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We all know characters like that: geniuses who, despite their incredible abilj-
ties and talents, are so much easier to deal with when they’re dead.

Papa Haydn teaches Ludwig a thing or two

But Beethoven's main reason for moving to Vienna was to study composition
with Joseph Haydn. (After Prince Esterhazy’s death, Haydn moved back to his
permanent home in Vienna.) This teacher-student relationship, alas, was no
less stormy than any of Beethoven’s other relationships; still Hayd;} toler-
ated his new pupil out of respect for his prodigious talel'lts. '
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seized the title page, ripped it in two, anq threw it to the floor. The first
page was later rewritten, and only then did the symphony receive the

title Sinfonia eroica (Heroic Symphony).

The piece is almost twice as long as any symphony that came bgfore it, and
the proportions were changed dramatically. Especially unusual is the second,
slow movement — it’s a somber funeral march with moments of great mourn-

ing and passionate outbursts of grief.

In all, Beethoven wrote nine symphonies; they challenged and expanded all
the symphonic forms that existed up to that point. With each work, he tried
to make his music do more, to say more, to boldly go where no music had
gone before.

Taking the Fifth

Of course, Beethoven’s most famous symphony is his Fifth. It's the one that

begins in the austere key of C minor, with the famous four-note snippet that
everybody knows: ““Dit-dit-dit-DAAAAAAAAAAAAAAAAH!”

No
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ence is enormouys, I You go from min
passed, the clouds have lifted th
found a free Parking space rig;zt i

11.) But in emotional terms, the differ-
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Beethoven in a thundering ovation. But by this time,
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By the time Beethoven died, he was a hero; 30,000 mourners attended his
funeral. One of the coffin bearers was Franz Schubert — the next musical guy

you can read about in this chapter.

Hearing Beethoven
If you'd like to hear more music by Beethoven (and
out these orchestral masterpieces:

you really should), check

' ¥ The symphonies — all nine of them are amazing
¥ Piano Concerto no. 4 in G major, Opus 58

e o
Piano Concerto no. 5 in E-flat major, opus 3

4

! ¥ Violin
Violin Concerto in D major, opus 61
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Exposition
0:00 The movement begins in a rage, with strings and clarinets shouting out a

concisc? theme. The famous four-note melody at the beginning is the basis of
the entire movement: “dit-dit-dit DAAAAH!” Beethoven called it “Fate knock-

ing on the door.”

Composer Richard Wagner imagined how Beethoven may have described
those “DAAAAH!" notes: “My held notes must be long and serious. Do you
think I wrote them in jest, or because I could not decide what to write next?
Of course not! That strong, exhausting tone . . . becomes a rapturous and hor-
rible spasm. The note’s life-blood must be squeezed out to the very last drop,
with enough force to stop the waves of the sea and reveal the bottom of the
ocean; to arrest the clouds in their courses, dispel the mists, and expose the
pure blue sky, and the burning face of the sun itself. This is the meaning of

the sudden long-sustained notes!”

We're with you, Richard.
rough the orchestra like

hestra enters, leading to

ur-note theme flashes th
s keep holding
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mood becomes more lyrical. This line is

taken up by the quiet clarinet and then by the flute. But if you listen carefully,
you can still hear the four-note theme simmering d(?“{ﬂ |f3W in the bass instry-
ments. Gradually, the music builds up to another mini-climax. The orchestra

bubbles and boils.

0:48 When the violins enter, the

1:23 We hear three decisive statements of the four-note theme. Then silence.
And that’s the end of the exposition.

1:28 But wait — the furious four-note theme starts again, exactly as at the be-
ginning. In fact, we now hear a full repetition of the entire exposition from the
beginning. As you listen, try to identify the different sections as they come by
again.

Development

2:55 As the development begins, the horns sing the four-note theme at
the top of their lungs, echoed by the string section.

gt:-)l?; NO‘S the ffast motion begins again — quietly, as at the beginning — in the
>.rings. Don't forget: In the development section, we expect to hear the main

four-note tunelet. Amazing how B
alwa i
ys exploring new ways to present it so that it never becomes stale.
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'he music rises toward anoth climax and he th that .
Tk warts x
3:27 But this time, he means jt f

The skies open up, and 11 44 or real. This thirq buildup is not a fakeout-

Vens storm.




'

//—»A__'”*——_«_’%_\
chapter 5.
» A Spin throu
gh Your Free CD 1 4 7

3:35 Until now, this
» LIS secti
note theme. But now, w:;?ehas been it
second theme. In fact that’sfl . It;he otes of the s just one thing — the f
’ all we’ € horn call th — the lour-
at began the

in this developm L ;
pment section. The ;3 '€ going to hear from th
e second theme
e side has no .
place in the

maelstrom. yrical, submiss|
iv

3.45 Now Beethoven d
: 0es somethj
in

constant, fast-note motion and de %
ve

alternate with strings;
» th

especi i
Opsptl;::?(l,y ingenious. He ceases the
ng notes for a while. Winds

4:09 Again, alternation i
» Quietly . ., and then again, an outb
: urst, leading to . ..

Recapitulation
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pause.

4:48 The motion begins again and bui
: : uilds up, reaching a climax with t
forceful chords, signaling that the second theme is about to begin. e

5:09 Beethoven announces the second theme in the horns. But here, he had

a problem. As you can read in Chapter 9, the old natural horns could play
is now in a different key from

?}?ly afew notes — in a single key. This piece
e beginning — and the horns don’t have the notes to play it! So Beethoven

substitutes the next best thing: bassoons.

day, understanding this fact,

(Modern horns can play in

We should point out that many conductors to
rumentation,

’:mply replace the bassoons with modern horns. _
ny key.) But this recording preserves Beethoven's original inst
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\ i .
to the corres onding music I the expos
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5.59tTEee[;at§tly at this point, as if shifting into a hlgher gear. Then, EOF 'a mo-
yéﬁtcthe storm pauses — just long enough for a quiet bassoon rendition of

the four-note theme.

6:05 And then the music rages again. From here on, Beethoven is unrelenting,
He shouts, he rages, he pounds his fist, until . ..

7:00 All the forces in nature and music convene in this one moment. A final
statement of the two four-note themes, each with an earth-shaking hold. And
then, with a series of concise blows, Beethoven ends the movement.

Brahms: Symphony No. 4,
Third Movement

Johannes Brahms (1833-1897) was incredibly self-critical; he never let a
piece out of his sight until it was perfect. He didn’t give birth to his first

§ymﬁ)hony until he reached the age of 43; and he wrote only four symphonies "
11 all.

The final symphony is perhaps the most severe and intense of the four —

except for the third movement. This charmi : s d
i " : ming A
joyous”) movement is a ray of s ing Allegro giocoso (“Lively an

e " unshine, It’s B : :
unbuttoned” moods. At its first rahms in one of his rare,

‘ performance, this movement caused such
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Us mood. Reme : it com
get your beg mber this rhythm, because .
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