Beethoven: Symphony No. 9: April 17, 2016
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Let’s start where Beethoven started: 
· Poem: An die Freude penned by Friedrich Schiller in 1785. An Ode to Joy. 
· 1793—literary evidence “Beethoven proposes to compose Schiller’s ‘Freude’… I expect something perfect for, as I know him, he is wholly devoted to the great and the sublime.”  (276)

· 1817-18—first sketches; 1819 ceased, began again in 1822.

· Lewis Lockwood says that the symphony is “a confluence of two ambitions: one was to write a new symphony in D minor, in his late style; the other was to create a cantata-like setting of Schiller’s “Ode.” The two goals finally coalesced in 1823, when Beethoven set to work intensively on the project.”  (424)  Symphony finally completed in 1824, more than three decades after he initially read Schiller’s poem.
For Romanticism in general and for Friedrich Schiller in particular—
   1.  The will of man is indomitable. Man is able to rise above nature & subjugate nature to his will. Several points:

· While An die Freude is likely not on a feminist reading list, there is
· No evidence that “Alle Menschen werden Brüder” only includes men. 
· Schiller’s idea is universal brotherhood. 
· The whole of humanity achieves a bliss state—Freude!—when all of humanity becomes Freunde 
For Romantics man can create values, not just submit to nature. The job of the artist is to invent, to create, to make something of nothing. There are no rules; there is no copying. Modern examples: 
“I am strong. I am invincible. I am woman.”   “All you need is love.”
2.    No Structure. The universe is in flux, continually self-creating.

In a speech written around the same time, Schiller described universal love as ‘the bond that unites all men’ and spoke of an eternal law that ‘establishes a correlation between individual happiness and the perfection of society.’
At this point we may consider Isaiah Berlin’s definition of art: “All art is an attempt to evoke by symbols the inexpressible vision of the unceasing activity which is life.” (Notice how much of this definition is in flux.) (p. 122) The job of the composer is to reveal the “intimate essence of the world.” The Romantic becomes a revolutionary: to break up the nature of what is given.  (da Vinci)  Take Romanticism to its extreme conclusion and what do you have: anarchy. 

Isaiah Berlin concludes with these thoughts: “Here are the romantics, whose chief burden is to destroy ordinary tolerant life, to destroy philistinism, to destroy common sense, to destroy the peaceful avocations of men, to raise everybody to some passionate level of self-expressive experience of such a kind as perhaps only divinities…were supposed to manifest. The results that they achieved were very far from their original intentions, for what the romantics indeed sowed were seeds that flowered in liberalism, toleration, decency and the appreciation of the imperfections of life.”
That is how we perceive the Ninth Symphony today: as a symbol of universal brotherhood, with the possibility to embody tolerance, good will, and peaceful coexistence.  
Two examples:

· Fall of the Berlin Wall—“Before the concert the conductor, Leonard Bernstein, explained how he had felt authorized ‘by the power of the moment’ to substitute Freiheit for Freude throughout.”  (p. 95)

· Japanese New Year—“In 1940 the Japanese…instituted the custom of performing the Ninth Symphony on 31 December, to mark the end of the year.”  The custom continues today in Japan with many performances celebrating year’s end.  
Martin Cooper: “It is difficult for us, who have the theory of humanitarian idealism bred into our bones, to understand the novelty and the inspiration of this revelation. Walt Whitman has since familiarized us with the idea of embracing millions and imprinting a kiss on the face of the world; but when B. was a young man and read this passage in Schiller’s ode (1793), such things were not dreamed of and they made an impression that never left him, although it took him 30 years to give it expression.”  (337)

The Music:  Mvt.  4

Schreckensfanfare = ‘horror fanfare’ (Wagner)

Schiller: Fatherhood of God=Brotherhood of Man

Turkish March  (Comic relief)
“ ‘Turkish music’ refers to the percussion instruments used by the Turkish corps of Janissaries and borrowed with increasing frequency by European armies during the 18th century. 

The instruments—‘jingling Johnny’, kettledrum, side drum, bass drum, cymbals and triangle—were at first played by Turks; but it was not long before serious composers became interested in the possibilities…  

· from the Edinburgh Review, the “absurd grunts of the contrafagotto.” 
· Fanny Mendelssohn: burlesque 

· Martin Cooper suggests “that such sonorities, with their military and popular associations, might well be suitable at the end of a big movement depicting communal rejoicing; but to introduce them when the text speaks of the angelic host mustered around the throne of God… seems almost perverse. This is exactly what B. does…  (333)

How was the Ninth Symphony received originally?

“Schindler recounts how the soloists pleaded with Beethoven to eliminate some of the highest notes from their parts; Beethoven refused in virtually every case, telling the singers that they had been spoiled by performing too much Italian music. He rejected similar requests from the chorus-master… He adds darkly: ‘When a composer contrary to his own best interests and judgment, treats the human voice like an instrument, the only thing he can do is wage a peevish war in defense of his caprice.’” (p. 21)

“The review of the concert in the…Allgemeine musikalische Zeitung, makes it less than clear exactly who was in control of this ensemble. According to (this news account) ‘Herr Shuppanzigh directed at the violin, Herr Kapellmeister Umlauf directed with the baton, and the composer himself took part in the general direction of everything.’ But it is evident that it was really Umlauf who was in charge. Friedrich Kanne, who reviewed the concert in the Wiener allgemeine musikalische Zeitung, spoke of his ‘truly outstanding skill…His eye, with lightening speed, met every solo’s entrance, and inspired every member to energetic effort.’ 
“The violinist Joseph Böhm chose his words less kindly: ‘Beethoven himself conducted, that is, he stood in front of a conductor’s stand and threw himself back and forth like a madman. At one moment he stretched to his full height, at the next he crouched down to the floor, he flailed about with his hands and feet as though he wanted to play all the instruments and sing all the chorus parts. … ‘Umlauf told the choir and orchestra to pay no attention whatever to Beethoven’s beating of the time but all to watch him.’ ” (p. 22)

“In his review, Kanne said of the Scherzo that ‘A composition such as this, characterized by the utmost freedom of spirit and unbridled creativity, often scarcely gives time for trained violinists to think out a good fingering… Weak players…set down their bows and sat out so many measures… The reliable ones, with true artistic ability, had to play more loudly during such passages, compensating the players who swallowed their notes.’ ” (p. 22)
“There were problems in the finale, too. Leopold Sonnleithner, who was in the audience, recalled forty years later that ‘the double-bass players had not the faintest idea what they were supposed to do with the recitatives. One heard nothing but a gruff rumbling in the basses, almost as though the composer had intended to offer practical evidence that instrumental music is absolutely incapable of speech.’ As for the chorus, Schindler says that ‘when they could not reach the high notes as written, the sopranos simply did not sing.’ ” (p. 23)

This view perhaps best summarizes the modern view of the Ninth Symphony: “The effect was indescribably great and magnificent; everybody offered jubilant and heart-felt applause to the master, whose inexhaustible genius had shown us a new world, revealing the magical secrets of a holy art that we had never before heard or imagined!” Another critic concurred: ‘The public received the musical hero with the utmost respect and sympathy, listened to his wonderful, gigantic creations with the most absorbed attention and broke out in jubilant applause, often—during sections, and repeatedly at the end of them’ ”…   Caroline Unger, the mezzo-soprano soloist tapped Beethoven on the shoulder and turned the deaf composer around so that he could see the audience applauding wildly.
Isaiah Berlin: The Roots of Romanticism

Source: pietism

Socrates/Scholasticism/Enlightenment

1. Must submit to facts

2. Science is the submission to facts

Romanticism in general

1. The will of man is indomitable. Man can create values, not just submit to nature. The job of the artist is to invent, to create, to make something of nothing. There are no rules; there is no copying.

2. No Structure. The universe is in flux, continually self-creating.

Man makes a vain effort: to explain, to understand, to describe

Then how do you have a relationship to your environment: myth. Through myth it is possible to contemplate the everlasting. The problem: science has killed muth.

F. Schiller:  free will, autonomy, liberty

· Nature: elemental, capricious

· Man: capable of acting morally, can act against nature

Man is able to rise above nature and subjugate nature to his will.

Spiritual freedom: free self; moral freedom; free intelligence

Three stages of development of man—

1. Savage—the world is a jungle; humans possessed by passions and desires; no ideals.

2. Barbarian—rigid principles for living; absolute truths; right and wrong; black and white.

3. Idealism—a state to seek; passion and reason are in harmony before civilization took over with desires, jealousies and divisions.

For Schiller:  Return to the idealized state through art.

Berlin: “All art is an attempt to evoke by symbols the inexpressible vision of the unceasing activity which is life.” (p. 122)

Composer reveals the “intimate essence of the world.” The Romantic as revolutionary: to break up the nature of what is given.  (Leonardo da Vinci)
“As a result a rather peculiar situation has arisen. Here are the romantics, whose chief burden is to destroy ordinary tolerant life, to destroy philistinism, to destroy common sense, to destroy the peaceful avocations of men, to raise everybody to some passionate level of self-expressive experience of such a kind as perhaps only divinities…were supposed to manifest. This is the ostensible sermon…and yet, as a result of making clear the existence of a plurality of values, as a result of driving wedges into the notion of the classical ideal, of the single answer to all questions, of the reasoned discourse about everything, of the answerability of all questions, of the whole jigsaw-puzzle conception of life, they have given prominence to and laid emphasis upon the incompatibility of human ideals. But if these ideals are incompatible, then human beings sooner or later realize that they must make do, they must make compromises, because if they seek to destroy others, others will seek to destroy them; and so, as a result of this passionate, fanatical, half-mad doctrine, we arrive at an appreciation of the necessity of tolerating others, the necessity of preserving an imperfect equilibrium in human affairs, the impossibility of driving human beings so far into the pen which we have created for them, or into the single solution which possesses us, that they will ultimately revolt against us, or at any rate be crushed by it.
The result of romanticism, then, is liberalism, toleration, decency and the appreciation of the imperfections of life; some degree of increased rational self-understanding. This was very far from the intentions of the romantics. But at the same time—and to this extent the romantic doctrine is true—they are the persons who most strongly emphasized the unpredictability of all human activities. They were hoist with their own petard. Aiming at one thing, they produced, fortunately for us all, almost the exact opposite.”  (pp. 146-47)

Nicholas Cook: Beethoven Symphony No. 9

Commissioned by the Philharmonic Society of London

Premiered in Vienna

“Beethoven had reservation about giving the first performance in Vienna, but these were not occasioned by any sense of obligation to the Philharmonic Society; they were the result of his disaffection with Viennese musical life.” (p. 19)

“According to Beethoven’s admittedly unreliable amanuensis, Anton Schindler, the audience’s enthusiasm with Rossini ‘grew from performance to performance until it degenerated into a general intoxication of the senses whose sole inspiration was the virtuosity of the singers.’ By 1823, he says, ‘What was left of appreciation of German vocal music disappeared entirely. From this year dates the deplorable state of all music.’” (p. 19)

Report: two rehearsals for the premiere is misleading. Two full rehearsals; plus string sectionals and separate chorus rehearsals. Beethoven coached the soloists.

“Schindler recounts how the soloists pleaded with Beethoven to eliminate some of the highest notes from their parts; Beethoven refused in virtually every case, telling the singers that they had been spoiled by performing too much Italian music. He rejected similar requests from the chorus-master… He adds darkly: ‘When a composer contrary to his own best interests and judgment, treats the human voice like an instrument, the only thing he can do is wage a peevish war in defense of his caprice.’” (p. 21)

“The review of the concert in the…Allgemeine musikalische Zeitung, makes it less than clear exactly who was in control of this ensemble. According to (this news account) ‘Herr Shuppanzigh directed at the violin, Herr Kapellmeister Umlauf directed with the baton, and the composer himself took part in the general direction of everything.’ But it is evident that it was really Umlauf who was in charge. Friedrich Kanne, who reviewed the concert in the Wiener allgemeine musikalische Zeitung, spoke of his ‘truly outstanding skill…His eye, with lightening speed, met every solo’s entrance, and inspired every member to energetic effort.’ ” (p. 21)

“The violinist Joseph Böhm chose his words less kindly: ‘Beethoven himself conducted, that is, he stood in front of a conductor’s stand and threw himself back and forth like a madman. At one moment he stretched to his full height, at the next he crouched down to the floor, he flailed about with his hands and feet as though he wanted to play all the instruments and sing all the chorus parts. The actual direction was in Duport’s hands; we musicians followed his baton only.’ ” … ‘Umlauf told the choir and orchestra to pay no attention whatever to Beethoven’s beating of the time but all to watch him.’ (p. 22)
“The correspondent for the Allgemeine musikalische Zeitung was a shade more explicit. He described it as ‘a performance that could in no way suffice in view of the extraordinary difficulties especially in the vocal section… The necessary differentiation of light and dark, security of intonation, fine shading, and nuanced execution were all lacking.’ But others were more direct. In his review, Kanne said of the Scherzo that ‘A composition such as this, characterized by the utmost freedom of spirit and unbridled creativity, often scarcely gives time for trained violinists to think out a good fingering… Weak players…set down their bows and sat out so many measures… The reliable ones, with true artistic ability, had to play more loudly during such passages, compensating the players who swallowed their notes.’ ” (p. 22)

“There were problems in the finale, too. Leopold Sonnleithner, who was in the audience, recalled forty years later that ‘the double-bass players had not the faintest idea what they were supposed to do with the recitatives. One heard nothing but a gruff rumbling in the basses, almost as though the composer had intended to offer practical evidence that instrumental music is absolutely incapable of speech.’ As for the chorus, Schindler says that ‘when they could not reach the high notes as written, the sopranos simply did not sing.’ ” (p. 23)

Continuing from the Allegemeine musikalische Zeitung critic: “And yet the effect was indescribably great and magnificent; everybody offered jubilant and heart-felt applause to the master, whose inexhaustible genius had shown us a new world, revealing the magical secrets of a holy art that we had never before heard or imagined!” And the Theater-Zeitung concurred: ‘The public received the musical hero with the utmost respect and sympathy, listened to his wonderful, gigantic creations with the most absorbed attention and broke out in jubilant applause, often—during sections, and repeatedly at the end of them’ ”…   Caroline Unger, the mezzo-soprano soloist tapped Beethoven on the shoulder and turned him so that he could see the audience applauding wildly. Some say this happened after the Scherzo; others say it happened at the end of the concert. (p. 23)

“Half a century later, Elliott Graeme (who was not there) recreated the occasion. The music, he says, ‘seemed to act upon the immense mass of human beings that thronged the building to every part, like ambrosial nectar; they became intoxicated with delight, and when the refrain was caught up by the choir, ‘Seid um schlungen, Millionen!’ a shout of exuberant joy rent the air, completely drowning the singers and instruments. But there stood the master in the midst, his face turned toward the orchestra, absorbed and sunk within himself as usual—he heard nothing, saw nothing. Fraulein Unger, the soprano, turned him gently round, and then what a sight met his astonished gaze—a multitude transported with joy! Almost all were standing, and the greater number melted to tears now for the first time realizing fully the extent of Beethoven’s calamity Probably in all that great assembly the master himself was the most unmoved. Simply bowing in response to the ovation, he left the theatre gloomy and despondent, and took his homeward way in silence.” 
“In his biography, Schindler tells what happened after the concert. ‘The government official Joseph Hüttenbrenner, who still lives in Vienna, helped me bring home the exhausted master. I then handed Beethoven the box-office report. When he saw it, he collapsed. We picked him up and laid him on the sofa. We stayed at his side until late that night; he refused both food and drink, then said no more. Finally, when we noticed that Morpheus had gently closed his eyes, we withdrew. The next morning his servants found him sleeping as we had left him, still dressed in the suit he had worn in the concert-hall.’ This incident itself provides further grist to the myth-making mill. Romain Rolland, whose little book Beethoven became the bible of the Beethoven cult that grew up in France before the First World War, tells the story as follows; ‘The symphony raised frantic enthusiasm. Many wept. Beethoven fainted with emotion after the concert; he was taken to Schindler’s house, where he remained asleep all the night and the following morning, fully dressed, neither eating nor drinking. The triumph was only fleeting, however, and the concert brought in nothing for Beethoven. His material circumstances of life were not changed by it. He found himself poor, ill, alone but a conqueror; conqueror of the mediocrity of mankind, conqueror of his destiny, conqueror of his suffering. ‘Sacrifice, always sacrifice the trifles of life to art! God is over all!’ Nothing could more tellingly illustrate the myth-making process than the contrast between Rolland’s Beethoven, who faints with emotion as the audience cheers wildly, and Schindler’s Beethoven—surely on this occasion the real Beethoven—who collapses when he sees how little money the concert has brought in.” (p. 24)
“But it is Kanne who gives us the most vivid impression of how the music struck him:  ‘Like a volcano, Beethoven’s power of imagination tears the earth asunder when it tries to check his fiery progress; with marvelous persistence, it develops figures, which at first sight seems almost bizarre but which the master, through his skill, transforms into a stream of graceful elaborations that refuse to end, swinging upward, step by step, to ever more brilliant heights. With inexhaustible creative power, the master places new obstacles in the path of his upward-rushing stream of fire. He impedes it with tied figures that cut across one another… He inverts his phrases, forcing them down into terrifying depths, and then uniting them in a ray that stands out against the clouds and disappears high up in an entirely unexpected unison… He gives the eye no rest!... He transforms the entire mass of his figures into a transfigured, blue fire, like a scene painter.’ ”  (p. 27)
Schreckensfanfare = ‘horror fanfare’ (Wagner)

Attacks:  arbitrary, eccentric and tasteless

This dual leadership system was not the only thing that militated against Philharmonic Society performances. Another was the sheer length of the concerts: ‘It is a mistake,’ wrote Ignaz Moscheles (who regularly conducted the orchestra during the 1830s) ‘to give at every Philharmonic concert two symphonies and two overtures, two grand instrumental and four vocal pieces. I can never enjoy more than half.’ ”  (p. 41)

A critic for the Harmonium:  “Worst of all is the deafening boisterous jollity of the concluding part, where, besides the usual allotment of triangles, drums, trumpets, etc. all the know acoustical missile instruments I should conceive were employed, with the assistance of their able allies, the corps of sforzandos, crescendos, accelerandos, and many other os, that they made even the very ground shake under us, and would, with their fearful uproar, have been sufficiently penetrating to call up from their peaceful graves the revered shades of Tallis, Purcell, and Gibbons, and even of Handel and Mozart, to witness and deplore the obstreperous roaring of modern frenzy in the art.”
What could have upset this critic so much?  “The truth is that elegance, purity, and propriety, as principles of our art, have been gradually yielding with the altered manner of the times to multifarious and superficial accomplishments, with frivolous and affected manners. Minds that from education and habit can think of little else than dress, fashion, intrigue, novel reading, and dissipation, are not likely to feel the elaborate and less feverish pleasures of science and art… (Beethoven) writes to suit the present mania, and if this be so, he has succeeded in his purpose, for everywhere I hear the praises of this his last work.”  Cook:  “This critic is not complaining that the finale of the Ninth Symphony is too difficult, obscure, or arbitrary. On the contrary he is complaining that is it too easy; it has nothing to offer the connoisseur, but instead pander to fashion.”  (p. 43)

“In 1828 a critic calling himself Dilettante, writing in The Harmonium, reinforced the association (of Beethoven’s Ninth with novel reading and other forms of dissipation) by dismissing ‘Beethoven’s worst, his most absured work’ on the grounds that ‘A fanatical spirit is raging among a certain party of German amateurs, with a violence that tramples down reason, that treats the works of Haydn and Mozart as things gone by, and allows no merit but to noise, puerility, and extravagance.’ The battle was essentially between 18th century values based on taste and reason—values that seems to have survived for longer in England than elsewhere—and the Romantic ideal of personal expression. It was a collision of cultures.”  (p. 46)
“In 1845 Moscheles addressed a few words to the musicians of the Philharmonic Society orchestra at the start of a rehearsal: ‘Gentlemen, as we are here assembled together, I should like to compare your performance with the fingers of an admirable trained pianoforte-player’s hand. Now, will you allow me to be the hand  which sets these fingers in motion, and imparts life to them? May I try to convey to you all the inspiration I feel when I hear the works of the great masters? Thus may we achieve excellence.’ “  (p. 48)  

Thus begins the era of the conductor-interpreter. 

“Beethoven’s approval of the metronome is no evidence that he wanted a metronomic uniformity of tempo throughout a given movement. In fact there is ample evidence to the contrary.”  (p. 50)

Interpretive statements—

 “ ‘In the transport of Joy,’ writes Wagner, ‘a vow of Universal Brotherhood leaps from the overflowing breast; uplifted in spirit, we turn from embracing the whole human race to the great Creator of Nature, whose beatific Being we consciously attest… It is as if a revelation had confirmed us in the blest belief that every human soul is made for Joy.’ “  (p. 74)
“In Wagner’s 1848 programme, these ideas are not given a political interpretation. But they soon acquired one. The revolutionary fervor that swept through Europe during 1848 reached Dresden the following year. The city was already in a state of ferment when Wagner gave his third, and final, performance of the Ninth Symphony there, on 1 April. In My Life, Wagner says that one of the revolutionary leaders, Michael Bakunin, came to the concert; at the end of it he called out to Wagner that ‘if all music were to be lost in the coming world conflagration, we should risk our own lives to preserve this symphony.’ “ (p. 74)

“ ‘It is not the meaning of the Word,’ says Wagner, ‘that really takes us with this entry of the human voice, but the human character of that voice. Neither is it the thought expressed in Schiller’s verses that occupies our minds thereafter, but the familiar sound of the choral chant, in which we feel ourselves bidden to join and thus take part in an ideal Divine Service, as the congregation really did at the entry of the Chorale in Bach’s great Passions… It then becomes the cantus firmus, the Chorale of the new communion.’ “ (p. 77) 

“In 1877 Ludwig Nohl published an account of the Ninth Symphony in which he claimed that the finale ‘represents the solution of the conflicts of this tragedy of life.’ The chorus, he says, ‘sings of joy as the transfiguration of the earthly world by eternal love. The will can accomplish nothing greater than to sacrifice itself for the good of the whole.’ And he adds: ‘Is it claiming too much to say that out of the spirit of this music a “new civilization” and an existence more worthy of human beings might be developed, since it leads us back to the foundation and source of civilization and human existence—to religion?’ ”  (p. 77)
“The theme of the symphony, according to Alexander Serov (Wagner’s Russian disciple), is the idea of brotherhood, the musical expression of which is the ‘Joy’ theme.”  (p. 81)

 “The nub of (Schenker’s) claim, then, is that the Ninth Symphony (like all musical masterworks) can be explained in exclusively musical terms, leaving no remainder for which extra-musical explanations have to be invoked. Wagner and his acolytes put forward their literary interpretations of Beethoven’s music because they lacked the ability to grasp it musically. Instead of clarifying anything at all, they created such a fog of verbiage that they altogether lost sight of the true nature of Beethoven’s music. It is Schenker’s self-appointed task to lay bare the image of the Ninth Symphony as it really is.”   Schenker: antecedent-consequent
Turkish March:  according to the Edinburgh Review, the “absurd grunts of the contrafagotto.”  (p. 92)

“It takes a significant effort of mind to recapture the discomfiture of Fanny Mendelssohn, who heard her brother conduct the Ninth Symphony in 1836 and described it as ‘a gigantic tragedy with a conclusion meant to be dithyrambic, but falling from its height into the opposite extreme—into burlesque.’ ”  (p. 93)

“It is equally hard to understand the response of Gottfried Fink, who heard the symphony in 1826 and described the final as ‘a festival of hatred toward all that can be called human joy. With gigantic strength the perilous hoard emerges, tearing hearts asunder and darkening the divine spark of the gods with noisy, monstrous mocking… The master remains what he is, an exorcist, whom it has pleased this time to demand from us something superhuman. To this I do not consent.’ ”  (p. 93)
“Before the concert the conductor, Leonard Bernstein, explained how he had felt authorized ‘by the power of the moment’ to substitute Freiheit for Freude throughout.”  (p. 95)
Chinese have adopted the Ninth Symphony as a statement of political values: One interpretation of the works “Joy through Suffering” is close in sentiment to the Marxist value “Victory through Struggle.”  (p. 97)
Social interpretation:  “In 1940 the Japanese…instituted the custom of performing the Ninth Symphony of 31 December, to mark the end of the year.”  The custom continues in Japan with many performances marking year’s end.  (p. 98)  
“I want to suggest (a third) model for the Ninth Symphony. I want to suggest that the work is profoundly ambivalent, and that its ambivalence is focused round its relationship to Beethoven’s earlier music. Many commentators have remarked on the strongly retrospective quality of the Ninth Symphony. It represents a return to the heroic ideals that were adumbrated in the ‘Leopold” Cantata of 1790 (where Beethoven first set the word ‘Stürzet nieder, Millionen’) and subsequently developed in the ‘Eroica’ Symphony and other works of his middle period. The finale harks back to the Choral Fantasy of 1808, in terms of both general conception and structural features; Beethoven repeatedly referred to the similarities between the two works in letter to publishers. And both the Ninth Symphony and the Choral Fantasy are reminiscent of the French Revolutionary music of the 1790s, when massed choirs and orchestras took part in outdoor ceremonies.

Above all, the very idea of setting ‘An die Freude’—an idea which never seems to have been far from Beethoven’s mind—represents some kind of reversion to the libertarian thinking of the 1780s, when Schiller wrote his poem. In a speech written around the same time, Schiller described universal love as ‘the bond that unites all men’ and spoke of an eternal law that ‘establishes a correlation between individual happiness and the perfection of society.’ These words closely anticipate Adorno’s characterization of the brief period when it was possible to believe in freedom. And ‘An die Freude’ was one of the foremost symbols of this period. As Bernt von Heiseler says, ‘from the first moment of its existence, this whole age, with its enthusiasm and belief in man, recognized its own reflection in it, an age on the eve of the Great Revolution, which wanted to change everything and create a paradise on earth. Transcripts were circulated even before the poem was printed… It was sung wherever young people came together.’ But, as Adorno said, the ideals for which it stood were comprehensively betrayed by Napoleon and the Congress of Vienna.”  (p. 101)  
“Basil Deane calls the symphony a ‘reaffirmation of the youthful idealism which remained unshaken by thirty disillusioning years.’  … Deane’s interpretation reduces the Ninth Symphony to the wooly optimism of Hollywood-style escapism. Solomon insists that such interpretations are necessary, for ‘if we lose our awareness of the transcendent realms of play, beauty, and brotherhood which are portrayed in the great affirmative works of our culture,’ he says, ‘if we lose the dream of the Ninth Symphony, there remains no counterpoise against the engulfing terrors of civilization, nothing to set against Auschwitz and Vietnam as a paradigm of humanity’s potentialities.’ But in referring to the Ninth Symphony as a ‘dream,’ Solomon comes dangerously close to saying that we need something to believe in, even if we don’t believe in it.”  (p. 102)

“Beethoven’s contemporaries often commented on the way in which he juxtaposed incongruous elements and moods in his music. In 1811 following a performance of the first two symphonies, Giuseppe Cambini wrote that, ‘the composer Beethoven, often bizarre and baroque, sometimes sparkles with extraordinary beauties. Now he takes the majestic flight of the eagle; then he creeps along grotesque paths. After penetrating the soul with a sweet melancholy he soon tears it by a mass of barbaric chords. He seems to harbor doves and crocodiles at the same time.’ ”  (p. 102)

“Everyone finds these passages (mm. 619-26, 650-54) affecting, especially the second. Grove says it is ‘full of mystery and devotion,’ while Hopkins describes it as ‘a moment of extraordinary magic.’ For Cooper it is like being ‘poised at an infinite space above the earth, bathed in starlight and on the bring of some great revelation.’ Tovey calls it ‘the central thought of the Ninth Symphony.’ Treitler calls it ‘the dénouement of the whole symphony.’ And it seems likely Beethoven thought of it in much the same way, given the famous words that he jotted down in a conversation book of 1820: ‘The moral law within us and the starry sky above us—Kant!!!’

The meaning of Schiller’s text is plain; but what is the meaning of the music to which Beethoven set it? Solomon hears bars 619-26 as ‘a heart-rending question mark… The chorus’s measured rhythmic unison disintegrates on the word ‘muss,’ which is sounded successively by the basses, the tenors and altos, and finally by the sopranos, as though by repeated emphasis to query what they dare not acknowledge in reality, that the multitudes have been embracing before an absent deity, Deus absconditus.’ Beethoven’s last symphony proclaims the ideals of universal brotherhood and joy; that is unmistakable. But at the same time, and just as unmistakably, it casts doubt upon them. It sends out incompatible messages. And that is why, like Parsifal, the Ninth Symphony has the capacity to resist being wholly assimilated within any single, definitive interpretation; however it is interpreted, there is always a remainder that lies beyond interpretation.”  (p. 104)

“Schiller originally wrote ‘An die Freude’ in 1785. But in 1803 he published a revised version in which some of the more explicitly political passages of the earlier version were toned down.”  He omitted sections of the poem that turn it into an ‘elevated drinking song.’  (p. 106)
Beethoven: The Last Decade, Martin Cooper
1793—letter from LB Fischenich to C. von Schiller, the poet’s sister: “he proposes to composer Schiller’s ‘Freude’… I expect something perfect for, as I know him, he is wholly devoted to the great and the sublime.”  (276)
1817-18—first sketches; 1819 ceased, began again in 1822.

B. not convinced of a choral finale

“This dramatic framework (of the final movement) only occurred to B. after he had returned from Baden to Vienna, i.e. after late Oct. 1823. According to Schindler—‘one day he entered the room exclaiming “I have it! I have it!: and show me the sketch-book with the words “Let us sing the song of the immortal Schiller—‘Freude’, whereupon a solo voice immediately begins the hymn to joy.’ “ (279)

Ninth S. grew slowly.

First 3 movts. do not break much new ground.

“ ‘Turkish music’ refers to the percussion instruments used by the Turkish corps of Janissaries and borrowed with increasing frequency by European armies during the 18th c. Poland led the way during the 1720s, under Augustus II, soon followed by the Russian Empress Anne… the instruments—‘jingling Johnny’, kettledrum, side drum, bass drum, cymbals and triangle—were at first played by Turks, except in England, where negroes were generally employed; but it was not long before serious composers became interested in the possibilities…  

that such sonorities, with their military and popular associations, might well be suitable at the end of a big movement depicting communal rejoicing is plain; but to introduce them when the text speaks of the angelic host mustered around the throne of God and the music itself has fallen, as it were, into an ‘O altitude!’ seems almost peverse. This is exactly what B. does…  (333)
mm. 432-516—a struggle to reach D major from B-flat major; going the long way around

mm. 590  “we have reached the heart of the movement, the declaration of the fatherhood of God as the truth on which the brotherhood of man rests.”  (335)

“It is difficult for us, who have the theory of humanitarian idealism bred into our bones, to understand the novelty and the inspiration of this revelation. Walt Whitman has since familiarized us with the idea of embracing millions and imprinting a kiss on the face of the world; but when B. was a young man and read this passage in Schiller’s ode, such things were not dreamed of and they made an impression that never left him, although it took him 30 years to give it expression.”  (337)

“B. instinctive turn from the brotherhood of man to the fatherhood of God, as its natural corollary, explains this change of mood from ecstatic optimism to awe-stricken awareness of the creator and, in musical terms, to a certain archaism of expression.”  (338)
mm. 647-53  “…we have the sensation of being poised at an infinite space above the earth, bathed in starlight and on the brink of some great revelation. The revelation is not slow in coming, and it takes the form of the last and most powerful of all the statements of the ‘Joy’ theme in a double fugue.”  (340)
Beethoven: The Music and the Life—Lewis Lockwood  

“a confluence of two ambitions: one was to write a new symphony in D minor, in his late style, worthy of stranding up to his earlier ones; the other was to create a cantatalike setting of Schiller’s “Ode.” The two goals finally coalesced in 1823, when Beethoven set to work intensively on the project.”  (424)
