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Symphony No. 9

Charles Munch

Fritz Reiner was one of the most acclaimed conductors of the 20th century -- noted for the vast range of his repertoire, which included both 
symphonic and operatic pieces spanning from the traditional canon to contemporary material, he was also an in�uential educator who counted 
among his pupils Leonard Bernstein. Reiner was born in Budapest, Hungary, on December 19, 1888; despite earning a law degree from the 
University of Bucharest, he pursued a career in music, and at age 21 was named chorusmaster of the Budapest Opera. A stint as conductor with 
the Budapest Volksoper followed before Reiner was chosen in 1914 to serve as principal 
conductor of the Royal Opera in Dresden, where he collaborated with Richard Strauss on 
productions of several of the composer's early operas.
  In 1922 Reiner left Europe to relocate to America, settling in Cincinnati, OH, and signing on as 
conductor with the Cincinnati Symphony Orchestra; a decade later he was tapped to head the 
orchestral and opera departments at Philadelphia's Curtis Institute of Music, where his students 
included Bernstein. After next serving as the music director of the Pittsburgh Symphony 
between 1938 and 1948, he served �ve years with the Metropolitan Opera. While Reiner's 
frequent migration might have been attributed largely to a restless creativity, he was also a 
notoriously di�cult personality who frequently alienated those around him -- many of the 
musicians under his command openly loathed him, although he inevitably inspired the best 
work of their careers.
  Reiner's own best work was undoubtedly his tenure with the Chicago Symphony Orchestra, 
which he elevated into one of the most celebrated ensembles in the world. Moving over to the 
CSO in 1953, he not only established the orchestra as a top-�ight live attraction but also as a 
popular recording entity -- the countless albums they made for RCA's Living Stereo series 
during Reiner's decade-long tenure were much acclaimed by collectors for both the power of 
the performances and the unusually high �delity of the recordings themselves. Releases like 
Fritz Reiner Conducts Richard Strauss and Fritz Reiner Conducts Bartók in particular remain 
de�nitive interpretations of the composers in question. Health problems forced Reiner to 
resign his position in 1962, and he died in New York City on November 15 of the following year. HIGH DEFINITION TAPE TRANSFERS
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 The Symphony No. 9 in D minor, Op. 125 "Choral" is the �nal complete symphony of Ludwig van Beethoven. Completed in 1824, 
the symphony is one of the best known works of the Western classical repertoire, and has been adapted for use as the European 
Anthem. It is considered one of Beethoven's masterpieces and one of the greatest musical compositions ever written.
 The symphony was the �rst example of a major composer using voices in a symphony. The words are sung during the �nal 
movement by four vocal soloists and a chorus. They were taken from the "Ode to Joy", a poem written by Friedrich Schiller in 1785 
and revised in 1803, with additions made by the composer.
 The Philharmonic Society of London originally commissioned the symphony in 1817. Beethoven started the work in 1818 and 
�nished early in 1824. However, both the words and notes of the symphony have sources dating from earlier in Beethoven's 
career.
 The title of Schiller's poem "An die Freude" is literally translated as "To Joy", but is normally called the "Ode to Joy". It was written in 
1785 and �rst published the following year in the poet's own literary journal, Thalia. Beethoven had made plans to set this poem 
to music as far back as 1793, when he was 22 years old.
In addition, the symphony also emerged from other pieces by Beethoven that, while completed works in their own right, are also 
in some sense sketches for the future symphony. The Choral Fantasy Opus. 80 (1808), basically a piano concerto movement, 
brings in a chorus and vocal soloists near the end to form the climax. As in the Ninth Symphony, the vocal forces sing a theme �rst 
played instrumentally, and this theme is highly reminiscent of the corresponding theme in the Ninth Symphony (for a detailed 
comparison, see Choral Fantasy). Going further back, an earlier version of the Choral Fantasy theme is found in the song 
"Gegenliebe" ("Returned Love"), for piano and high voice, which dates from before 1795.
The introduction for the vocal part of the symphony caused many di�culties for Beethoven. Beethoven's friend Anton Schindler, 
later said: "When he started working on the fourth movement the struggle began as never before. The aim was to �nd an 
appropriate way of introducing Schiller's ode. One day he [Beethoven] entered the room and shouted 'I got it, I just got it!' Then he 
showed me a sketchbook with the words 'let us sing the ode of the immortal Schiller'".[citation needed] However, Beethoven did 
not retain this version, and kept rewriting until he had found its �nal form, with the words "O Freunde, nicht diese Töne" ("O 
friends, not these sounds").

 Beethoven was eager to have his work played in Berlin as soon as possible after �nishing it, since he thought that musical taste in 
Vienna was dominated by Italian composers such as Rossini. When his friends and �nanciers heard this, they urged him to 
premiere the symphony in Vienna.
 The Ninth Symphony was premiered on May 7, 1824 in the Kärntnertortheater in Vienna, along with the Consecration of the 
House Overture and the �rst three parts of the Missa Solemnis. This was the composer's �rst on-stage appearance in twelve years; 
the hall was packed. The soprano and alto parts were interpreted by two famous young singers: Henriette Sontag and Caroline 
Unger.
 Although the performance was o�cially directed by Michael Umlauf, the theatre's Kapellmeister, Beethoven shared the stage 
with him. However, two years earlier, Umlauf had watched as the composer's attempt to conduct a dress rehearsal of his opera 

Fidelio ended in disaster. So this time, he instructed the singers and musicians to ignore the totally deaf Beethoven. At the 
beginning of every part, Beethoven, who sat by the stage, gave the tempos. He was turning the pages of his score and beating 
time for an orchestra he could not hear.
 There are a number of anecdotes about the premiere of the Ninth. Based on the testimony of the participants, there are 
suggestions that it was under-rehearsed (there were only two full rehearsals) and rather scrappy in execution. On the other hand, 
the premiere was a great success. In any case, Beethoven was not to blame, as violinist Josef Böhm recalled: "Beethoven directed 
the piece himself; that is, he stood before the lectern and gesticulated furiously. At times he rose, at other times he shrank to the 
ground, he moved as if he wanted to play all the instruments himself and sing for the whole chorus. All the musicians minded his 
rhythm alone while playing".
 When the audience applauded—testimonies di�er over whether at the end of the scherzo or the whole symphony—Beethoven 
was several measures o� and still conducting. Because of that, the contralto Caroline Unger walked over and turned Beethoven 
around to accept the audience's cheers and applause. According to one witness, "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." The whole audience acclaimed him through 
standing ovations �ve times; there were handkerchiefs in the air, hats, raised hands, so that Beethoven, who could not hear the 
applause, could at least see the ovation gestures. The theatre house had never seen such enthusiasm in applause.[citation 
needed]
 At that time, it was customary that the Imperial couple be greeted with three ovations when they entered the hall. The fact that 
�ve ovations were received by a private person who was not even employed by the state, and moreover, was a musician (a class 
of people who had been perceived as lackeys at court), was in itself considered almost indecent. Police agents present at the 
concert had to break o� this spontaneous explosion of ovations. Beethoven left the concert deeply moved.
 The Breitkopf & Härtel edition dating from 1864 has been used widely by orchestras.In 1997 Bärenreiter published an edition by 
Jonathan Del Mar. According to Del Mar, this edition corrects nearly 3000 mistakes in the Breitkopf edition, some of which were 
remarkable.Professor David Levy, however, criticized this edition in Beethoven Forum, saying that it could create "quite possibly 
false" traditions.Breitkopf also published a new edition by Peter Hauschild in 2005.

While many of the modi�cations in the newer editions make minor alterations to dynamics and articulation, both editions 
change the orchestral lead-in to the �nal statement of the choral theme in the fourth movement (IV: m525 m542). The newer 
versions alter the articulation of the horn calls, creating syncopation that no longer relates to the previous motive. The new 
Breitkopf & Härtel and Bärenreiter make this alteration di�erently, but the result is a reading that is di�erent from what was 
commonly accepted based on the 1864 Breitkopf edition. While both Breitkopf & Härtel and Bärenreiter consider their editions 
the most accurate versions available—labeling them Urtext editions—their conclusions are not universally accepted. In his 
monograph "Beethoven—the ninth symphony", Professor David Levy describes the rationale for these changes and the danger of 
calling the editions Urtext.



 Please Note:  In the interest of preserving the superb sound quality of these historic recordings, they have been preserved in 
their original,  pristine state for maximum �delity. Transferred from commercially released, analog reel-to-reel tapes (some of 

which are more than 50 years old), the recordings themselves can be subject to certain "artifacts" which are an inseparable part 
of the original analog recording process, such as tape "hiss" or other defects, and these may be audible on certain music tracks.  

 Because your CD or DVD-A was individually "burned" in order to realize superior sound quality to stamped, mass-produced 
versions, microscopic cosmetic blemishes may be visible. Please regard these tiny marks as  evidence of the "human touch" in 
the care and individual attention that each and every HDTT disc receives during its very demanding  manufacturing process.
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HDCD210 Beethoven Symphony No. 9 • Reiner • Chicago Symphony Orchestra

BEETHOVEN
  

Transfered from a RCA 4-track tape 
Recorded 1961 • Venue Chicago Symphony Hall

Producer Richard Mohr • Engineer Robert Layton

I. Allegro ma non troppo, un poco maestoso 15:58
II. Molto vivace 10:46
III. Adagio molto e cantabile - Andante moderato 16:46
IV. Finale: Presto 24:27

Fritz Reiner • Chicago Symphony Orchestra 

Symphony No. 9
 Featuring: Florence Kopleff,  Donald Gramm,  Phyllis Curtin,  John McCollum

CSO Chorus


