the new libretto. This Preface (for the complete preface see Appendix item 2) is 

the major source of information about the creation of Engedi. 

The Preface begins:

The author of the words of the sacred Drama now submitted to the British public under the 

title of "Engedi," had long regretted that the music of Beethoven's noble oratorio, "Christus 

am Oelberge," appeared to be for ever excluded (as a whole) from public performance by the 

objectionable nature of the German libretto; and, having seen that every attempt hitherto 

made to modify the original subject had failed to produce the desired effect, he has been 

induced by the consideration of the analogies of the sacred history, to make the following 

attempt to adapt the musical ideas of the immortal Beethoven, to the facts of Saul's 

persecution of David.10

Hudson does not say exactly what it is that gives Huber’s libretto its “objectionable 

nature”, nor does he say why, if the whole is objectionable, the parts are not. It is 

unfortunate that Hudson does not tell us more about attempts to modify the libretto of 

Christus am Ölberge that did not change the oratorio’s subject-matter.  Hudson cites the 

failure of these attempts as one of his motivations for the creation of Engedi, which of 

course abandons the original subject completely.  Hudson’s radical approach may not 

have been unprecedented.  Extracts from “Beethoven’s oratorio of Judah” were 

10 Henry Hudson, Preface to Beethoven’s Engedi, Op.cit.
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performed at Hull in 183411 and this may be evidence of an earlier attempt at an Engedi-

like transformation.  If Hudson’s Preface is not particularly revealing about the 

motivation behind the text of Engedi, it is very informative about how the text was 

created:

So far as was possible, the author has availed himself of Scripture language; and David's 

words have been taken (almost wholly) from the Psalms generally attributed to him, though 

of course not in regular order, as it invariably throughout been the writer's first object to 

select words adapting themselves to the original music in its continually varying expression, 

which could not have been done had he taken any one Psalm as his text.12 

Hudson uses a traditional technique for the creation of an oratorio libretto: the paraphrase

of a Biblical text.  Hudson is careful to point out the relationship between his libretto and 

the Bible and later includes two quotations from 1 Samuel which form the basis for the 

action.  Hudson justifies his depiction of the actions of Abishai with a Biblical reference, 

“The author's excuse for making "Abishai" the individual to urge David to slay Saul, will 

be found in the 26th Chapter of Samuel, verses 8, 9, and 10.”  This concerns the problem 

of how to create a character in Engedi to correspond to Peter in Christus am Ölberge. In 1

Samuel it is David’s men, not Abishai, who urge him to attack Saul.13 Abishai does not 

appear until 1 Samuel, chapter 26, when he does indeed suggest an attack on Saul.14  The 

conflation of these two separate but similar incidents is therefore a clever solution, 

11 The Hull Packet (Hull, England), Friday, October 3, 1834; Issue 2602, Gale Group Databases, 19th 
Century British Library Newspapers, Gale doc. no. BB3205917313, <http:www.infotrac.galegroup.com>, 
(accessed 28 September 2010).
12 Henry Hudson, Preface to Beethoven’s Engedi, Op. cit.
13 1 Sam. 24:4 
14 1 Sam. 26:8-10
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without departing from paraphrase of the Bible, to the problem of finding a convincing 

parallel in Engedi to Peter in Christus am Ölberge. 

If there is an overriding idea in Hudson’s Preface it is faithfulness to the Bible.  

Hudson does not mention the one major departure in Engedi from the Biblical text, the 

introduction of the Prophetess, but this is clearly an inevitable licence. Hudson ends the 

Preface with his hopes for Engedi.  These are quite ambitious:

How far the author has succeeded, he must leave to others to determine; but, if the result 

should be the production at our festivals or elsewhere of this magnificent and highly dramatic

work of Beethoven, he will feel amply rewarded for the trouble it has given him to endeavour

to do it justice.15

An examination of the reception and performance history of Engedi and Christus am 

Ölberge in the English-speaking world during the nineteenth century reveals Hudson’s 

statement that Christus am Ölberge “appeared to be for ever excluded (as a whole) from 

public performance”16 is inaccurate. 

Beethoven’s Mount of Olives17 was performed in Britain in its entirety throughout 

the nineteenth century and was usually very favourably received.  Mount of Olives was 

performed as early as 1814 at Drury Lane Theatre, London.18  In 1819 it was performed 

15 Henry Hudson, Preface to Beethoven’s Engedi, Op.cit.
16 Henry Hudson, Preface to Beethoven’s Engedi, Op.cit.
17 This is usually how the oratorio was referred to in the nineteenth-century English-speaking world and 
usually indicates a performance in English.  There were also performances under the title Cristo Sull 
Oliveto indicating performance in Italian.  Performance of the oratorio in German seems to have been rare 
in nineteenth-century Britain.
18 The Morning Post (London, England), Friday, April 1, 1814, pg. [1]; Issue 13476, Gale Group Databases,
19th Century British Library Newspapers, Gale doc. no. R3209504190, 
<http:www.infotrac.galegroup.com>, (accessed 28 September 2010).
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at Edinburgh Musical Festival where it received a favourable review.19  In 1823 it 

featured in the Liverpool Grand Musical Festival where it was performed along with 

those stalwarts of the oratorio repertoire, Handel’s Messiah and Haydn’s Creation.20  In 

1832 Beethoven’s “celebrated oratorio” Cristo Sull Oliveto was performed “entire” at The

King’s Theatre London by “French and German artists engaged by the theatre”.21  

In 183422 and again in 183623  Mount of Olives was by performed by the pupils of the 

Royal Academy of Music at the Hanover Square Rooms, London. A reviewer of the 1834

Hanover Square performance referred to Mount of Olives as Beethoven’s “masterly 

oratorio”. 24  A performance of Mount of Olives at Manchester Music Festival in 1836 

received a particularly long and favourable review.25 After an 1855 performance at St. 

Martins Hall, London, one reviewer called Mount of Olives the “sublimest oratorio”.26  

19 Caledonian Mercury (Edinburgh, Scotland), Monday, October 25, 1819; Issue 15311, Gale Group 
Databases, 19th Century British Library Newspapers, Gale doc. no. BB3205378430, 
<http:www.infotrac.galegroup.com>, (accessed 20 September 2010).
20 The Lancaster Gazette and General Advertiser (Lancaster, England), September, 1823, Gale Group 
Databases, 19th Century British Library Newspapers, Gale doc. no R3209082675, 
<http:www.infotrac.galegroup.com>, (accessed 10 September 2010).
21 The Morning Post (London, England), Thursday, June 7, 1832; Issue 19187, Gale Group Databases, 19th 
Century British Library Newspapers, Gale doc. no. R3209834658, <http:www.infotrac.galegroup.com>, 
(accessed 10 September 2010).  
22 The Morning Post (London, England), Monday, March 24, 1834; Issue 19747, Gale Group Databases, 
19th Century British Library Newspapers, Gale doc. no. R3209935455, 
<http:www.infotrac.galegroup.com>, (accessed 10 September 2010).
23 The Morning Post (London, England), Wednesday, February 24, 1836; pg. [1]; Issue 20348, Gale Group 
Databases 19th Century British Library Newspapers, Gale doc. no. R3209866067, 
<http:www.infotrac.galegroup.com>, (accessed 10 September 2010).  
24 The Morning Post, (London, England), Monday, March 24, 1834; Issue 19747, Op.cit.
25 The Morning Post (London, England), Monday, September 19, 1836; Issue 20525, Gale Group 
Databases, 19th Century British Library Newspapers: Part II, Gale doc. no. R3209529148, 
<http:www.infotrac.galegroup.com>, (accessed 28 September 2010).  For another favourable review see     
Caledonian Mercury (Edinburgh, Scotland), Thursday, September 22, 1836; Issue 17985, Gale Group 
Databases, 19th Century British Library Newspapers, Gale doc. no.  BB3205423361, 
<http:www.infotrac.galegroup.com>, (accessed 5 September 2010). 
26 The Examiner (London, England), Saturday, January 20, 1855; Issue 2451, Gale Group Databases, 19th 
Century British Library Newspapers, Gale doc. no. BB3201007844, <http:www.infotrac.galegroup.com>, 
(accessed 5 September 2010).
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Mount of Olives took its place at the major music festivals of nineteenth-century 

Britain and seems to have been a regular concert item.  One reviewer complained in 

1864, when Mount of Olives was performed at the Birmingham Musical Festival, that it 

had been neglected since 1855 27 but as late as 1882 Mount of Olives is referred to as “an 

old favourite” when performed at the same festival.28  Mount of Olives had a place at the 

Three Choirs Festival too, for example, being performed at the Worcestershire Musical 

Festival in 188129 and 1890.30 This is not the kind of performance history we would 

expect on the basis of Hudson’s Preface to Engedi, even given that Hudson can only refer

to performances before the 1840s.  Mount of Olives was certainly, in nineteenth-century 

Britain not “forever excluded (as a whole) from public performance”.31

In nineteenth-century Britain Engedi also had an impressive performance history 

and was a regular concert item up until 1905 at least.  Hudson’s goal of “production at 

our festivals or elsewhere”32 was achieved, for Engedi was performed not only in Britain 

but overseas. In Britain Engedi became part of the mainstream repertoire though it is 

difficult to identify the date of the first performance. In 1848 a reviewer of a 

Worcestershire Musical Festival performance stated that Engedi had been created for 

27 Birmingham Daily Post (Birmingham, England), September 10, 1864; Issue 1917, Gale Group 
Databases, 19th Century British Library Newspapers, Gale doc. no. BA3201099097, 
<http:www.infotrac.galegroup.com>, (accessed 25 August 2010).
28 Liverpool Mercury etc. (Liverpool, England), Wednesday, July 5, 1882; Issue 10759, Gale Group 
Databases, 19th Century British Library Newspapers, Gale doc. no. BB3204242164, 
<http:www.infotrac.galegroup.com>, (accessed 25 September 2010).
29 Borrow’s Worcester Journal (Worcester, England), Saturday, February 5, 1881, pg. 7; Issue 9773, Gale 
doc. no. Gale Group Databases, 19th Century British Library Newspapers: Part II, Gale doc. no. 
R3208982920, <http:www.infotrac.galegroup.com>, (accessed 20 September 2010). 
30 Daily News (London, England), Monday, July 21, 1890; Issue 13819, Gale Group Databases, 19th 
Century British Library Newspapers, Gale doc. no. BA3203219879, <http:www.infotrac.galegroup.com>, 
(accessed 20 September 2010).
31 Henry Hudson, Preface to Beethoven’s Engedi, Op.cit. 
32 Henry Hudson, Preface to Beethoven’s Engedi, Op.cit.

12



performance at Exeter Hall33 (the Strand, London). If true this would place the first 

performance around 1840 as there is a documented performance of Engedi at the 1842 

Worcestershire Musical Festival.34  Other notable early performances of Engedi were by 

the Sacred Harmonic Society at Exeter Hall, London, in 184335 and 1846.36 This may 

indicate, if the 1848 reviewer of the Worcestershire Musical Festival is correct about the 

Exeter Hall connection, that the Sacred Harmonic Society also gave the first 

performance. 

The performance history of Engedi indicates that its promoters were influential 

and the oratorio must have appealed to audiences. Apart from performances at the Three 

Choirs Festival and at Exeter Hall, London, Engedi was performed in Dublin,37 

Glasgow,38 Nottingham,39 Bristol,40 Liverpool,41 and overseas in Boston Massachusetts42 

33 Daily News (London, England), Friday, September 8, 1848; Issue 713, Gale Group Databases, 19th 
Century British Library Newspapers, Gale doc. no.  BA3202835828, <www.infotrac.galegroup.com>, 
(accessed 12 September 2010).
34 The Era (London, England), Sunday, September 25, 1842; Issue 209, Gale Group Databases, 19th 
Century British Library Newspapers, Gale doc. no.  BA3202400529, <www.infotrac.galegroup.com>, 
(accessed 12 September 2010).  The notice implies that Engedi is a relatively new work.
35 The Era, (London, England), Sunday, March 26, 1843; Issue 235, Gale Group Databases, 19th Century 
British Library Newspapers, Gale doc. no. BA3202401221, <www.infotrac.galegroup.com>, (accessed 23 
September 2010). 
36 Arts & Humanities Research Council Concert Programmes. Collection: Sacred Harmonic Society (1837-
1881), unique identifier d.493, http://www.concertprogrammes.org.uk/ (accessed 1 October 2010).
37  Freeman’s Journal and Daily Commercial Advertiser (Dublin, Ireland), Friday, June 4, 1852, Gale 
Group Databases, 19th Century British Library Newspapers, Gale doc. no. Y3204590095, 
<www.infotrac.galegroup.com>, (accessed 24 September 2010).
38 The Era (London, England), Sunday, November 6, 1862; Issue 1260, Gale Group Databases, Gale doc. 
no. BA3202435958, <www.infotrac.galegroup.com>, (accessed 24 September 2010).
39 Nottinghamshire Guardian (London, England), Friday, October 19, 1866, Gale Group Databases, 19th 
Century Newspapers, Gale doc. no.  R3213319724, <www.infotrac.galegroup.com>, (accessed 20 
September 2010).
40 Daily News (London, England), Friday, October 20, 1876; Issue 9515, Gale Group Databases, 19th 
Century Newspapers, Gale doc. no. Y3203086058, <www.infotrac.galegroup.com>, (accessed 20 
September 2010).
41 Liverpool Mercury etc. (Liverpool, England), Saturday, November 12, 1892; Issue 13996, Gale Group 
Databases, Gale doc. no. Y3204365694, <www.infotrac.galegroup.com>, (accessed 21 September 2010).
42 Boston College University Libraries, http://agama.bc.edu;1701/primo_library/libweb
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and in Melbourne, Australia.43  Engedi did not supplant Mount of Olives and both 

versions of the oratorio were popular throughout the nineteenth century.  The decline in 

interest in both versions appears to have started at the same time, around 1890.  After 

1890 it becomes increasingly difficult to find complete performances of either Mount of 

Olives or Engedi, though extracts were still popular, 44 particularly the final chorus.  The 

performance in 1905 at Bristol45 may be Engedi’s swansong as far as performance at 

major festivals was concerned.

A study of the reception of Engedi reveals not only varied critical reactions, but 

also provides insight into why Engedi was created and why some audiences preferred it 

to the original oratorio. In spite of Hudson’s Preface not everyone was waiting for 

Beethoven’s music to be freed from the original “objectionable” libretto: from the start 

some critics were dismissive of Engedi.  After a performance in 1848 at the 

Worcestershire Musical Festival the Daily News reviewer commented: 

This so called oratorio of “Engedi” is an application of the music of  “The Mount of Olives” 

to a different subject made for the use of Exeter-hall; a proceeding not only unnecessary and 

uncalled-for, but most injurious to the work.  We are sorry to see that any further use is made 

of this tasteless risaccimento.46

43 Arts & Humanities Research Council Concert Programmes. Collection: Melbourne Philharmonic Society
(1859-69) unique identifier 7895.ee5, http://www.concertprogrammes.org.uk/ (accessed 1 October 2010).
44 For example, the chorus “Where is he?” (from No. 11) was performed at Middlesborough in 1893. 
Northern Echo (Darlington, England), Monday, November 13, 1893; Issue 7398, Gale Group Databases, 
19th Century British Library Newspapers, Gale doc. no. BA3200242475, <www.infotrac.galegroup.com>, 
(accessed 23 September 2010).
45 The Times, Saturday, October 14, 1905, pg.8; Issue 37838; col B. The Times Digital Archive 1785-1985, 
Richmond Central Library, <www.infotrac.galegroup.com>, (accessed 15 September 2010). 
46 Daily News (London, England), Friday, September 8, 1848; Issue 713, Gale Group Databases, 19th 
Century British Library Newspapers, Gale doc. no. BA3202835828, <www.infotrac.galegroup.com>, 
(accessed 20 September 2010).
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A successful performance history did not lead to complete acceptance.  The reviewer of 

The Examiner was delighted when, after an 1855 performance of a new work by Mrs 

Mounsey Bartholomew at St. Martin’s Hall, London, there was added:

…for the satisfaction of all comers, the sublimest piece of oratorio music extant, Beethoven’s

Mount of Olives, freed from the costume in which it is usually made to masquerade under the

title Engedi.47

 

An 1860 review of a performance in Dublin of Hudson’s version of the final chorus was 

dismissive:

The “Hallelujah” from Beethoven’s Mount of Olives was grand in the extreme.  Some 

musical cobbler has had the assumption to adapt this divine work to a worthless libretto, 

under the title of “Engedi”, and it is hoped that Mr Gaskin [the conductor] when next he 

performs Beethoven’s “Hallelujah”, will procure a genuine copy of the work, and not a 

counterfeit, for his own character’s sake.48

47 The Examiner (London, England), Saturday, January 20, 1855; Issue 2451, Gale Group Databases, 19th 
Century British Library Newspapers, Gale doc. no. BB3201007844, <www.infotrac.galegroup.com>, 
(accessed 20 September 2010).
48 The Era (London, England), Sunday, July 8, 1860; Issue 1137, Gale Group Databases, 19th Century 
British Library Newspapers, Gale doc. no. BA3202430722, <www.infotrac.galegroup.com>, (accessed 25 
September 2010).

15



Engedi did receive favourable reviews49 but even more telling than these are reviews that 

reveal the motivation for the creation of the oratorio. One review of the 1866 Norwich 

Music Festival discusses settings of the Passion by J.S. Bach and Handel, but also refers 

to Beethoven’s Mount of Olives even though the review is mainly a discussion of what is 

referred to as Handel’s “Passion Music”, some of which was performed at the festival. 

The review begins with a discussion of the history of two works by Handel then discusses

Bach’s settings of the Passion, stating that Bach’s St. Matthew Passion is the greatest of 

his works in this genre. A reference to Mount of Olives appears in this discussion of 

“Bach’s great passion music”:50

Even in so comparatively modern a work as Beethoven’s oratorio The Mount of Olives, the 

Saviour is introduced as one of the characters – a practice so repugnant to English feeling 

that an alteration is always made this respect when the music is performed in this country.51

The same idea is found as late as 1893, in a review of a performance in Middlesborough 

of a chorus from Mount of Olives: 

49 Freeman’s Journal and Daily Commercial Advertiser (Dublin, Ireland), Friday, June 4, 1852, Gale 
Group Databases, 19th Century British Library Newspapers, Gale doc. no. Y3204590095, 
<www.infotrac.galegroup.com>, (accessed 24 September 2010). Review of a performance at Bristol 
Triennial Festival, Manchester Times (Manchester, England), Saturday, September 16, 1876, Gale Group 
Databases, 19th Century British Library Newspapers, Gale doc. no. Y3206443644, 
<www.infotrac.galegroup.com>, (accessed 24 September 2010). Review of a performance at Bristol 
Musical Festival, The Times, Saturday, October 14, 1905, pg.8; Issue 37838; col. B, The Times Digital 
Archive 1785-1985, Richmond Central Library, <www.infotrac.galegroup.com>, (accessed 15 September 
2010).
50 Daily News (London, England), Friday, November 2, 1866; Issue 6395, Gale Group Databases, 19th 
Century British Library Newspapers, Gale doc. no. Y3203004368, <www.infotrac.galegroup.com>, 
(accessed 25 September 2010).
51 Daily News (London, England), Friday, November 2, 1866, ibid. 
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We have spoken of the “Mount of Olives” but in reality the chorus rendered, “Where is He?” 

was from the adaptation by Dr. Hudson, of Dublin, in which, in deference to an English 

prejudice against the appearance of Christ as a personage in an oratorio, the story was 

changed to that of David, and the title to “Engedi”.  Nous avons change tout cela; and we 

now accept “The Redemption” from a Gounod with the dramatic unities intact.52 

However, in 1870 a review of a performance of Mount of Olives at Crystal Palace, 

London, had already asserted that the oratorio in its original form was now acceptable to 

religious people:

The time when this Oratorio could only be performed as Engedi or David in the Wilderness, 

is happily past; and even the religious public now listen to the Mount of Olives without 

suspicion of cardinal sin.  In the great Crystal Palace audience there must have been many 

religious people who assuredly went away none the worse for assuredly “sitting under” 

Beethoven.53

All this strongly suggests why Hudson calls Huber’s libretto “objectionable” and why 

Engedi found a receptive audience in the period c.1840-1900.  The objection is to the 

way in which Jesus is represented. But this conclusion raises the question why Jesus in 

Christus am Ölberge should be less acceptable than Jesus in say, Bach’s St Matthew 

Passion, where the representation of Jesus appears to have more easily gained 

acceptance.  One answer is that Huber’s libretto represents Jesus as a character on a par 

52 Northern Echo (Darlington, England), Monday, November 13, 1893; Issue 7398, Gale Group Databases, 
19th Century British Library Newspapers, Gale doc. no. BA3200242475, <www.infotrac.galegroup.com>, 
(accessed 20 September 2010).
53 The Graphic (London, England), Saturday, March 5, 1870; Issue 14, Gale Group Databases, 19th Century 
British Library Newspapers, Gale doc. no. BA3201412867, <www.infotrac.galegroup.com>, (accessed 15 
September 2010).
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with any other character and does not take account of his special status in Christian 

theology. One way that Jesus’ special status is acknowledged in a work such as Bach’s 

St. Matthew Passion is by confining the words spoken by Jesus to those that appear the 

Bible; this is one way of treating the representation of Jesus with appropriate reverence. 

This is very clearly seen in numbers 24-34 of Bach’s St. Matthew Passion,54 which 

dramatise the same part of the Passion as Christus am Ölberge.  While there are additions

to the Biblical text in this part of the St Matthew Passion, the words spoken by Jesus are 

confined to quotations from the gospel of St. Matthew: No. 24: Matt. 26:36-38; No. 27: 

Matt. 26:39; No. 30: Matt. 26:42; No. 32: Matt. 26:45-46 and 50; No. 34. Matt. 26:52-53 

and 55.

Not only does Huber add to the words spoken by Jesus in the Bible, but in the 

process he creates a Jesus who is psychologically little different from any other character 

in the drama. This is seen particularly clearly in No. 2 and No. 3, where Huber writes two

substantial monologues for Jesus. No. 2 is a meditation on the Atonement which gives us 

an angst-ridden and voluble Jesus. No. 3 makes reference to Matt. 26:39 or perhaps Mark

14:36, but adds much more of Huber’s own invention.  In No. 8 the idea of Jesus’ duet 

with the Seraph has no basis in the Bible.  The text of No. 9 has only the most tenuous 

relationship to anything in the gospels.  In addition, the musical setting applies the full 

apparatus of the romantic music dramatist to the text.  This is a musical language suited 

to exploring the psychology of the heroic characters of Romantic opera, but not, without 

problems, to Jesus. 

54 J. S. Bach, St. Matthew Passion, Novello Publishing Ltd., London, 1997, pp.53-98.
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There is some evidence that attitudes to the representation of Jesus in a music 

drama had changed by 1870,55 though it would be wrong to underestimate the extent to 

which more conservative attitudes continued to persist. However, at the end of the 

century the sensibilities that created Engedi were probably mostly consigned to history.  

However, from the critical point of view at least, the last years of the performance history

of Engedi included one high note.  The reviewer of the 1905 performance in Bristol 

commented that “the music is better suited to David than to Jesus”,56 indicating that the 

issue of how to properly represent Jesus in a music drama was still to some extent alive.

Barry Mitchell

October 2010 revised October 2019

55 As argued in the review of Mount of Olives in The Graphic (London, England), Saturday, March 5, 1870;
Issue 14, op.cit.
56 The Times, Saturday, October 14, 1905, pg.8; Issue 37838; col B. The Times Digital Archive 1785-1985, 
Richmond Central Library, <www.infotrac.galegroup.com>, (accessed 15 September 2010).
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Appendix
Item 1

Number Christus am Ölberge Christus am Ölberge, English 
translation.57

Engedi or David in the 
Wilderness.

1 Introduction Introduction
2 Jesus

Recitativ 

Jehovah, du mein Vater' o sende 
Trost und Kraft und Stärke mir!  
Sie nahet nun, doe Stunde meiner 
Leiden, von mir erkoren schon, 
noch eh' die welt auf dein Geheiss
dem Chaos sich entwand.  Ich 
höre deines Seraphs 
Donnerstimme.  Sie fordert auf, 
wer statt der Menschen sich vor 
dein Gericht jetzt stellen will.  O 
Vater!  Ich erschein' auf deiner 
Ruf.  Vermittler will ich sein, ich 
büsse, ich allein, der Menschen 
Schuld.  Wie könnte dies 
Geschlecht, aus Staub gebildet , 
ein Gericht ertragen, das mich 
deinen Sohn, zu Boden drückt?  
Ach sich', wie Bangigkeit, wie 
Todesangst mein Herz mit Macht 
ergrieft!  Ich leide sehr, mein 
Vater!  o sieh', erbarm' dich mein!

Jesus
Recitative 

Jehovah, Thou my Father, as 
Thou hast power, give me 
strength to bear!
Now in this hour sorrowful is my 
grief.  I have glorified Thee.  
Even before Thy command, from 
chaos the world was formed. The 
voices of Thy seraphs now 
thunder commanding him who 
dies for men alone to stand before
Thy judgment seat.  O Father!  I 
will appear at his call, to 
intercede with Thee, to atone, I 
alone, for guilty man.  How can 
this feeble race, from dusted 
created, ever know the feeling 
that I, Thy only Son, must now 
endure?  Ah, see the pangs that 
throb my heart!  My soul is faint, 
my Father!  See how my heart 
does throb.  O pity me!

David
Recit.

JEHOVAH!  hear, oh hear me.  
Thou art my hope.  Oh Lord, 
deliver me; stretch forth Thy hand
to help me in my trouble.  I bless 
Thy holy name; Thou art my 
refuge and my shield; in Thee 
alone I trust.  How awful is Thy 
wrath, oh God of Israel!  Arise, oh
Lord, and let thine enemies be 
scattered and flee before Thee.  
Oh Father!  hear and grant Thy 
servant's prayer, who bends before
Thy throne in sorrow, for my foes 
have sought my life.  Remember 
our reproach, wherewith Thine 
enemies have reproached Thy 
servants. - Arise!  Oh God of 
hosts, forsake me not!  Behold 
how fearfully the pains of death 
oppress and wound my soul.  My 
heart is faint, my Father!  Behold 
my heart is faint.  Have mercy, 
Lord!

3 Jesus
Arie

Meine Seele ist erschüttert von 
den Quallen die mir dräu'n; 
Schrecken fasst mich, und es 
zittert grässlich schaudernd mein 
Gebein.  Wie ein Fieberfrost 
ergreifet mich die Angst beim 
nahen Grab, und von meinem 
Antlitz träufet, statt des 
Schweisses, Blut herab, Vater!  
Tief gebeugt und kläglich fleht 
dein Sohn hinauf zu dir!  Deiner 

Jesus
Aria

My whole soul within me 
trembles, From the torture 
drawing near.  O behold me, see 
me tremble.  See the pain that 
fills my soul.  How my heart is 
full of sorrow.  With the thought 
of deathly pain.  Drops of blood 
and sweat of torment, From my 
forehead fall like rain.  Father!  O
glorify Thou me, With the glory 
that is Thine, And the power if 

David
Air

Oh my heart is sore within me,
And my spirit faints away;
Terrors seize me, and in darkness
I am dwelling night and day.

Like the shadow that declineth,
Are my days with constant fears;
I am weary with my groaning,
And my eyes are dim with tears.

Father! Lord!  in pain and sorrow,

57 Anon.  Ludwig van Beethoven.  Christ on the Mount of Olives.  Vienna Academy Chorus and Vienna 
State Opera Orchestra conducted by Hermann Scherchen.  The World Record Club Limited ST 406, 
recorded 1962.  Vinyl LP Record, sleeve notes.
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Macht ist Alles möglich; nimm 
den Leidenskelch von mir!

Thou are willing;  Take away this
cup from me.

Lo!  Thy servant prays to Thee
(For Thy power is unbounded);
Lord, arise, deliver me.

4 Seraph
Recitativ 

Erzitt're, Erde!  Jehovah's Sohn 
liegt hier, sein Antlitz lief in 
Staub gedrückt, vom Vater ganz 
verlassen, und leidet unnennbare 
Qual.  Der Gütige!  Er ist bereit, 
den martervollsten Tod zu 
sterben, damit die Menschen, die 
er liebt, vom Tode aufer stehen 
und ewig, ewig leben.

Seraph 
Recitative 

The Seraph spoke thus:  This is 
Jehovah's son.  Behold him!  In 
the earth he lies; for his Father 
now hath left him enduring 
terrible sorrow.  The Holy One 
has now prepared to die a bitter 
death for sinners; a willing 
saviour to save a cruel world, to a
life everlasting.  Thus man lives 
eternally.

Prophetess
Recit.

What sorrow pierceth David's 
heart?  Dejected on the earth he 
lies; he fears the Lord forsakes 
him, and suffers the pains of hell. 
- How blest the man who trusts in 
God!  and walketh in the paths of 
wisdom.  The Lord exalteth him 
He loves:- To God belongeth 
vengeance.  The haughty shall be 
humbled.

5

continues into 
No.6

Seraph
Arie

Preist des Erlösers Güte, preist, 
Menschen, seine Huld!  Er stirbt 
für euch aus Liebe, sein Blut tilgt 
eure Schuld, O Heil euch ihr 
Erlösten!  Euch winket Seligkeit, 
wenn ihr getreu in Liebe, in 
Glaub' und Hoffnung seid, Doch 
weh!  Die frech entehren das 
Blut, das für sie floss, sie trifft der
Fluch des Richters, Verdammung 
ist ihr Loos.

Seraph
Aria

Prize the Redeemer's goodness; 
All men prize His grace.  He dies 
in loving kindness to save your 
guilty race.  O praise Him, great 
Redeemer.  Your Saviour 
sacrificed.  To man He brings 
salvation Through faith, with 
hope of life.  To those 
dishonouring his sacrifice of 
blood, God shall condemn them 
all; His judgment is their lot.

Prophetess
Aria

Praise ye Jehovah's goodness,
And bless His holy name;
He hears the meek and lowly,
The proud He brings to shame.
Bless and praise His holy name.

6
continuation of
No.5

Seraph, Chor

O Heil euch ihr Erlösten!  Euch 
winket Seligkeit, wenn ihr getreu 
in Liebe, in Glaub' und Hoffnung 
seid, Doch weh!  Die frech 
entehren das Blut, das für sie 
floss, sie trifft der Fluch des 
Richters, Verdammung ist ihr 
Loos.

Seraph and Chorus

O praise Him, great Redeemer.  
Your Saviour sacrificed.  To man 
He brings salvation Through 
faith, with hope of life.  To those 
dishonouring his sacrifice of 
blood, God shall condemn them 
all; His judgment is their lot.

Prophetess and Chorus

Oh praise Him, all ye nations,
How blest, how blest are they
Who trust in God, and love Him,
And all his laws obey.

But woe to those who hate Him,
Or say, "He hath forgot:"
The curse of God is on them,
Destruction is their lot.

7 Jesus
Recitativ

Verkündet, Seraph, mir dein 
Mund Erbarmen meines ew'gen 

Jesus
Recitative

Abba, my Father, O declare!  
Take away in this hour all my 

David
Recit.

Prophetic voices now proclaim the
goodness of our heavenly Father.  
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Vaters?
Nimmt er des Todes Schrecknisse
von mir?

Seraph
Recitativ

So spricht Jehovah: Eh' nicht 
erfüllet ist das heilige Geheimniss
der Versöhnung, so lange bleibt 
das menschliche Geschlecht 
verworfen und beraubt des 
ew'gen Lebens.

fear.  Nevertheless, not what I 
will, but Thine.

Seraph
Recitative

So spake Jehovah: The curse 
remains on man until atonement 
is made by shedding blood.  The 
law must be fulfilled or man is 
lost; When this debt is paid, man 
will live forever.

The fear of death no more afflicts 
my soul.

Prophetess
Recit.

Thus saith Jehovah!  Until the fate
of Saul (who seeks to destroy 
thee) is accomplished, 'mid rocks 
and caves and forests thou must 
dwell a wanderer and stranger to 
thy brethren.

8 Jesus, Seraph
Duetto

So ruhe denn mit ganzer 
Schwere, auf mir, mein Vater, 
dein Gericht.  Giess' uber mich 
den Strom der Leiden, nur zürne 
Adams Kindern night.

Erschuttert sch'ich den Erhab'nen,
in Todesleiden eingehüllt.  Ich 
bebe, und mich selbst umwehen 
die Grabesschauer, die er fühlt.  
Gross sind die Qual, die Angst, 
die Schrecken, die Gottes Hand 
auf ihn ergiesst: dosh grösser ist 
noch seine Liebe, mit der sein 
Herz die Welt umschliesst!

Jesus and Seraph
Duet

On me then falls this heavy 
burden.  Its weight, O Father, 
help me bear; On me now falls 
the weight of anguish.  If Thou 
will mankind's children spare.

Behold the Saviour!  How he 
trembles!  What heavy sorrows he
sustains; Such weighty burdens 
fall upon him; A world of grief 
and heavy pains.  Though great 
the pain, the grief, the terror, 
From God's own justice on Him 
hurled, Yet greater far the love 
and mercy All used to save a 
woeful world!

David and Prophetess
Duet

I love the Lord, because He heard 
me;
My tongue shall ever sing His 
praise;
Remember, Lord, Thy tender 
mercies,
And teach Thy servants all Thy 
ways.

The Lord beholdeth His anointed,
Regards his woes, and hears his 
prayers:
The terrors of his foes surround 
him,
But God will save him from their 
snares.

How great the pain, the grief, and 
anguish,
wherewith Jehovah tries him/me 
still:
But greater far His loving 
kindness,
To those who keep His holy will.

9 Jesus
Recitativ

Willkommen, Tod, den ich am 
Kreuze zum Heil der Menschheit 
blutend sterbe!  O seid in eurer 
kühlen Gruft gesegnet, die ein 
ew'erg Schlaf in seinen Armen 
hält; ihr werdet froh zur Seligkeit 
erwachen.

Jesus
Recitative

O welcome, death, which I must 
suffer, for man's salvation, on the 
cross.  O, ye who in cold graves 
are sleeping, in eternal sleep deep
in its grasp holds fast, henceforth 
awake to joy and bliss.  Awaken.

David
Recit.

Then welcome, death, if such thy 
pleasure, heavenly Father!  Oh ye,
who in your quiet graves are 
sleeping; all ye His saints who 
obeyed His voice! how blest are 
ye!  The Lord shall be your 
portion.
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10 Kreiger

Wir haben ihn gesehen nach 
diesem Berge gehen, entfliehen 
kann er nicht, ja, seiner wartet das
Gericht.

Soldiers

We surely here shall find him.  
We'll take him and we'll find him.
Although he tries to fly, 
Tomorrow he will die!

DISTANT CHORUS OF THE 
SOLDIERS OF SAUL, 
GRADUALLY COMING 
NEARER.

We surely here shall find him,
And fast in chains we'll bind him;
To hide from us in vain,
We have sworn he shall be slain.

11 Jesus
Recitativ

Die mich zu fangen ausgezogen 
sind, die nahen nun.  Mein Vater! 
O fuhr in schnellem Flug der 
Leiden.  Stunden an mir vorüber, 
dass sie flieh'n, rasch, wie die 
Wolken, die ein sturmwind treibt,
an deinem Himmein zieh'n.  Doch
nicht mein Wille; dein Wille nur 
geschehe. 

Soldiers

Hier ist er, der Verbannte, der 
sich im Volke kühn, der Juden 
Konig mannte; ergrieft und bindet
ihn!

Jünger

Was soll der Lärm bedeuten?  Es 
ist um uns geschehen!  Umringt 
von rauhen Kriegern, wie wird es 
unsergehn?

Jesus
Recitative

They now approach the great 
Redeemer, who prays to heaven; 
O Father, do let the heavy hours 
of pain pass O'er me soon; let 
them fly like the swift winds as it 
pushes a storm quickly across the 
sky.  Yet, not my will be done; 
Thine only be accomplished.

Soldiers

Now, traitor, we will tie thee and 
punish thee at last, Thou self-
styled King of Jewry, we'll seize 
and bind thee fast!

Disciples

What noise is this around us?  
Our deadly foes have found us!  
With soldiers cruel on high, O 
whither can we fly?

David
Recit.

My deadly enemies compass me 
about on every side.  Jehovah!  
Thou knowest all my thoughts; be 
near to help me, and save Thy 
servant.  Let Thy wrath overtake 
them: let their way be dark.  
Destroy Thou all my foes.  Lord!  
hear Thy servant: save, oh save 
me from their fury.

Soldiers of Saul
Chorus

Where is he?-the deceiver, whom 
traitors dare to call the future king
of Israel!  we'll seize and drag him
hence.

Followers of David
Chorus

These soldiers come to find us,
And fast in chains do bind us;
Behold our foes surround us,
Ah!  whither can we fly.
‘Tis in vain we cannot fly!

12 Petrus
Recitativ

Nicht ungestraft soll der 
Verweg'nen Schaar dich 
Herrlichen, dich meinen Freund 
und Meister, mit frecher Hand 
ergriefen.

Jesus 
Recitativ 

Peter
Recitative

We cannot thus allow our Lord be
harmed and stand aside.  Our 
Lord, Our Friend and Master!  I 
must assay to leave Thee.

Jesus
Recitative 

Abishai
Recit.

Vengeance is ours!  behold thy 
dreaded foe (who seeks thy life) 
sleeps in this cave;  oh David!  
this hand shall slay the tyrant.

David
Recit.

26



O lass dein Schwert in seiner 
Scheide ruh'n!  Wenn es der 
Wille meines Vaters wäre, aus 
der Gewalt der Feinde mich zu 
reten, so würden Legionen Engel 
bereit zu meiner Rettung sein.

O, let the sword remain within its 
sheath.  Were it the will of my 
heavenly Father to save this head 
from foes who wish to harm it, 
Legions of o'erpowering Angels 
with orders straight from Heaven 
would come.

Oh let thy sword within its 
scabbard rest.  We dare not smite 
him; for the Lord forbids us to 
raise our hand against the Lord's 
anointed.  As the Lord Jehovah 
liveth, the Lord our God shall 
smite him.

13 Petrus, Jesus, Seraph
Terzett

Petrus

In meinen Adern wuhlen 
gchtereer Zorn und Wuth, lass 
meine Rache kühlen, in der 
Verweg'nen Blut. 

Jesus

Du solist nicht Rache üben!  
Rache uben!  Ich lehrt' euch blos 
allein die Menschen alle lieben, 
dem Feinde gern verzeih'n.

Seraph

Merk' auf, o Mensch, und höre: 
Nur eines Gottes Mund macht 
solche heil'g Lehre der 
Nächstenliebe kund.

Jesus, Petrus, Seraph 

O menschenkinder, fasset dies 
heilige Gebot; Liebt jenen, der 
euch hasset, nur so gefallt ihr 
Gott.

Peter, Jesus, Seraph
Trio

Peter

My beating heart is angry; with 
rage o'erpowering it grows.  Let 
vengeance now be sated on 
impious, cruel foes!

Jesus

Let vengeance come from 
Heaven!  Did not our Master say: 
Forgive and love each other; let 
good for ill repay.

Seraph

Inspired words are spoken above 
all human code.  Heaven bids be 
loving, in all ways, bids our God!

Jesus, Seraph, Petrus 

What heavenly joys await them 
who listen to his word; to love the
foes that hate them, 'Tis thus to 
please the Lord!

Abishai, Prophetess and David.
Terzetto

Abishai

The hour of vengeance cometh,
'Tis thus by heaven decreed;
Oh let us smite the tyrant:
This hand shall do the deed.
The tyrant king shall bleed.

David

Against the Lord's anointed,
Our hands we must not raise;
Our God shall judge between us,
He knoweth all our ways.

Prophetess

The Lord our God is righteous,
And He will hear your cry;
To those who serve and love Him,
The Lord is ever nigh.

Trio

How blest are those who love 
Him,
And keep His holy Word,
Forgiving those who hate them,
For thus they please the Lord.

14 Kreiger

Auf!  ergreifet den Verräther, 
weilet hier nun länger nicht!  Fort
jetzt mit dem Missethäter, 
schleppt ihn schleunig vor 
Gericht.

Soldiers

Quick, seize and bind this arrant 
traitor; Let's here no longer stay.  
Death to the arch imposter!  Let's 
drag him hence away.

Soldiers of Saul
Chorus

Haste, haste, arise and find the 
traitor,
Let us have no more delay!
Haste to seize the vile deceiver!
Death awaits him; hence, away!
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Jünger

Ach, wir werden seinetwegan 
auch gehasst, verfolget sein!  
Man wird uns in Bande legen 
martern und dem Tode weih'n.

Jesus

Mein Qual ist bald 
verschwunden, der Erlösung 
Werk vollbracht, bald ist gänzlich
überwunden und besiegt der 
Hölle Macht.

Chor

Welten singen Dank und Ehre 
dem erhab'nem, Gottes Sohn,
Preiset ihn, ihr Englechöre, 
laut im heil'gen, Jubelton!

Disciples

O, how our Lord is hated, cruelly 
treated, dragged on high.  We'll 
now join him in his bondage, 
doomed to anguish, doomed to 
die.

Jesus

Now transgressors, see him 
wounded!  My redemption work 
is done!  Powers of Hell are now 
confounded and the fight will 
soon be won.

Chorus

Glorious worlds above us spire,
Happy Seraphs sing your joys.
Man, join in the holy choir,
Hail the great Redeemer's praise.

Followers of David

Ah!  how awful is their fury!
Thou wilt lead them, Lord, astray:
They would cast us into darkness,
And our master they would slay.

Soldiers

Haste arise, &c.

David

Oh, the Lord our God is gracious,
Let us praise Him night and day;
For our God will save his 
Servants,
And our fears shall pass away.

Soldiers - Followers

Haste, arise! &c.
Ah!  how awful is their fury, &c.

David
Recit.

They are gone!  our fears are 
over!  Let Jehovah's name be 
praised.

Chorus

Hallelujah!  power and glory to 
the Lord Jehovah's name.  Praise 
the Lord, ye everlasting choir, in 
holy songs of joy; worlds unborn 
shall sing His glory; Hallelujah to 
the Lord Jehovah's name.

28



Item 2

Preface to Beethoven’s Engedi

Henry Hudson

PREFACE

The author of the words of the sacred Drama now submitted to the British public under 

the title of "Engedi," had long regretted that the music of Beethoven's noble oratorio, 

"Christus am Oelberge," appeared to be for ever excluded (as a whole) from public 

performance by the objectionable nature of the German libretto; and, having seen that 

every attempt hitherto made to modify the original subject had failed to produce the 

desired effect, he has been induced by the consideration of the analogies of the sacred 

history, to make the following attempt to adapt the musical ideas of the immortal 

Beethoven, to the facts of Saul's persecution of David.

The present version is founded on the following extracts from the first book of Samuel:-

Chapter XXIII

"David knew that Saul secretly practised mischief against him" (verse 9.)

"Then David and his men (about six hundred) arose and departed out of Keilah, and went 

whithersoever they could go."  (verse 13.)
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"And David saw that Saul was come out to seek his life."  (verse 15.)

"And David went up and dwelt in strongholds at Engedi."  (verse 29.)

Chapter XXIV

"Then Saul took three thousand chosen men out of all Israel, and went to seek David and 

his men upon the rocks of the wild goats, and he came to the sheepcotes by the way, 

where was a cave, and Saul went in to cover his feet - and David and his men remained in

the sides of the cave.  And the men of David said unto him, Behold the day of which the 

Lord said unto thee, behold I will deliver thine enemy into thine hand, that thou mayest 

do unto him as it shall seem good unto thee."  (verses 2,3, and 4.)

"And he said unto his men, The Lord forbid that I should do this thing unto my master, 

the Lord's anointed, to stretch forth mine hand against him, seeing he is the anointed of 

the Lord.  So David stayed his servants with these words, and suffered them not to rise 

against Saul.  But Saul rose up out of the cave and went on this way."  (verses 6 and 7.)

The author's excuse for making "Abishai" the individual to urge David to slay Saul, will 

be found in the 26th Chapter of Samuel, verses 8, 9, and 10.

"Then said Abishai to David, God hath delivered thine enemy into thine hand this day, 

now therefore let me smite him, I pray thee, with the spear even to the earth at once, and I

will not smite him a second time.  And David said to Abashai, Destroy him not, for who 
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can stretch forth his hand against the Lord's anointed and be guiltless?  David said 

furthermore, As the Lord liveth, the Lord shall smite him."

So far as was possible, the author has availed himself of Scripture language; and David's 

words have been taken (almost wholly) from the Psalms generally attributed to him, 

though of course not in regular order, as it invariably throughout been the writer's first 

object to select words adapting themselves to the original music in its continually varying

expression, which could not have been done had he taken any one Psalm as his text.  

How far the author has succeeded, he must leave to others to determine; but, if the result 

should be the production at our festivals or elsewhere of this magnificent and highly 

dramatic work of Beethoven, he will feel amply rewarded for the trouble it has given him

to endeavour to do it justice.

24, Stephen's Green, Dublin.

END
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