
decided to dedicate the work to the King of Prussia, for whom he had
a special hand-written dedicatory score (PB) prepared, which, how -
ever, was not sent to Berlin until September.16

As is comprehensively elucidated in the “Kritischer Bericht”, Beethoven’s
corrections and changes in the various extant sources are anything but
consistent, so that one is confronted by an entire series of sometimes
serious divergences. Thus, even though Beethoven had completed his
autograph (A), which was filled with corrections and often unclear
and disorganized, there were still many details that had to be worked
out. He continued this work at first in a fair copy (Px) which he used
as a working score, but of which, unfortunately, only 24 pages have
survived. This copy, along with the surviving second copy of the score
(PS) which was made subsequently to the aforementioned score and
which was later sent to the publishers as the engraver’s copy, served as
the scribe’s source for copying out the parts (St), of which only those
for the strings have come down to us today; it also most likely served
as the conducting score for the first performances. Thus, during the
rehearsals, additions and specifications arising from the practical per-
formance work were entered chiefly into the fair copy of the score (Px)
and the parts (St), but not in every case into the autograph (A) and
also not consistently into the engraver’s score (PS).17 Thus with respect
to the serious problem of the dynamics in measure 330 of the finale,
this new edition takes over, for example, a musically convincing differ-
entiation found only in a rudimentary form in the autograph (A), the
London copy (PL), and the engraver’s score (PS), but fully written out
in the copies of the score, which were made for Aachen and Berlin
(PAa and PB).
In both music text and “Kritischer Bericht”, this new edition strives to
do justice as much as possible to the demands and requirements of

musical practice.18 This also concerns the notation of the extraordinar-
ily numerous ‚ƒ marks, which Beethoven and his scribes notated only
rarely as ‚ƒ – usually only as ƒ, frequently even in a ƒƒ context – in
order to facilitate the writing process. In a move that departs from all
previous editions, we have always standardized this mark to ‚ƒ when-
ever the context allowed us to infer that there was absolutely no pos-
sibility of confusing the ‚ƒ with the ƒ-dynamic marking.
The complete and definitive metronome markings of the Ninth Sym-
phony are first found in the Conversation Book of 27 September
182619 as transcribed by Beethoven’s nephew Karl and, in the same
hand, in the Berlin copy of the score (PB); later, they are also contained
in a letter of 13 October 1826 from Beethoven – but penned by
Schindler – to the publishers in Mainz. Since it was impossible to in-
corporate the metronome indications into the first edition, which was
already completed at that time, they were published separately in the
December 1826 issue of the music journal Caecilia; there is, however,
an error at the beginning of the finale here. This new edition offers a
fact-based new interpretation of the heretofore unsolved problem of
the impracticable original metronome indication for the Trio section of
the Scherzo movement. Nevertheless, the markings also seem rather
problematic elsewhere as well, for example in the excessively slow pre-
scription for the Allegro assai vivace of the Alla marcia in the finale;
this is no doubt due at least in part to the communication problems
encountered by the deaf Beethoven and his nephew.20

The editor wishes to thank the directors and staffs of all libraries and
archives mentioned in the source listing for putting the source mate -
rial at his disposal.

Leipzig, Fall 2005 Peter Hauschild

11 Gustav Nottebohm, Skizzen zur neunten Symphonie, in: Zweite Beethoveniana,
Leipzig, 1880 (= Nottebohm, Skizzen), pp. 157ff., here in particular on p. 157.
Nottebohm’s posthumously published essay has remained to this day the
most important attempt to draw conclusions about the creative process of
the work from a selection of the widely disseminated surviving sketches. Until
this Sisyphean task of comprehensively documenting and making avail able all
of these sources is completed, references to individual sketches cannot have
more than a temporary character. More recent examinations, includ ing those by
Alan Tyson, Robert Winter, The Beethoven Sketchbooks: History, Reconstruction,
Inventory, ed. by Douglas Johnson, Oxford, 1985, and in particular those by
Sieghard Brandenburg, Die Skizzen zur Neunten Symphonie, in: Zu Beetho-
ven 2: Aufsätze und Dokumente, Berlin, 1984, pp. 88–129, elucidate many
specific details without fundamentally questioning Nottebohm’s observations.

12 Nottebohm, Skizzen, pp. 159–163. Rudimentary notes encountered here and
afterwards suggest that Beethoven was thinking of two different symphonies
at about this time, one with an instrumental finale, and the other with the use
of voices for a “pious hymn … in the old modes.“ Though he may have begun
to envision a Tenth Symphony, Beethoven did not pursue it after seriously un-
dertaking the Ninth. Notwithstanding, Beethoven had briefly consid ered
exchanging the choral finale for a purely instrumental piece, apparently even
after the first performance of the Ninth. See Nottebohm, Skizzen, pp. 180–182.

13 Staatsbibliothek zu Berlin – Preußischer Kulturbesitz, shelfmark Mus. ms. 
autogr. Beethoven Artaria 201. Nottebohm, Skizzen, pp. 164–167.

14 Beethoven had already set Schiller’s Ode to music in 1792 as a song with
piano accompaniment which, however, is no longer extant. Later drafts are
found above all in the sketches to a choral section for the Overture Zur 
Namensfeier op. 115, which the composer then later rejected.

15 Hans-Werner Küthen, Schöpferische Rezeption im Finale der 9. Symphonie
von Beethoven, in: Probleme der symphonischen Tradition im 19. Jahrhun-
dert, Internationales Musikwissenschaftliches Colloquium Bonn 1989, Kon-
gressbericht, Tutzing, 1990. In a further study that picks up on the previous
one, Mozart-Schiller-Beethoven. Mozarts Modell für die Freudenhymne und
die Fusion der Embleme im Finale der Neunten Symphonie, in: Hudební vèda.
Musicology 2/93, Prague, 1993, pp. 109–128, Küthen elucidates some topics
that had previously been barely noted. Schiller’s Ode, for instance, had been
circulating among the Freemasons, who pursued humanitarian interests and
achieved a very broad dissemination in the wake of the Enlightenment.
Beethoven’s teacher and preceptor Christian Gottlob Neefe was a “protago-
nist of Freemasonry and Princeps of the Bonn Illuminati.“ The composer also
maintained his relationships with these associations, including with the Lon-
don Philharmonic Society, which was established in 1823 and, in addition to
pursuing artistic goals, was a headquarters for British Freemasonry. With its
Ode to Joy, the Ninth, which Beethoven had temporarily considered dedicat -
ing to this Society, culminates in an “emblem of Masonic ideals.“ A compre-
hensive survey of the historically relevant subsequent interpretations of the

composition in the nineteenth and twentieth centuries can be found in An -
dreas Eichhorn, Beethovens Neunte Symphonie. Die Geschichte ihrer Auf-
führung und Rezeption, Kassel, 1993.

16 Independent of the Mozart model, a melodic “anticipation“ of the Ode-to-
Joy-theme is already found in measure 9 of the Adagio molto introduction of
the Symphony No. 1 op. 21. The hymn-like theme of the finale of the Choral
Fantasy op. 80 of 1808, which Beethoven had borrowed from his song 
Gegenliebe WoO 118 of 1795, also bears the characteristic beginning on the
third. Beethoven himself had assessed this work practically as a preliminary
version of the Ninth in a letter of 10 March 1824 to B. Schott’s Söhne, later
apperceiving the Mozartian theme as being more similar in nature.

17 Nottebohm, Skizzen, p. 173.
18 The designation stems from Richard Wagner, see his Gesammelte Schriften

und Dichtungen, Leipzig: E. W. Fritsch, 21888, vol. 9, p. 241.
19 See Kritischer Bericht, sections “Quellenbewertung“ and “Einzelanmerkungen“.
10 In contrast to the symphonies, one finds in the piano sonatas earlier anticipa-

tions of a Scherzo or Scherzo-like movement in second position, hence in op.
26, op. 27 No. 1, op. 31 No. 3 and – coming after op. 106 – op. 109 and op. 110. 

11 The then customary designation “Turkish music“ – also used by Beethoven
himself – referred to the expanded percussion section which had been adopt-
ed by European military bands in the eighteenth century after the fashion of
the Turkish Janissary troops.

12 Extensive depiction of the circumstances surrounding the first performance 
in Thayer/Deiters/Riemann, Ludwig van Beethovens Leben, vol. V, Leipzig,
1917–1923, pp. 66–99. Also see Ludwig van Beethovens Konversations -
hefte, Leipzig, 1993, vol. 10, edited by Dagmar Beck and Günter Brosche,
booklet 122, p. 237.

13 Sources PL and PAa, see “Kritischer Bericht“.
14 Otto Baensch, Die Aachener Abschrift der neunten Symphonie, in: Neues

Beethoven-Jahrbuch 5 (1933), p. 7.
15 According to reviews in the Berliner Allgemeine musikalische Zeitung, vol. 3,

No. 26 (28 June 1826), p. 203, communicated by Eichhorn, l.c., p. 15.
16 Both this copy (PB) and the first edition (EAP/EASt) were thus at their dis-

posal for the Berlin performance on 27 November 1826.
17 This concerns, among other things, the Bassoon II part in mm. 115–163 of

the finale, which doubles the double basses here.
18 See “Kritischer Bericht“, section “Zur Editionspraxis“.
19 Literature dealing particularly with the problem of the metronome markings:

Hermann Beck, Bemerkungen zu Beethovens Tempi, in: Beethoven-Jahrbuch
1955/56, pp. 24–54; Peter Stadlen, Beethoven and the Metronome, in: Music
& Letters, vol. 48 (1967), pp. 330–349; idem in: Soundings No. 9 (1982) and
Clive Brown, Historical performance, metronome marks and tempo in
Beethoven’s symphonies, in: Early Music 5/1991, pp. 247–258.

20 Also see “Kritischer Bericht“, section “Einzelanmerkungen“, Movement IV,
mm. 412/942.
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