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Not a musician or musicologist, and even a-native English speaker, | aan intruder in
what had become a Efdlisastiplarghipin whoch dBlgthe tadereditesl high
priestscanofficiate. All my attempts to publish as individual articles my original findings now
coalesced in the two books accessible on this website have been rejected by the music journals |
submitted them to. | managed, however, to have a few arpalglished which can vouch for the
quality of my scholarly work:

Stefan Roman-, o0Politicizing Music in Commun
Number 1, pp. 2-80.
Stefan Roman-, fAEnding the Fifth. The Myth

The Beethoven Journgummer 2009, Volume 24, Number 2, pp-/A6 (The manuscript
sent to the journal in 2007.)

Stefan Roman-, fALa Geolnltee slséel nad mt@e I'Eld ed ° Rliye @ ¢ u
Erdody the Immortal BelovedBeethovenLarevued e | 6 Associ ati on Beet
FrancophonieN°® 91 2008,pp. 1838.

Stefan Roman- , Ifrottele btkmAbBnge. lea adandliédat e 0 ®t at
Antoni e Brentanoo [ The Il mmort al Bel oved F
Brentano]Beethoe n. La revue de | 6AssociatiNdM Beet h
T 2012,pp. 3954.

Stefan Roman-, AA Short Story of the Most Fa

was accepted to be presented at the Convention of the American Beethowety iBoc
September 2020. Unfortunately, due to the Covid19 Pandemics, the Convention was put
off for September 2021. (Poor Beethoven chose to be born the wrong year.)

| am including here only those of the mentioned English texts that are genuine sehotlasty
the story of the AEnding the Fiftho article (
full text of the Convention paper, which may or may not be included in the published transactions
of the Conventi on. itsbetterelséwReoel i t i ci zi ngodo paper



B e et h obEnding thesifth 1 the story
of how | becamean amateur scholar

There is |ittle doubt t ha FifthtSymphorfcongtitutethet es o
most famous motive in classical music. And yet, this symphony, a universal cultural icon, is also
paradoxically responsible for an equally universal derisive comment. Has there ever been a music
lover who did not, at the end of a performa of theFifth, wonder how it is possible for a work
that is so perfect in every other aspect, to end with an interminable, aggravating series of hammered
chords?

The question | was so overwhelmed when, as an early teen in Romania, | first heard the
symphony on my little radio, that it took me some time to comm®otdike this conclusion of the
finale, which | otherwise found exhilarating. As sources of information one could access in a
Communist country were very limited, | was not even aware thatoulyts were shared with near
unanimity by the Beethoven scholarly world. | discovered that much later in the United States,

when | bought my first Afree worl do biography
Beethovenians ever since his wodnquered European concert halls. Hector Berlioz did not spare

the superlatives in his analysis of the sympl
organization would be bett €ifaferuenttadeptlike Bédza mor e
nouri shed doubts about the | ast chords, it co

the ending of the symphony into justification for their derogatory judgments of the whole.
Beet hov e nfdargottera domemparary, Ludwig Spohr (1783859), found theFifth a

compl ete failure and AdAthe | ast movement, wi t
Another acerbic critic, the Russian Alexander Oulibicheff (1T858 ) , descr i bed t he
coda as Afilled wupni Wi t A rYgSuchoopiriopd were susnmed fup,

unexpectedly, by a resolute early partisan of Beethoven, Joseph Fétisl8/a34who wrote in

1828 an enthusiastic review of the symphony e
does not knowhow o f F AR®shsbés assertion seems to have
wording, in the authoritative voice of Sir George Grove (18200): in his influential 1896
monograph on Beethovends symphonies, Gttyove wr
interminabl e successi ofn Aslatedshd25, @ aemaimbValter«tug r d o
(18751955) dismissed the finale in his monograph tiled e t h o v e n 6 sa sA cihn ecetvieinreg
but shoutsf*and shrieks. o0

Some authoritative answers With Beethoe n 6 s g r a d ulid statusiasemtury after g o d
his death, critical voices dimmed. Recent musical scholarship has endeavored to justify the
conclusion of the symphony on purely musical grounds, yet the bewilderment of the public
remains. In 1984, itound expression in the pld&/e e t h o v e by dhe latd Retett Ustinov, a

" Hector BerliozA Cr i ti cal Study of  Brans.EdwonEwmsdsband,illim@s: Sy mp h

~ University of lllinois Press, 2000), p. 68.

ALudwi g Spohr, fALebenser rr iSgngohonymg &in@inor: &R authorieative i n Be e
score, the sketches, historical background, analysis, views and comieeitesl by Elliot Forbgs
Norton, New York, 1968, p. 187.

¥ Alexander OulibicheffBeethoveri ses critiques et ses glossateutsipzig, Brockhaus, 1857, 205.

§ In Revue Musicalde 1828, p. 316.

*\*‘George GroveBeethoven and His Nine Symphor{@sver Publications, New York, 1962), p. 171.

AAWalther Krug Beethovens Vollendungine Stritschriff Be et hovends AchiBerine ment |,
SibyllenVerlag, 1925), p. 97.



well-known actor, writer, and committed Beethovenian. He made the composer himself appear on
stage and confess, MiAnd, aceovding to Antorey Wopkirs emdfsidnal st op .
musi cians share t he puledfanlléfsaring acasusdtiaheof mmudicav i e w
lesemajesttHopki ns confesses that he cannot under st
ending:

For whatever reason, he felt the need to gwene of the most extended repetitions of

the tonic in all music, more than forty bars of unadulterated C major. It may or may not
be the food of love, but he certainly gives us excess of it, and it has become a standard
joke amongst musicians thus to lorg a final cadenc®.

Whil e | shared in the gener al bewi |l der ment ,
not know how t o end. OFifthis asinguwaecade m hig musicaldoutpuy o f
Its sister symphony, th@ixth which hecomposed in parallel, ends very quickly, after a last return
of the main theme at the horn, with tic h or d s . It was clear to me
to finish.o I had t o datloooge ey mayehard to endenséuad hi s o
for concluding his C minor Symphony in a way so dissimilar from his other works.

However, no explanation for his reasons that | could find in the ample library at San Jose
Beethoven Centewas satisfactory. A romantically florid one from E. T. A. Hoffmann7@7
1822), the first critic to write a detailed review of the symphony in 1812, made no sense: he heard
Athe perfect calm of the soul [ é] abolished
individual strokes in the [firsthllegroo f t he sYymprmdny.fo all, the fina
but an fAexaltedo mood; secondl y -noté motive mthe n o't
final series of chords. Schenker6s approach,
for my comprehensn, but | understood enough to know that he had no answer to his own
guestion, fAis this celebration nothing more t|
V-l , as the | ast groups of the t hi®bahadiToveyne i n
another authority from the first half of the twentieth century, only warned musical ignoramuses
|l i ke me Awho r-egdrbdat eolt aBeéeflbovgnds C minor
noise [that they] are so far from the truth as the maserstener to whom a fugue is a tuneless
chaoasn,do t hat At he symphony endsEtmserrapaxafithg wi t hi
[ Bachos] B “ i assertion Mat Besdped not further condescend to explore. Walter
Riezler similarlycla med t o find the symphonegxXpsl iemati endy facs

"‘Beet hovends Tenth by Peter Ustinov. Quoted in: Do
~Ustinov, Stanl ey Fr ei b&heBeethowaendourhadot. 16€2001)e3. Kennedy,
A Antony Hopkins,The Nine Symphorsef Beethove(University of Washington Press, 1981), p. 156.
YHof f mannos r e vAllgemeine Musikalische heitudgx/40n41 (July 1810), translated in
The Critical Reception of Beethoven@®sMBanerpositi o
R. Wallace and W. Meredith, editors), volume 2, Univ. of Nebraska Press, Lincoln and London, 2001,
volume 2, p. 109.
8 Heinrich Schenker, Beethoven V. Sinfonie : Darstellung des musikalischen Inhaltes nach der Handschrift
unter fortlaufender Bertcksichtigung des Vortrages und der Litg€tien, TonwilleVerlag, 1925), p.
67 (my translation).tdbetrie i sBe&ddietnkter dise v i Geé inat
blosses Bollerschiessen von Kadenzen, veh Woflur die letzten Gruppen vom Schluss des 3.
Gedankens ab gemeiniglich genommen werden??o
Donald Francis ToveyA musician Talksvol. 2: Musical TexturegLondon, 1941), p. 64. The number
i n B &redt Masds a fugue that ends with just one chord.
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layYout [ €] a cl ose of such br eadt hendolithetFinalet canr
[ €] but the culmination of the whole Symphony

Modern musicologists finally offed me some insight into the matter, but not enough to
assuage my doubts. In his major wdike Classical Styl¢1971), Charles Rosen advanced a
psychol ogi cal -feuxmedsaresaftpureoCmajoriare neédedyto ground the extreme
tensionoftat i mme n”sWhilewhis exklanation seems reasonable, one may still continue
to wonder why the AC major orgyo (Romain Roll
would not suffice. Lewis Lockwood justified the overlong conclusion by messuts
iconstructiono in three sbatiguamtity sannotfalone axplains a me
guality. Joseph Kerman simply avoided tackl:i
Beet hoven%lshisCleds mmsnogéaph on Beetv ends wor ks (revi sed
2009), William Kinderman again dissects the conclusion of the symphony down to the bars, and
ul ti mately agrees wi t fhundredybara@derpiamatoa:shis Waultl bema n 6 s
At h e, uhsurpagdable traiosmation and glorification of the motif that began the entire
s y mp h 0 nHoweaver tempting, these analyses are baseceadingthe score rather than
listeningto the music. To the nescholarly listenerlike me, the final chords (mm. 43®2)
appearii ke sal vos of identical sounds rather than
famous fourstroke motive probably because of the lodg+measurepauses that separate the
strokes

Serendipity. This was thestatusquoon a random spring morrgrin 2008, while | was taking
my usual long commute to central California. When the Beethoven piano sonata CD | was playing
ended, | mused indefinitely for a few minutes and then turned on the local Classical FM radio
station; reception had died sevelaldés before but had recently resurged. | knew that it would
probably give me some music of lesser quality, but | am, like everybody, eager to hear something
new, even fAold new. o (I'dm reminded of my dis
Pacle | b €dndnys The music that surged from the car radio was also new, but not particularly
enticing: t hehakiidn dBelé samminke sirtilarita his dhusic but not one of
those -iaedoBdet hoven. o Thi s uinakeofbavsymphonye c e s «
probably by one of Beet hovends contemporari e
conclusion, entering what must have been a coda. Suddenly, it began to sound quitetfaeniliar
more and more familiar until it dawnedonme:thias s t he conc | u $ifthahatlof Be e
was hearing! How was that possible? What piece was that? When the final hammered salvos

" Walter RiezlerBeethoventranslated in English by G. D. H Pidcock, (Vienna House, New York, 1972),

p . 148. Hi s deseutd pas ofmsioft eéehne pilicdmrecarbdrasy and o
~illuminating.
A Charles Rosenthe Classical Sty|e2" edition (Norton, New York, 1997), p. 72. Rosen did not tackle

the issue again in his other prominent monogr&umata Formg1980, revisd 1988), in which the

chapter dedicatedtothecoda (pp.298 2) deal s with several exampl es
the one of the Fifth Symphony.
Y Lewi s Lockwood, fioOn the Coda of t h Biveffimemta fire o f B

Hermann J. Abs(BeethoverStudien, Beethovehlaus, Bonn, 1981). He did not tackle the issue in his
more recent biographyeethoven, the Music and the Li{8&VW Norton et Co, New York London,
2003).

8 Joseph KermamfiNot es o n B e edirBeatheverBtsdiesCXCdnabsdgeUniversity Press,

1982, p. 141159

William Kinderman,BeethovenOxford University Press, 1997, p. 2290,
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ended with the | ast, rarefied three chords, t
suddenly covered bgracklings and then by the sound of #Mariachi. | had driven out of the
classical stationdés range into a zone of 1inte

| was amazed. It was clear to me that what | had just heard was idéntvedl], almost,
identicalito t he concl usiFdtm Whd conBpesed tsopieae™ @rsd, crucially,
wher?

| did my musical detective work mentally while driving to my job. The first name on my list
of suspects was Luigi Cherubini. | knew that Beethoven esteemed hinbastloécontemporary

composers, and Cherubini had been acknowl edgect
I had also | istened once (maybe twice) to Che
At hhiamdd Be et h oWhemlarnedand mas able to get-tine, | found the solution

on the website of the radio station i kifta mo me |

was Ch eElizabvertuie.6 s

A musicological article | resumed my investigation at home in the evening. | listened to
Cherubi ni 6 sroudbubed haveuanlg hisMédéeon CD) and the scores that | could
download on the spot from IMSLP website confirmed the similarity, especially in the last sixteen
bars, note by note, chord by chord and pause by pause, here illdigtriite bass line, where the
metric pattern is very clear:

359 381
fe s ee e s s s e e b et s oo
B =R )

L8, V(f
Eliza Overture

The Fifth

After another quarter of an hour, in my ol d 0
found the confirmation of what had suspected from the very beginning: the chance for this
resemblance to be just a coincidence was insignificant. 1803, the year when Beethoven was
working on hisEroicad but also the year when he entered his first idea foFifitte Symphonyn

his skechbooké was truly a fACherubi ni Year o in Vien
includingEliza, were performed to great acclaimAccording to the memories of his friend Ignaz
Ritter wvon Seyfried, Beet hoven wans [opgrAshsefci nat

Cherubi ni *aThid fasMreation Was dot purely platonic; its results can be heard in
Beet hov e Ridels aooweleas & his instrumental musi€Ch er ubi ni 6s wor ks
effects that onenow consi der s At ypndo:al byeaBkeset hov drhiea mu
unexpected pauses, obstinate chords, extreme dynamic contrasts, and tempo fluttGaticas.
Beethoven had never used a concluding formula similar to the onekhifthibefore 1803, when

he heard th&lizaovettureth at @A f a s ¢ licoul sagelyagsunheithat he borrowed it from
Cherubinj adding itto the listofhi s A Fr ench connection. o

"Thayer 6 s Li fRevisedfandEditedt b Blliote-orbes (Princeton University Press, 1969), p.

~ 326. Further eferenced as Thay¢iorbes.

A ThayerFor be s, p 372. Seyfriedds remini s Stedecims wer e
Generalbasse, Contrapuncte und in der Composkiaigeof 1832.

¥ Basil DeanOxford Studies of Composers (3L herubini(Oxford University Press, London, 1965), p. 9.
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The rest of the story | should stop here saying, Americanay , At he rest 1 s hi
would be a lie. True, Wilim Meredith, the editor ofFhe Beethoven Journdbund the article
that | submitted to him interesting and worth publishing; he also helped my longer elaboration on
the subject sound more professional than | worded it. But the history stopped withlibatiom
a year later. After a couple of years, during which | saw not a shade of reaction to my paper in
musical publications and online, | registered as a Wikipedia contributor and added three lines in
its articleaboutB e e t h d-w¥treSyraphong t at i n g Itrhasbéen shown yhat this long
chord sequencé , 0 wny artible mentioned in the footnote. A few months later | found out
that somebody, probably the (unknown to me) author of the Wikipedia entry, had changed my
additionto statethat Luigi Cherubini wasiot a Frenchbuan |1t al i an composer
of his time in France. 0 ( Of c-lwomwneverasince llearned d k n o
his name, but he figures in the history of music as a French composemets & diis compatriot
JeanBaptiste Lully, born Giovanni Battista Lulli in Florence.) Anyhow, | can claim that three
persons are aware of nopntribution to Beethoven scholarshiffhe third one wrotehe only
critical appraisal, not publicly but in a genal letter he sent to Bill Meredith, who kindly passed

it to me as the opinion of a Afan. o As that
published books, avoided any communication with me, | cannot quote him here.
Historyi if lcan callitsoi st ops her e. | f you google tod

Beethoven, yougdburr esul t s (five more are about other F
Fifth entry in the Vietnames®/ikipedig a shortened translation ofetliEnglish Wikipedia.But

Lewis Lockwood, who published his bo&ke et hovendés Symphosixyeass. An A
after my paper never mentioned its contribution to the issue; he just repeated his old and not exactly
illuminating take on th&ifthd s direy.n

But, reflection fait ten years later, is my find more illuminating? Whether original or-copy

cat, the concl Figthiiesn sdfi | Be eatnh div et é&s mi nabl ed an
chords leading to tonic that his selitical senselsould have rejectéd or so we, mere mortals
with fAfeeble organizationso (to quote Berlioz

obsessive care not to repeat himself, to which we owe indeed the extraordinary variety in his
musical output. Thigs one of the two moments when his critical judgement failed him; the other
one, which he even expressed outwardly, was when he belitti€ldtiarp minor Piano Sonata

and praised instead, for its novelty, Risharp major Piano Sonataa work whose oly merit is

to Apioneer, 0 without genius, a new path.

During the exploration of the current topic, | discovered many new and intriguing things,
amongst which one stirred my inte@st he c¢cl ai m t hat -Boteodtihcoperingds Vv e
hisFithcouldhave been another fACherubini borrowing.
was not true: for instance, I had |l ong ago id
have borrowed it from Cherubini. This tempted me into taking on this $gw,i the outcome of
which is the next, fullength, scholarly paper, which was accepted for presentation at the 2020
Convention of thédmerican Beethoven Society

"Stefan Roman- , AEnding the Fifth. The Myheh t hat
Beethoven JournaVolume 24, Number 2 (Winter 2009), pp-B5.

A ThayerForbes, p. 297.



A Short History

of the Most Famous Motive of Classical Music
-
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There is little doubt thaB e e t h o v enoté motivie avithr which he opens his Fifth

Symphony is the most popular phrase in Western classical music, and has reached beyond its
devoted audience to Western culture in general. It has inspired awe to his fellow mésicians .
like those great phenomena of nature that fill us with fear and admiration at all times, no matter
how frequently we may expewitasiide. t hemé Mm&sberct
noi se that has ever penetr &8bwd r odocbaptér 6)heesene ar o
pop culture icon8 i . . . one of the biggest hits in histc
safely say that the Fate motidegs it is widely known, has reached the stature of a Myth of
Humankind or, if we must use a modern scHgleermi a A meg/me . 0

The little-known well-known Beethovenian motive

Like all myths, this motive is also very little knowls appearance in other Beethoven works,
notably in hisAppassionatahisFourth Piano Concertand hisString QuarteOp. 74, wasoted
long ago, but did not stir up much interest of the scholarly world. A prominent musicologist of
his generation, Heinrich Schenker (18B835) wondered whether the Fourth Concerto was
Aanot her door at which FategkabckbBeosamemdbabar
went any further. In his essay about Ampassionatathe great Beethovenian of the first half of

the twentieth century, Romain Rolland (186® 4 4 ) , me n t-dramtrgpldd e soofter t t | e
in Beethoven,fbaldmesdr iibmmugt aibtlse si gni ficati on
Destinyo; however, he did not indicaiRoberny ot
Schauffler also wrote, at about the same t i me
Beethoven used so originally in a considerable number of his workst asper@ ad as
however, he substantiated neither the f@Aol do

Beet hoveno6s wor kX*orairecentlygCharleseRosero(l. IP2lso.remarked, in
his monograptSonata Forms t hat the motive #fAis used’yso of
Matthew Guerrieri, the latest scholar to tackle the motive in his Atek First Four Notes
provided many insightful psychological incursiadnsn Be et hov en 0 Fifthyessawalle of i
as the symphonydés cultural i mpact over t wo ¢
occurrences of the motive in Beethovends work

* Robert SchumanrOn Musicand Musicianstranslated by Paul Rosenfeld, (University of California
Press, 1983), p. 95.

A While it is doubtful that Beethoven himself so dubbed the motive, this term aptly describes it as embodied
in hisFifth Symphony.

Y The term introduced by Rielnd Dawkins in his famous 1976 bobke Selfish Gene.

8 Romain RollandBeethoven the i@ator. From Eroica to Appassionataianslated by Ernest Newman
(Dover Publications, New York, 1964), p. 153.

” Robert Haven SchauffleBeethoven, the Man who Frebtiisic (Doubleday, Doran & Cdnc, Garden
City, New York, 1937), p. 213.

AAHeinrich SchenkeBeethoven. 5 Sinfonig¢nwille Verlag, Wien, Leipzig, 1921), p. 7.

¥ ¥ Charles RoseBonata Formsrevised editiofWWWW Norton et co., New York, 1988p 197.
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Irving Kolodin is the only scholar known to me who tackled this issu@s bookThe Interior
Beethoven He signals the Aunfinished motiveso t
because they stimulated him with their diverse expressive potential. Kolodin deals with the two
most important of such motives, the Fatetine and theOde to Joytheme, and identifies
expeditiously several occurrences of the former besides-iftte Symphonyand the already
mentioned ones: the first movement of Risird Piano Concertpthe SerenadeOp. 8 (first
movement), the finale of thRiano SonateDp. 10 No. 1, one of the (unspecifiedirty-two C
minor Piano VariationsVo O 8 0 . He also discovers the mot.i
Razumowsky Quarte®p. 59.

Kolodin concludes by wondering whgo-one has discovered the motive many other
Beethoven works. Actually, | have identified thirtythree of them, presented chronologilal
between 1783 and 182% Table 1of the Appendice$ and there may well be more.

The extent of this list suggests that Beethoven was almost hdyntiee motive for a quarter
of a century, spanning from his childhood until he exorcised himself of it by making it the hero of
his Fifth, after which its occurrences grew rarer. Indeed, it already appears in his thirteenth year,
inthe firstofthethrepi ano sonatas published in 1783, now
up first in the bass at the beginning of the inifidegro (bars 25) and the motive itself appears
twice in the finaRondoto conclude a phrase in the exposition (repeated atbe irecapitulation)

Rondo vivace
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and to close the piece:

. P - 2
e B e Em s eeEde o
O e e = e =

@ R - N 1 f
o —— L L B R = 2 Yy ||
t e P e e e

The usage that Beethoven made of the motive in this piano sonata is very simple, but he became
very quickly aware of its exceptionally expressive power in the minor keyQuiget for Piano
and Stringsn E flat WoO 36 No. 1 (composed in 1785) is a IHtigown composition, and
unjustifiably so: it is music of youthful but powerful drama, whose roots must have dug deep in
Beet hovends troubl ed c Alledgrocconsmritoin the laglysusedikey n  mo v
of E flat minor)sets in motion an anguished cry basederDreiklang(a threenotes motive) but
it recurs to the Fate motive twice, enclosed between fermatas that make it salient: at-gdfs 146
for the climax of the drama, and then at$18990, piano, leading to this conclusion:

" Irving Kolodin, The Interior BeethoveihA Biography of the Musi@lfred A. Knopf, New York, 1975),
pp 320.



Allegro con spirito
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Beethoven did not achieve an equally dramatic vision for many years, but he continued
exploring the potential of the motive. He employed its various forms-y@tspor linear, simple

or double fApul seo), t o i-vtalizethedm toeuildicdmplexechemest o c |
in the sonata form or other movements. | have already mentioned tHenaweth cases, besides
theFifth, which make very elaborate use of it: in thgpassionata it i s a sort of

(Ar eme mb e rd my adapton df the fardliar Latin saying) that erupts repeatedly in the
first movement; in thd~ourth Piano Concertpit is the germinating cell of which the first
movement is born out; in tH&tring Quartet N. 10 in E flat majpit is the engine of the Scherzo

(also in C minord the central drama of the piece, composed in 1809, shortly aftd¥ifthe
Symphony Most other cases in Table 1 display simple, short usages of the motive as cadential
formulaeending phrases or as introducing or revitalizing bridgesill Inat elaborate here, and
instead invite the reader to look up the scores or, even better, to listen attentively to the music. |
will introduce, however, a few more examples of the usage that Beethoven makes of the motive
that are never (or, at bestryearely) mentioned in the literature.

In the first such example, thidarcia Funebreof the Eroica Symphonythe motive is hidden
in full sight, but only one scholar among the dopeld that | investigatéd many of them first
rank specialists, from Wagn (yes,Richard Wagner!) to Lewis Lockwoadl has recognized it.
Here, it plays the role of a restrained yet m
The first violins, leading all the strings, have hardly uttered the main theme of the e (
7), when the bass introduces the motive, in a reverse form (final ascent), which changes rapidly to
the linear form that takes hold, little by little, of all the strings (bat4 &nd following), while the
main theme moves to the winds (bars1B)

Marcia funebre. Adagio assai
8

" Of course, | cannot claim my exploration of the Beethoven literaturevebesn exhaustivé
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This passage is repeated three times during the first section of the movement-é&rS1B4
56, 6165). Even if the motive never reaches the levdébrg, it is not merely an obscure phrase
hidden in the bass, but an active partaker in the tragedy. It does not play any part in the central
section, the stormfugatq but comes back, shortened, in the modified return of the first section
(bars 206209).

Ony one schol ar, the Iltalian Luigi Del l a Cr ¢
fateful segment of th&ifth Symphony a | r e a Marcia iFumebre h Every other major
Beethoven scholar that | reviewed missed the métimugh | would be happy thave any
oversight corrected. Schumann never mentioned it in the reviews he published in the influential
magazineNeue Zeitschrift fir Musik Wagner described the HAMarci
(femotion tamed in deepgGgoves$,sawcow)y bHDam ac
the strings [...] which recurs more than once
but never associated it with tR6th® Pr oddhomme heard (or” Romand) a f
Rolland ignored the figment altogether inthefived d pages dedi cated to t|
in his landmark essay about the symphtAy. i ke Pr oddéhomme, Ant hony Hc
Adr umr ol | rhyt hmo t h Kilitaryl Sgngphkoeytorrécth),cblt never lodksa y d n 6 s
forward to theFifth.Y ¥ Lewis Lockwood also missed the motive, although he discovered, in
recently published transcriptions of Beethove
in his sights and even had a first idea aboufifit at the time he as working at thé&roica.5®
Matthew Guerreri, who has lately dedicated a wethrmed and informative book about the
motive,” also missed its occurrence in fBmica. Has only Della Croce listened carefully to the
music?

Another interesting (and, tomyn owl edge, never explored) case
motive in his oratoriaChrist on the Mount of Olive©p. 85, 18034): a little-known work that
served as practice for the vocal genre before writing his only opera. We encounter in it a few fine
examples of the use of the motive in a vocal score, more exactly in the orchestral accompaniment.
It shows first very simply in the air of Jesus in Number 1, to emphasize cadentially the end of the
l ine that he addressesytbi Ggdi shpofathke, oAFDbT

* Luigi Della Croce, Ludwig van Beethovén_e nove sinfonie e altre opere per orchestra (Edizione Studio

Tesi, 1986), p. 195.

ASchumann,pp. 9509 (specifically about Beet Broicafombhe musi c
January 25, 1850 issud Neue Zeitschrift fur Musikpp. 3334). Online athttp://anno.onb.ac.at/cgi
content/anno?aid=nzm&datum=18500125&query=%s22erMarsch%22+%22Eroica%22&ref=anno

seart.

¥ Richard Wagner©On Music and Dramdransl. by H. Ashton Ellis (University of Nebraska Press, 1964),

p. 1623.

8 Charles GroveBeethoven and His Nine Symphor{i@zford University Press, 1896), p. 171.

" J-G. Pr o d beb symghenies ddeethoven3éme édition, (Da Capo Press, New York, 1977), p.

98.

AARolland, p. 6266.

Y'Y Anthony HopkinsThe Nine Symphonies of Beetho{Eravis & Emery, 1981), p. 75.

85 |Lewis LockwoodBe et hovenods Sy mpho(WiVW BSarton&i€Co.,R0LtHe doesinat Vi si o
notice the motive either when dealing with arcia Funebre(p. 70) or when comparing tiefth to the

Eroica(pp. 117119).

" Matthew Guerrierd:i The First Four Notes. Beet hov
Knopf, 2012).


http://anno.onb.ac.at/cgi-content/anno?aid=nzm&datum=18500125&query=%22
http://anno.onb.ac.at/cgi-content/anno?aid=nzm&datum=18500125&query=%22

2, on the words fABut woe to those despising t
in the vocal line, but is much more pregnant in the accompanying strings, as a double pulse in
sequence (bars 1900). The most striking employment of the motive happens in the duet
between Jesus and the Seraph of Number 3, in which He decides to pursue the sacrificial path, and
it is then the Seraphos turn to be aiigrthai d: Al
mort al fear which Him assails. o The orchestr
very slow), alternating witlder Dreiklangto express anguish (bars-3%):

In Fidelio (18056), Beethoven finds use for the motive in a differenhnga. In the Act 1
Trio between Leonore, Marcellina, and Rocco (Number 5, bars 123ff), the lines that split well into
four-syllable utterances seem to ask for the motive for further emphasis both in the voices and in
the orchestra:

123 ele.
ettt e Pt ey
.\larv:cmneii. =it ool i = fpipd—
| @ ha N Mark! O wel - che Ghuab! 0 welch' oin o —fox  Sek - man!
3 Rt - — H. .
o f Naw il r £y LT Cee e ife—d
by macki mir Moush, gttt wird Noid mein Sebk-xem,

At e n >

Rocco ?z:r_r.: st T e EaTec AR e = =

Lehwen Ner ayf der Hut, Ner awf der Hws. doxn godt o gwl gedt

— wwew

If this is a conventinal use of the motive, Beethoven finds exceptional employment for it in
the middle of the great confrontation in the prison dungeon (Act 2): the heroine throws herself in
front of her husband to protect him against the murderous Pizzaro, and the tbhanheihgues
reaches its climax when she flings her defianae t he vi |l |l ai n, which al so
first his wifelo Beethoven superbly accompli
voice of the heroine, solo, without instrumergapport and in its reversed form (i.e., with the
ascending last note) which makes it less recognizable but no less impressive:

E'} Todt’ erst sein Weib

@
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This solution responds to the requirements of the drama, as only a powerful final upward thrust
can sound simultaneously desgte and heroic. The same requirements ask that this moment
remain unique in the framework of the drama&aihnotappear again without lessening its impact.

Beet hovends t ook hi sString®aavtetin B flat niajorép. 18@ afterv e i n
some ten years during which he had avoided it. The central section of its fourth movement is a
guestionandanswer episode, the former embodied in a medegved formula ending with a
guestioning leap and the latter in the proper motive, ending witffiemative descent:

Alla danza tedesca. Allegro assal.

quesllon reponse

Fas

. t . - -

.. 25, ‘\,,i,. £ 2 1{-_ f. £ , r.;/-—\'_ ' £ £ 2 ’ ,
¥Yiolino 1. @ = ! e f —— =

e crese - s 5. _ — _ |

. = PP { e |7 .f-'_'. = g

PR 1 s w8 T S -‘.’- =t = P o B S i

Yielino II. ; F o — L ¥ o

L crese S L P ereE. w

This episode is repeated (bars&B and then undergoes a short development in which both
motives are worked out in their turn, before the resuming of the first section. It is, after all, no
surprise that this farewell happens idance movemen#{la danza.), which relives, with the
wisdom and craft of the mature age, the games
had played such an important role in his work.

Invented or borrowed?

Some scholars raised a differentiss about the motive: coul d Be:¢
from another composer? Arnold Schmitz drew attention as early as 1927 to the similarity of the
motive with a pHymresauwParthéotalrig Gamul™iF ni 6 s

nous ju-rons tous le fer en main nous ju-rons
Y ; PP P Y ddrl 3 "
Choir 'ﬁ; ;i .&. f ;T — ——-ﬁvﬂﬂ__ﬁkffﬁ
nous ju-rons |tous le fer en. |main nous ju-rons | tous
Winds FRppF——d—F3——F— o e L L

Mi chael Broyl es | at JJwashlsowsedby otheaFtench tcomposesu | s e
and was in fact a pattern typical to French Revolution nfusBuerrieri resumed this research
recently, bringing to attention also the similaritytioeen the motive and the opening beat of
Rouget dlLen Marseialsgthesepitomic song of the 1789 French Revolution later to
become Franceds national it em. Guerrier: pos
Arai ses t h baethegr Beethdvenavas cansciously alludingaoMarseillaisewhen he
wr ot e tYhiefewFyeafs tater, tlie weknown conductor John Eliot Gardiner resumed and
el aborated Beethoventés AFrendhec&eroeeti of o Bier
Fifth SymphonyGuy Evans, producer/director), an otherwise cogent analysis and exceptional

" Reproduced after Arnold Schmif2as Romantische Beethovenbrstelleung und KritiKBerlin und

Bonn, 1927), p. 167.

A Michael Broyles:Beethovei The Emer gence and Evol ut j(Bxoelsiorf Beet
Music Publishing Co., Ney York,9B7), p. 123.

Y Guerrieri, p . 37. He menti ons again Cherubinio
composed at about t hEfthsam®&i ki mediaa Beteit bloeeodsMoz
both the resembl amsee® wintdh wilda Maered diolvlieamds moti ve.
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performance of the piece on period instrume
Romantique. 0

Il n our Post moderni st wor | d, esemBlances sl ovi t h
plagiarism. Did Beethoven plagiarize the most famous motive of the Classical music? If he did,
he certainly did not plagiarize Cherubini or any other musician of the French Revolution: as |
showed, t he mot i v e oeavpepseearly as 1788, inBilkianas Jorata e Do s
major, WoO 47 No. 1, which precedes by some ten years the music of the French Revolution.
Could he have had another source?

Schauffler, who also tackled the i,adsanced of Be
t he c as e PiarfoSdhaaynd.d% & flat major,i n whi ch he f@Avigorous.l
motive; however, he composed this piece in 1989 , Ssix years after Bee

sonata. A more likely candidate is a work that Mozartiphbt in 1781 which makes more intense
usage of the motive: hiSonata for piano and violi. 379. Beethoven used this piece as a model
for his Quartet for piano and strings in E flatyoO 36 No. £i n whi ch |1 6ve previc

the use of the motive He composed it in 1785; therefore
before that date. He very likely discovered in it the dramatic potential of the motive in minor keys
(G minor in Mozartds case). Howeveéeilbs moit $ vies

years earlier when he wrote his piano sonata; indeed, according to Thayer, Beethoven began to get
fast access to Mozartdé’s printed scores only a

In the final analysis, even though this short investigation does not answer thrguest
Ainvented or borrowed?0 it teaches us somet hi
1783, Haydn six years later, the musicians of the French Revolution after 1790 all employed the
motive without apparently caring for any copyright. During gighteenth century, the kind of
short musical blocks now calledotiveswere the shared property of the musical community and
nobody would have claimedapyright for them. A motive almost never stands alone, but is
combined with other ideas to forroriger phrasést he musi c al t hemes (Aid
Beet hovends word for such phrases) that the wi
alone, it usually plays an episodic role: it introduces, or concludes|aunehes a musical phrase,
or it is used to have a very special, striking effect. In fact, while the Fate motive is so intimately
associated with Beethovends name, it is probal
of classical music, before Beethoven and even &fterm é but thi s fact had
suspicion of plagiarism.

Let us now track summarily back to the npre
musicians before Beethoven made it into a myth.

Tracking the motive back in the history of music

Before we start, we must, however, clanipatwe consi der to be At heo |
Fifth presents it in two forms: the original one in the first movement, which includes the final
descending interval and which we will call ggepwisdorm; and thdinear form (the same note

uttered four times), JJJJ pul se, from whi ch ScherzdoWe cantaddtahe sy

" Schauffler, pp. 212 2 0 . He indicates Haydnbés Sonata No. 3,
records it as XVI 49.
AWi Il liam Meredith, i Be et Mhe Beethoven Bourgakol. 21 Nal 1(Svmmea r t on

2006), pp. 2728.
Y ThayerForbes p. 67
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third kind, the inverted stepwiseascendingnot i ve, wi th a final l eap,
variations of the mive are also possible: for example, one in which the descent or ascent is
different from a third, again illustrated by Beethoven inSicberzaof his Tenth String Quartet.

The essenti al condition is that iuthefammges hds o t
And, of course, we will recognize the motive when it appears in a chordad forrfact, it is

almost always supported by harmony.

A few more clarifications are also needed. We will recognize the motive even when it does
notconveythesanttr ama t hat it does in Beethoven6s symj
very different feelings and moods depending on the musical context, which includes the key (major
vs. minor), the tempo, the emission of the sound (accents, staccatos, dte)tioer of the
instruments. The notes alone do not make the music. On the other hand, any occurrence of four
notes (with or without the final descending interval) in a musical phrase does not necessarily
gualify as the motive, if they blend seamledslya musical context different from its pulse. For
exampl e, i n t h®mpghenpNot2&K01B2, thedeading Yoigesof the violins play:

o =

Violino I e o 1

Sl | r i
Does this qualify as a use of the motive, because four notes show up? Of course not: this is a

five-note motive. In order to qualify as an instantiation of the motive, a phrase should be well
delimited, for example by pauses, cleat large intervals, or changes of the dynamics.

The duration of the four notes is also important. Only sounds in relatjuetk succession
qgualify for the motive, because this way they
This happens clearly in fast movements, but not necessarily in slow ones. For example, one does
not fAhear o t he mdugueindhelargooplea i mgadfofCl ement i 6s
Op. 34 No. 2 in G minor, because of the slow tempo, which dilutes the tension between notes:

, Largo e sostenuto

O

e = —=

o) [ 4 L 4 L & — —F
sempre legato é:\__/;'h =2 # %%;*z\jd‘

gs e
T & £

Sz o
For this reason, the motive appears much more often in fast movements; in slower ones it is
normally in snaller values which convey the same straight pulse as in a fast movement. For a
similar reason, double or triple crotches cannot be an incarnation of the motive in a fast movement
because speed destroys the i ndiquenaofgheiineay of t
motive in the tempest episode of themmec oncer t o of ThéiSeasohsdi 6 s cycl e
Presto

'27 snpaltlflf cnpe

- —
I i
- - -

T

T
T T

the tempest, Vivaldi recurs to a formula estal@déhduring the Barogque age, which Albert
Schweitzer describes as fAthe”  terror motive, 0

" Albert Schweitzer,)). S. Bachtransl. by E. Newman (Dover Publications, New York, 1966), vol. 2, pp.
103-105.
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Hidden in full sight during the Classical Age

The first stop in our trip back in time 1in
Sonatafor piano and violin in G majoK. 379, published in 1781, which, as | showed, may have
revealed the motive to the child Beethoven. This little masterpiece is a fantasy in three movements,
with the first two running continuously and changing from G m&joB minor. They are also
most interesting, because they make use of t hi
dramas. The initiahdagioin G major has its calm surface rippled by dissonances that lead (by
means of a figuration) to a regged strongforte), first diatonic then dissonant, utterance of the
motive at the piano (bars 3D):

Adagio
28 &

0 ]
‘ -

The violin resumes the theme of thdagiq but this short episode announces the link with the
Allegro that follows without a pause, in G minor, the key of pain and distress with Mozart. It
bursts in with the motive at the piano, in a twelve measures phra$@)#8arkedappassionato

(passionate), evidenced by the various forms of the motive (reversasat9, 553):
Allegro

T = . s
+ s T
=+ 1 — :

< ? & O S ? e ? P as Ty L
ﬁ:}gmm =—cssEa===r—a—csmim.oosE
fapptlzssioymto = =, — P
= Celaelalelcolefo prliale = o

4 0 IS 4 = | DY S LS
+ -

L
11 y —— ‘I!l__l ) Com Com e e — m:"

L
8
Al

legato ] i

The violin takes over this passionate phrase for twelve more measures and the episode is repeated
(bars 117144) after the second thematic group.

The K. 379 is only the top of the Mozart icebérgctually not the top, because one disas
the motive in several much more famous works of his, such &srtalke of his Symphony No. 41
in C major,K. 551, dubbedupiter(1788); the first movement of hiiano Concerto No. 25in C
major K. 503 (178586), hisFantasy for PiandK. 475 (1785),a C minor piece often sounding
Beethoverike. The first movement of the mentioned Concerto is particularly interesting, because
it makes the motive into a germinal cell from which the main theme emerges:

i Allegro maestoso

Vieolins I O—E 31 e e e e o FEEE

L\ 7 S U N _ " S 5 A S—— . ... (... 5 S, . G S— . - .

" This peculiar structure was also practiced by Haydn before having established thel Stamdaf the
classical cyclic pieces. One can also consider the first two movements as sections of the same movement.
The finale is a theme with variations.
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This design may have served as model to Beethdor hisFourth Piano Concerto The
resembl ance of Mozartdos theme to fALa Marsei.l

Revolution, iI's also worth noting. Guarrier:
Mar sei |l | ai se o iHifth, hibse caapuesrei nhge onfi ststeed Moz art 6s
concerto, which resembles the French anthem far more closely th&iftitheThis resemblance

i's most |l i kely a coincidence, as Mozartds <co
composd his song in 1792 and it I's very wunli kel
December 1786, when Mozart performed his work in a few public concerts. As we know, the

motive Awas floatingo in the air of the age.

| think it is also worth pointing wt that, though the motive seems to be essentially an
instrumental device, Mozart also found ways to use it in his operas. He was certainly not the first
to do so; Gluck (1714787) used the motive in Act 1, Scene 5 ofAleeste(composed il767),
inwhi ch it emphatically introduces the heroine
deci sion to sacrifice her | ife for heQrfeohusban
ed Euridice it seems that Mozart was the one who introducedhtbtive into the grand repertoire
of the opera genre. In hidarriage of Figaroh e s howed that the moti veo:
at expressing laughter: in the imbroglio of the Act 2 finale, Figaro tries to laugh off Antonio, who
is about to exposedimachinations, with thregh-Ah-Ah-Ah utterances. Thus was inaugurated a
| aughter tradition in vocaTlheBaasoimsdNo. wlBi6gh Jwase 0
and | ater Gounodds Mephistods | aughstceagl15)( i n hi
An even more interesting case is thaboh Giovannd s f i nal scene (No. 26)
serves to build a dramatic effect: Leporello, horrifiegenéers the scene to tell his master that the
terrifying ASt on ee dporia-t-tadaon tke liear maotideisustgined loy the

orchestra. It is a strong effect that seems,
the |iteral incarnation of AFate pounding on
Allegro molto
389 Leporello
Ak! pa - dro-ne,. io ge-lo, ie man-ce, se ve~de-ste che fi - gu-ia se sen-
Don Giovanni Leporello
[9?'— 1 -—IA" s | "_f_—"_ L“‘ - - —— 1 — J.A ; P

fi - ste ce-me  fal ta ta ta, ta, Non ca-pi-sco n.ieut.(; af- fat-te. ta, ta, ta, ia

| will stop here this survey of the mausages Mozart found for the motive (but see Table 2a
of the Appendix), in favor of continuing to search for its roots. When had Miozanised the
motive? Given his precocity, it is no surprise that he already knew it at eleven: he used it to close
the exposition and then to close the last movement &ymghony No. 6 in F majé 53 (1767):

g Allegro 107
Violon 1 FEr=r =T owrirr SsE=ses e tanas
iolon SIS IsnE 2 A Y
e ]
Violon 2 F=si=z=azcoii=r T CLiIrESrermmE
e - s :_a:w »’Lﬁ“‘ = == E%@
¥ 3T e I

Did Mozart invent the motive at eleven or did he borrow it from one of his predecessors?
Haydn is the name that first comes to mind because, as one Kmihad used the same motive
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in hisPiano Sonata No. 49 in E flat majoHowever, as he composed this piece around 1789 or
1790, one must search among his many earliest works for examples in which he recurs to the
motive and from which Mozart could havaken inspiration. Indeed, Haydn had ingeniously
explored the potential of the motive in many of his works, sonatas, symph@uete of which

are staples of the repertoire, like Ne. 96 in D majorThe Miracle(17919 string quartets and

even his choraiusic (see Table 2b in the Appendix). The chronologically first one that | could
find is hisSymphony No, 12 in E majatated in 1763, in the first movement of which the return

of the main theme is initiated by a sequence of the motive in the basss (simdacellos),
harmonically supported by the violins:

L, 44
Violons [ i o —— = biof e ]
‘AGF-_'S: + g <1y "“‘*‘ﬂ"“—-‘ﬁv :_33: M=
Altos et oyl ey e e e
vilomcelles et e P o P P e P

A similar sequence launches the development in an even more elaborated episode/(bars 65

However, this symphony could not have been N\
four years. Athe time, Haydn was toiling anonymously in the service of his princely patron
Esterhazy in the Hungarian marshlands, without publishing his symphonies. It is very likely that
Mozart got the motive from one of trkedthd@imi nor
beginning of the Classical Age and who are remembered today primarily as the forerunners of the
great Viennese classicists. It i s hard to ap
of Haydn and Mozart, because one can date tbenpositions only approximately; they used to
keep compositions in store for a long time, because, copyrights for music having not yet been
invented: maintaining exclusive control of their music was their means of earning a livelihood.

On the other hand, avks that became popular among their colleague musicians often circulated
in (what we would consider) pirated copies. Finally, influence was quite often exerted by direct
contact, not by means of printed scores: the most notorious example is that of, Mbpamet
Johann Christian Bach (173582) during his visit to London in 1765, and learnt a great deal of
the art and science of composing from his elder. It seems, however, that the mentor we are looking
for was Carl Friedrich Abel (172B787), anotheGerman musician who settled in England (like

his friend Johann Christian) and who enjoyed a solid reputation as an author of symphonies.
Mozart c o fymphbny A Ik ddt magddp. 6 No. 6 when he was in London, two years
before it was published 767 he kept the copy together with his own works, so it was for a long
time thought to be his, cataloguedSysnphony No..4 The use of the motive in the finallegro

of Mozartbés own Swyappgats tobealmdstacegda t( Ko.f 4A3b)e | 6 s .

Our motive was indeed known to the masters of the Rococo all over Europe. One can find it
in sonatas and symphonies of the AENnglish Bacl
Friedemann (1732784) living in Germany, and of Francaleseph Gasec (17341829) in
France. It is, therefore, not surprising that the composers of the French Revolution used it later.
Was the motive an invention of the Rococo style or an inheritance from the Baroque? The name
that immediately emerges, albeittentativy , i s t hat of the fAGreat Ba

Heinz GartnerJohn Christian Bachh Moz ar t 6 s Fr i etnarsl. b ReinhaMeGRaulg r
(Amadeus Press, Rland, Oregon, 1994), p. 216.
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The meager Baroque crop € including, howv

Indeed, Bach used the motive several times in his works, most notably in two absolute
masterpieces: hi€oncerto No. 1 in D minor for harpsicord and stringgv/V 1052, both in its
first and | ast mov e me RartigaNo.2ain D minohfer sofo @GdliBVVo n n a 0
1004. The most interesting case for our research is, howevdrugjue in D majoBWYV 874
from the second book of th&/ellTempered Klvier, in which the motive (with a steep final
descent) forms the head of the theme:

PR = ca LS|

f’ £ ’1"# J :YJW

.

It is possible that Beethoven discovered the motive in the BWV 874, because he had learned
by heart thavelk Tempered Klaviein his childhood.

But did Bachinventthemotive? Schauffler claims to have identified it as the inversion of the
theme of a fugue by the early Baroque musician Legrenzi ¢1696), published around the
middle of the seventeenth century, that Bach himself later used to build his C minor ivytie B
744 for orgart
0|
B p— ;

= - o -

However, this theme has five notes, the last of which clearly is strongly related to the preceding
four; moreover, the last two ascendidgscending intervals change completely the expression of
the motive when we reverse it: thera@hing left of the strong fateful announcem&@f course,
Bach could have inversed Legrenzi 6s theme and
fairly convoluted argument, and in any case would not prove that Legrenzi was the first to use the
motive.

How far back during the Baroque Age can we track the motive? A systematic survey of the
vast musical repertoire of the Baroque Age (the classical music style that counts the largest number
of composers and compositions) was beyond my p@wansl pobably of the power of much
betterequipped researchérdut serendipity revealed an occurrence of the motive in a piece
published at about the same time as Legrenzi o
during his time but is nowadays mentionedyan treatised Giovanni Maria Bononcini (1642
1678). In 1673, he published in Venice a collectiobonata a TréOp. 6), the No. 9 of which
makes plenty of use of the motive in its third movem@uaagio, where it appears in an intense
exchange betven the three voices:

" ThayerForbes, pp. 667.

A Schauffler, p. 219.

Y Mozart will use the Legrenzi motive to build the splendid nostalgic slow section of himamreament
Symphony No. 26 in G maj(k773), an othervgie little interesting piece.
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My research into the Baroque musical output produced a meagersepable 2c in the
Appendix), although it includes the four main masters of the age: Corelli and Vivaldi in Italy and
Bach and Handel in Germany. It seems thaB&eque was not very fond of the motive. | can
think of two causes of this reticence: first, this music style is more intimately linked to the
ornament, therefore it prefers | ong sinuous |
the popudrity of the latter is linked (as we have already discovered and will repeatedly find proof
of) to its cadential function, while the Baroque music avoided the perfect cadence, reserving it
normally for the conclusion of a piece.

The birth of the motive atthe dawn of Renaissance

Bononcini himself must have borrowed or rediscovered the motive, which had been part and
parcel of the music repertoire almost one hundred years before, during the late Renaissance.
Ballarino, a very popular treatise on the daa published in 1581, include&agliardaattributed
to Vicenzo Galilei, which brings into play th
form of the motive®
21 Gagliarda

P
4 A o 1 H I ‘ T 3
1= i T e s s I i = =4
- - e o Cmmm——te
X

pulse motive

Vincenzo Galilei (152a591) (better known nowadays as the father of Galileo ésathe
scientist) was a polymadha physician interested in acoustics, as well as a musician who combined

" Charles RoserThe Classical StyléNorton & co, New York, 1997), p. 49.

A Reproduced afteFabrizio Caroso: Nobilta di dam A treatise on courtly dance, together with the
choreography and music of 49 dances, translated fine printing of 1600, edited and with an introduction
by Julia Sutton (Oxford University Press, 1986), p-169. TheGaliard constitutesvassecond jeceof

a nballet. o
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the two fields in music theory. HGalliard was very likely the transcription and elaboration of
the Italian folk danceg@agliarda) that spread oveturope during the sixteenth centugaillarde

in France) and became a favorite of Queen EIis
means Arobusto in Italian), "inthe &anseteraanfornautah | et i
in which the four beats of the pulse are the prominent rhythmic elefnent.

Was Vicenzo Galilei the Afathero of the f ama

present more than a century before ddliard in the Burgundian song 6 h o mme( AaTrhne®
Ar med ,Matnte @ gr e a' Itishsecular inorfgin, verydikely folkrseng, preserved
by Guillaume Dufay (139%2474), one of the most prominent musicians of the early Franco
Flemish Renaissance. He transcribed it sometime after 1460, but it coellodsam already known
by14005 This short song is a kind of fAmoralityo r
[ be

in ol d French, AfThe ar med man, one must w
everybody has to arm himself with a dteear mor . 0 The motive 1 s 1 nse
l ine and eventually emphasizes through a cade.l
made conspicuous by the pagghat precede its occurrences:
0 1 & 1
L’hom - me, l'l’iom - llne l'hlomme ar - mé, l'homme ar-msé, kL'h«:)rnrne:a.r - mé dclvibt f{)l‘l doub -
f) f—Fi’"’ 7= - For® - = -
> H——F—r=—t ! e —H = — |
ter, doibt on doub - ter. On a fait par - tout cri - er, Que chas-cun se
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It may seem strange that the motaygpears first in a song, because the motive is primarily
remembered today an instrumental device and has only rarely been recorded in vocal music.
Actually, we have good reasons to believe thaLtlieh o m mesong mad®rrowed the motive
from a folk danced one that has escaped my investigation, and which may well not have survived
in an earlier f or mGalilardcheemeemxsatnrpd tee so ft hGaatl itl hea OBy
in dance music. Besides that, we know that Renaissance songs were naiconipanied by
instruments, but were also quite often born out of dances, as the etymology shows: the name of
one of the most popular vocal forms of the Renaissancbatlasl, comes from the Italiabalatta

" The values of the notes in the example are only indicative; one played gtié tize time.

A Ottorino Respighi (1874 936 ) wi | | us e Afcemt airs and dascdfistipiece of Suiten  h i s
No. 2) and will make the motif even more obvious in the modern orchestration.

Y This song was a r e a luring which somefthirty massed Were aomposed that r vy ,
employed its theme a=ntus firmus Thus a real tradition of tHed h 0o mme  awasirn,Nbanvhish

many composers adhered for two centurir'em Dufay (ca. 1400.474) to Carissimi (1605674). It aso

had an echo in the twentieth centuryLiro h o mmei Aaviass ®r Peac€1999) by Karl Jenkins (b.

1944).

8 Bonnie J. Blackburriylasses on Popular Songs and Syllahie3he Josquin CompanipRichard Sherr,

editor (Oxford University Press, 1999),584 and note 9.
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(At hat whi ¢ H thinkst redsanald ® dtatgparaphrasing Nietzhe, that the Fate
motive was fAborn from the spiritLOhommaacar m®
originated in Burgundy, a province of France,
after all, albeit in avay different from the one proposed by some scholars.

Let us stop our quest for the roots of the motive here. The current goal is not to trace the origin
of the motive per se, but to provide the evidence needed to show that the Fate motive is deeply
rooted in the folklore of the Western world. But a more thorough research project, with resources
unavailableto me may even trace its root back to the ancient times. In fact, Matthew Guerrieri,
although not endeavoring a review comparable to this onesjm@$y jumped over two thousand
years back, noticing t ha toutiwashknewniniClagsibahantiquity o o t

asaguartuspaeon ® a traditi 6dnal prosody meter.
At the end of this survey, the conclusion is obvébtise famous Beethomemotive has a long
and rich Aprehistory.o Born, or at | east bapt

Spanish, Czech, efc.in a word, Europeahit was ready to become a mythical symbol of the

human condition when Beethoven arrived. Ideomplished this in higifth Symphonyvith an
unprecedented daring single gesture: building a whole symphonic movement from this very simple

cell and transforming it intdhe Fate Motive Guerreri may have also found the explanation of

this unique succss he invoked an experiment carried out by Edwin Gordon about human
perception of the basic building blocks of mu
t o perceineeutarnadl oha(geequal | 'y di ffi cul tsigfoohy al | é
accident, Beethoven made the ideal choice for apeallasive motive, one whose obsessive
repetition doesndétYcome across as repetition.

The perennial motive

The Fifth Symphonymarked the future of classical music. More than any other work by
Beethoven, or indeed by any other composer, it revealed the exceptionally expressive force that
can hide in a pattern formed by a small number of notes. The music will become more @and mor

motivic" and | ess and | ess "melodic", an evol
only one element. As for the famous motive, it was too rich in expressive potential for musicians
to refrain from usi ng iudd.toregdBdeiteas ehcommeompopertyyai c c e s
their profession and to use it to their own musical purposes. Almost every significant name of the
nineteenth century Western music, from Schubert to Mahler, diddoockhould we say, was
touched by@ the motive asome point in their creative life, in all genres of the instrumental music
(symphonies, concertos, sonatas, chamber music pieces), as well as in opera (Verdi and Wagner,
too!).

Tables 3 through 5 include over a hundred such usages of the motivecbflwihil present
only a few examples that I fFifthuSyrdphomyoad epenech t er e s
new paths, it had also raised standards very I
of B a tomioothat would never lose its allérevould have to do it differently. It was a
formidable challenge that very few musicians dared to approach. Most of them were satisfied to
use the motive in the conventional yet musically efficient manner that we have meé so far

" Richard TaruskinMusid From the Earliest Notations to the Sixteenth Cent@xford University Press,
2010), p. 120.

A Guerrieri, p. 17.

Y Guerrieri, p. 19.
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cadential endings of phraserevitalization of bridges, enhancement of fanfaresg etdich
ensures their blending almost anonymously into the musical fabric.

Mendelsohn is my first example of an inheritor of the motive. He experimented with it in the
transitions between the movents of hisFirst Piano Concerto(1831); he tried to emulate
Beet hovends Fourth Piano Concerto (or, possi bl
of his Second Piano Concerto in D min@p. 40 (1837) on a theme incorporating the motive; he
usd it to introduce hisSong Without Words E minorOp. 62 No. 3(1843), a funeral march.
Finally, the motive served him to create the only piece of classical music that could rival
B e et h dwtreimpdmularity: thewedding MarcHrom his incidental music foA Midsummer
Ni g ht 0 184B)thataalihmarried couples walk down the aisle to on at least four continents.
It begins with a fanfare on the motive in triplets that grows harmonically into a grandiose portal
from which the main theme of the march emerges:

Allegro vivace,

IFTmmpets‘ . . 3 3 . ] ) 3 ’g_
— 7 J: 7 " : ’ p= 1 :imi H:I ! T 1 1 1| 1T o7
B e e s s FEEIEII
O - see S e 2
7 e Nod

| know of only one great composer that has met the challenge of building an entire and
momentous movement from the motive: Brahms inFi@no Quintet in F minoOp. 34 (1864).

Brahmswas vi rtual | y h amotive ia His yough; hB ased ithrnoall tareedpgano
sonatas that he composed in 1853, notably in the third, in F minor (Op. 5), whose fourth movement,
anintermezzo nscri bed as Aln the hindsight, o is alm

himself inhis piano quintet, which marks the beginning of his creative maturity. The motive is

the force animating th&cherzpa C minor movement loaded with Romanticist chromaticism,
which seems to emul at Stin@BQuarte@po™, dut i@snatmgfdadessz o | n
resilience rather than fiFateds voiceo:

The usage that Wagner made of the motive in his musical dramas is also worth mentioning.
Wagner was the one who resolutely directed m
invented the concép o f i | “eHie tesonet! tio the Féate motive quite often, although it never

" Hedid not coin the terpmhoweverheu s ed t h e phrase @f unda andidentifidd onlylane mes 0 o
small number ofthem leaving it to his disciples timventory themHans von Wolzoge(i18481938)coined the term
anddrew the listn his guideDer Ring des Niebelungéh876).
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