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THE THEMATIC PLAN
OF THE NINTH SYMPHONY

After an introductory group of sixteen bars (harmonically a long
extended dominant), the first theme enters (a in the following
example). To obtain a basis for later reference, we divide this shape
into its four motivic! elements (b):
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after its first occurrence in bar 3 of @,

notice that motif 11, : . :
mds'md"‘hudmmban7and!.

Wwe
in bars 5

become aware that i
fect replica of the Allegro theme's ? design. This becomes ‘PP"G.
once we extract, as in the following example, the four motivic parn

from the Scherzo theme:
Molto vivace
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Thus we see that all four motivic characters of the Allegro not
only reappear but even succeed each other in exactly the same order
as in the Allegro theme. In other words, not only the motivic frag-

ments but the image of the Allegro’s full theme are reiterated in the
Scherzo.

Specifically speaking, the kernel of motif 1 reappears almost un-
changed, and so does motif 11. However, of this latter motif the
icles are exchanged: while in the Allegro the first occurrence F,
Er]'), is later followed by its inversion D, E, F, in the Scherzo the
inversion is first and the original shape comes after it.

Motif 111 has undergone the most visible change: it simply reads
E, F, G instead of A, G, E, A, thus assuming simultaneously the
shape of a transposed motif 11. However, its appearance ex
tween the two occurrences of motif 11 makes it certain that this E,
F, G, is nevertheless meant as a corresponding substitute for motif
111, For the kernel of these bars reads, as is easily seen,
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L in theme in B-flat with a D-minor triad, as it were, at its base. This
t the method of transforming a shape from one theme to another which is
ove. in a different key, but at the same time letting it sound at original
farly pitch, will in many of the later examples become apparent as one
rom of the most effective means of structural transformation.
This same phenomenon is seen immediately in the continuation

B at of the theme. For, of course, we have so far examined only the
v Adagio theme’s beginning. Now considering also the theme's con-
ito, tinuation, which in example 6a is given by omitting a few repeti-
the tions, and comparing it to the corresponding continuation of the
the Allegro theme (example 6b),

1is “  Adagio -

s , — z

difficult to trace the identity in the outline, the contour,
two groups, in spite of their contrasting surface and key.

D to F, up and down) is
Adagio group. Motif 111
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That motif 1V is really meant becomes evident when, as the first
counterpoint in the followmg repetition (variation) of the “Ode,”
the phrase just quoted is lmmedutely imitated, but appears now
in the following version, clearly mirroring the motif’s appearance
in the Allegro:

TR == == =-———

Thus we come to realize that the Finale theme is derived from the
pattern of the Allegro no less than are the other movements.

With this the cycle of identity in the four first themes of the
Ninth Symphony is closed. A symphony, however, is built not only
on its first themes but also on its secondary themes. And the true
picture, the full intensity of the symphony’s amazing architectural
planning, will only reveal itself if we include these second themes
as well in our examination.

Before the Allegro’s second theme is introduced, we hear a few
bars which we may term a bridge or intrada to it (a in the following
example) Motivically this intrada group somewhat echoes motif 11,
thirds. Then the actual second theme of the first move-

b in the following example):

et ¢ — .
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Trio's opening (example 15),
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o

Thus in its outer appearance, in the gentle mood of its curved
line, this second Allegro theme indeed “contrasts” with the ener-
getic first, yet it is a complete reiteration of the latter's inner con-
tent and design.

Now the significant question arises: Can an image of this second
Allegro theme be discovered in the second themes of the following
movements, just as the first theme of the Allegro was mirrored in
the first themes of the other movements?

This would seem unlikely as far as the next movement, the
Scherzo, is concerned, since scherzos usually lack an actual second
theme. Nevertheless, if it has no second theme, a scherzo has a trio.
And the Trio of the Ninth mirrors the design of the second Allegro
theme, as shown in the following examples.

As mentioned above, the second Allegro theme was preceded by
a short intrada. Comparing this intrada group, which in the follow-
ing example is quoted in a transposed key (example 154), with the

o —— —— —
b —— ———
e ey e — o —"
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benenthnintheﬁmled:esinglewaim:mcxpmdedtomuch
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are indeed astounding.

The Allegro commences with an introductory group of sixteen
bars, after which the first theme enters. In the Finale the introduc-
tion is extended to a huge section of improvisational passages, after
which the "Ode 1o Joy,” as the Finale's first theme, is sounded. The
structural analogy of the first Allegro theme to the “Ode” has al-
ready been pointed out. In the Finale, however, the design is still
further enlarged by expanding the “Ode” to a cycle of variations
and by repeating this whole section (Introduction and “Ode") with
solo voices and choir.

What comes next?

In the first movement, after the group of the first theme has been
developed and before the second theme follows, a second statement
of the first theme is introduced. While the original statement was
in D-minor, this second statement is in B-flat major:
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;:::::: Such objections, however, are not founded on reality. With regard
rhmeng to the harmonic sphere, for instance, we all know that there are
it one). certain basic ideas and cadential progressions that classical com-
1 tenoe posers constantly apply in ever varying combinations when form-
: ing the harmonic structure of their works. Yet would anyone for
that reason accuse Mozart, Beethoven, or Brahms of composing

according to formulas?

In the same way thematic shaping evolves from some basic struc-
wral methods, even though these have not yet been comprehended

e in our theoretical system. But creative inspiration and emotional
power are by no means hindered by these structural principles di-
erred recting them—as the great compositional literature proves. For the
ity in creative mind structure is a means, not an obstacle, to the manifesta-
a de- tion of its inspiration.
rould Let us try to envision the process of musical formation through
which the last example from the Ninth may have evolved. The com-
aliza- poser, having in the course of the work reached the point where the
! the last movement's second subject had to be shaped, was aware that
ys as according to his own architectural plan this theme somehow had to
a its be built as a kind of structural offspring of the second Allegro theme.

seems to have felt that any shape derived from the
theme would not agree with the concept of char-
ed for the section in question. But
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mmumummmlymummmw
theme. For here it represents the innermost structural idea. It
already been pointed out how the essence of the first theme,
p-minor triad, also sounds through from the second theme. This
second theme, however, is actually in the key of B-flat major. Thus,
not only the D-minor triad, which is the Allegro 's first state-
ment, but at the same time the B-flat-major triad, meaning the
second statement, is audible from its shape:

§F

........................

In fact, the combining of the two statements of the first theme is
the motivic idea from which the structure of the second theme came
to life. Such a procedure, the building of a thematic shape from a
blending of two previous ones, is one of the favorite means in the
technique of classical composers, one which endows their creations
with such astounding logic and consistency. In this instance the
motivic progression from D to B-flat, as manifested through the

llegro theme's two statements, forms the core of this impressive

ral feature.
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theme in B-flat” (see example 5).
mmm::hnﬁo-ﬁb&uumumm
at the summit of the movement's structural and dramatic develop-
ment, when the horns and trumpets in utter fortissimo fall from the
F to the D-flat of the full orchestra:

R

However, not until the Finale is this phenomenon led to a climax.
The Finale opens with a particular harmony:

unprepared suspension, which, moreover, abruptly
this mhmdon——iinn fact, collision—of a
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knows the theoretical imptmti«uampthephcnmby
instinct—only then will his ear and mind be responsive to the im-
pact of the subsequent overwhelming appearance of this motivic

at the peak of the work’s architectural and dramatic
climax, in the group, “Doch der Cherub steht vor Gott—vor Gott!":

~

“Seldom in the whole musical literature is a harmonic step to be

found striking with a power comparable to that of these last two
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