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BEETHOVEN SYMPHONY  
NO. 6, “PASTORAL”
IN HARMONY WITH GOD AND NATURE 
Ludwig van Beethoven wrote his nine 
symphonies over the span of 24 years, 
from around 1800 to 1824. It is worth 
noting that the first six of the symphonies, 
namely Symphonies 1 through 6, were 
composed in just the first third of this 
extraordinarily creative time (1800-
1808), while the last three, Symphonies 7 
through 9, were divided over the course of 
the remaining two-thirds of this period. 
The Sixth Symphony, in this light, can 
be seen as the conclusion of the intensely 
prolific first phase.

As was reported by noted Beethoven 
biographer Anton Schindler, the Sixth 
Symphony was composed in the Nussdorf 
and Grinzing suburbs of Vienna, between 
which the Schreiberbach River flows. As 
Beethoven himself said, “Here I wrote the 
scene at the brook, and the yellowhammers 
up there, the quails, nightingales and 
cuckoos all around have also composed.”  

It is interesting to consider that Symphony 
No. 6, “Pastoral,” which Beethoven also 
called “Erinnerung an das Landleben” 
(“Recollections of Country Life”), was 
written at the same time as the iconic Fifth 
Symphony. Beethoven even counted the 
Sixth as the Fifth Symphony for a long time 
and both were premiered together in the 
famous four-hour-long Academy concert 
on December 22, 1808 at the Theater 
an der Wien with Beethoven himself 
conducting. As a pair of sisters, the two 
symphonies form a crowning conclusion to 
a very fruitful period. And while the two 
works are opposites in many ways, they also 
complement each other beautifully.  

Both the Fifth and Sixth Symphonies 
share, among other things, a similar 
instrumentation which includes the use of 
instruments rather unusual for the time: 
trombones, piccolo and contrabassoon (only 
utilized in the Fifth Symphony). While 
the first two movements of the “Pastoral” 



include the woodwinds and horns, the 
trumpets do not enter until the third 
movement, and even here, they are used 
rather sparingly. The timpani and piccolo 
first appear in the fourth movement, while 
the trombones (only two in number), 
are used in both the fourth and fifth 
movements. While the Fifth Symphony 
follows the traditional four movement 
symphonic structure, the Sixth includes five 
movements. Here, the first two movements 
stand alone, while the following three 
movements flow seamlessly into each other 
without interruption.
 
The principle “Per aspera ad astra” 
(“Through hardships to the stars”) 
plays a role in both the Fifth and Sixth 
Symphonies, though in different ways. 
Whereas it dominates much of the Fifth 
Symphony, in the Sixth this idea is 
reflected only peripherally. Darkness does 
not actually exist much in the “Pastoral,” 
other than in the overt depiction of the 
thunderstorm episode. Instead, most of 
the Sixth Symphony is bathed in light, 
serenity and well-being. Interestingly, I find 
that both the Fifth and Sixth Symphonies 
share an orientation toward the finale. It is 

here in both final movements (the fourth 
movement of the Fifth Symphony and the 
fifth movement of the Sixth Symphony, 
directly following the thunderstorm) that 
darkness is transcended. In the Fifth, 
Beethoven at long last celebrates the 
triumph of the hero, whereas in the Sixth, 
the final movement brings peace and 
fervent gratitude to God.

Both symphonies also reflect Beethoven’s 
personality in distinctive ways; I find that 
a certain duality exists throughout. On one 
hand, we see the spirit of an impetuous, 
truth-seeking Beethoven who vehemently 
stands up for the rights and freedoms of 
mankind. On the other hand, we also find a 
Beethoven emanating sincere love and great 
reverence for nature, no doubt indicative of 
his deep and abiding faith in God. 
 
ABOUT THE  
SIXTH SYMPHONY 
It was rather common in Beethoven’s 
time to incorporate depictions of nature 
in music, and Beethoven was, no doubt, 
inspired by key works from his colleagues 
including Antonio Vivaldi, J.S. Bach, and, 
most notably, Franz Joseph Haydn. Haydn’s 



oratorios The Creation (1798) and The 
Seasons (1801) were premiered in Vienna. In 
addition, it is likely that Beethoven would 
have known Justin Heinrich Knecht’s 
orchestral work, Le portrait musical de la 
nature (1784), that in many ways anticipates 
the “Pastoral’s” program.   

Beethoven not only admired nature, but 
viewed its peace and quiet as a sanctuary 
and respite from the noise of the city. 
While in nature, he sought physical rest 
from his ailments (his hearing maladies 
visibly plagued him) and also drew on the 
silence to inspire new artistic creativity 
and inner strength. We know that he 
often read Christoph Christian Sturm’s 
“Betrachtungen im Reiche Gottes in der 
Natur” (“Contemplations in the Kingdom 
of God in Nature”) with the sentence, 
“Here I will admire God....find a foretaste 
of heaven.” Beethoven also remarked to the 
English harpmaker J.A. Stumpff, “When I 
look at the sky in the evening in amazement 
..., then my spirit swings itself over the stars 
to the original source, from which all created 
things flow ... Yes, it must come from 

above.” His writing from the Vienna forest 
in 1815 further underscores this sentiment: 
“Almighty in the forest, I am blessed, happy 
in the forest: every tree speaks through 
you - Oh, God, what glory! In such a forest 
area, in the heights, there is peace, peace 
to serve him.” Beethoven’s deep and living 
relationship with God is clearly evident 
through his worship of nature. 

Much has been discussed regarding 
Beethoven’s own remark indicated in the 
score, “Mehr Ausdruck der Empfindung als 
Malerei,” (“More sensation than painting”) 
and whether this Symphony should be 
considered as program or absolute music. 
For me, the answer lies entirely in the 
definition. In many ways, every composer 
develops a program for their music, 
whether it is musical or extra-musical, and 
overt or not. In this light, every single note 
in a piece is part of a program, and this is 
also the case with Beethoven. But here in 
the Sixth Symphony, Beethoven clearly 
describes birdsong, thunder, lightning, 
rain and murmurs, along with many other 
feelings and images linked to nature. In the 



second movement, he even explicitly names 
the three species of birds portrayed in the 
woodwinds. Throughout, I believe that it 
is important to consider that Beethoven 
did not describe these images exactly. 
Reflecting back on the remark, “Mehr 
Ausdruck der Empfindung als Malerei,” he 
does not exclude painting, but instead shifts 
the music into the realm of feelings. For 
Beethoven, I believe that it is absolutely a 
question of proportions, a sentiment further 
echoed in his sketchbook commentary, 
“Every ‘Malerei’, after being pushed too far 
in instrumental music, loses.” In the end, I 
turn again back to Beethoven’s own words: 
“One leaves it to the listener to find out the 
situations.  Whoever gets even an idea of 
country life, can think for himself without 
many headings what the author wants.”   
 
 
FIRST MOVEMENT
The first movement is titled “Awakening 
of cheerful feelings on arriving in the 
country.” Immediately, these words 
indicate a certain tranquility that stands 
in contrast to the starting point of the 
city. Throughout, this movement is an 

expression of pure joy and liberation. 
The man that Beethoven refers to here 
is, of course, Beethoven himself who 
always found bliss while heading to the 
countryside and leaving behind the bustling 
city, along with his personal depressions. 
“The wind cannot keep me in Vienna, since 
it is my enemy...” so instead, Beethoven 
goes to a “sanctuary” (“Holy, Holy” as he 
referenced in his letters). Even the choice 
of the key of F major, typical of a pastorella 
(a work with pastoral associations), 
contributes to the pleasant and serene 
mood. Incidentally, F major is the key 
that Beethoven utilized for many works 
referring to nature, of which the “Spring 
Sonata” for violin and piano is an important 
example.

The opening bars set the tone and form 
the nucleus for further development. 
They are flowing and yearning, yet 
amiable and filled with expectation, thus 
standing in full contrast to the beginning 
of the Fifth Symphony with its arresting 
and dramatic opening lines. In both 
symphonies, it is interesting to note that 
Beethoven has added fermatas within 



the first few measures. And here in the 
Sixth, elements evoking the countryside 
are incorporated musically from nearly the 
start. Already in measure 42 (00:43), one 
can hear birdsong in the flutes, though 
this can often be difficult to bring out on 
account of the surrounding textures. I have 
therefore amplified the flutes by adding 
the piccolo to this line. Beethoven also 
imitates the cuckoo twice in the bassoon, 
each time in dialogue with the first violins 
(measure 187 or 05:23 and measure 233 
or 06:07). The folk-like figure heard in 
the woodwinds (measure 115 or 01:56) 
is used quite deliberately and evokes the 
traditional alpine spirit. I have therefore 
asked the woodwinds to follow the typical 
phrasing of what we now know as a yodel, 
with a crescendo to the sixth interval, thus 
contributing to the overall cheerful mood.  

From the outset, Beethoven creates a 
noticeable motoric drive through the 
repetition of individual motives. This 
can clearly be seen not only in the short, 
eight-bar phrase beginning in measure 16 
(00:18), but also in the very long chain of 
repetitions (each one 36 bars in length), 

starting in measures 151 (04:49) and 197 
(05:33) respectively. In total, this makes 
an extraordinary 72 measures combined in 
which the motive taken from the second 
measure of the Symphony is repeated over 
and over, and now also underlaid with a 
triplet pattern in the lower strings. One 
cannot help but think of the rattling of 
the carriage wheels that Beethoven would 
have heard as part of his journeys to the 
countryside. But here again, it is not an 
exact imitation of the spinning wheels, but 
rather, an impression of the feeling. 

One moment that I find particularly 
beautiful is the way that Beethoven 
succeeds in heightening the already 
pleasant mood by a single change of 
harmony.  From the soft key of B-flat 
major, Beethoven migrates to the somewhat 
brighter key of D major (measure 163 
or 05:44). Thus, contrary to custom, I 
have asked the two violin groups (in 
this performance, sitting opposite each 
other), to play the long, sustained notes 
expressively and with crescendoes (a gradual 
increase in volume). 



Overall, I find this first movement to be 
harmonically rather simple. There are 
no shocking or disturbing elements and, 
additionally, Beethoven makes little use 
of accents which, no doubt, are a hallmark 
of the Fifth Symphony. Apart from the 
coda, we only find sforzati (an articulation 
indicating a strong initial attack) in 
the second part of the development. 
Beginning in measure 243 (06:18), 
the four-bar motive from the opening 
(measures 9-12 or 00:11) now travels 
through several variations of expression. 
Beethoven further heightens the mood 
with the addition of the sfp or sforzando 
piano marking (a direction indicating that 
the note should be played with particular 
emphasis followed by a sudden decrease in 
volume) starting in measure 255 (06:29) 
and now following in every other bar. I 
therefore ask for the sfp to be played in a 
characteristically folkloristic style, which 
immediately brings to life the dance-like 
character. 

The movement continues before reaching 
the coda which introduces a certain 
Baroque-like austerity for just a brief 

moment (measure 422 or 09:15), though 
this immediately fades away and returns to 
the folk-like mood (measure 428 or 09:21). 
Beethoven next builds to a beautiful 
climax which culminates in measure 458 
(09:52) where I ask for a very broad and 
generous legato that dissipates over the 
next bars. (Interestingly, this passage 
corresponds roughly to the coda in the 
last movement [measure 227 or 08:08]). 
Following a lyrical and serene clarinet 
solo marked dolce (sweetly and softly) and 
a brief rise to forte (loudly), the movement 
ends with two simple, quiet chords.   
 
 
SECOND MOVEMENT
While the first movement (which I see 
almost as an overture) expresses longing for 
the country, expectation and the impending 
arrival, the second movement has clearly 
arrived in the country. Here, man dwells 
in nature and is absorbed by the sounds. 
Beethoven titles this movement “Scene by 
the brook,” and it is therefore no wonder 
that the driving motoric elements of the 
first movement are now gone. Instead, we 
experience an idyllic scene. 



We know that Beethoven seems to have 
wrestled with the tempo indication of 
this movement for a long time. In some 
writings it is noted as “Andante quasi 
Allegretto,” (implying faster than an 
Andante), but in the end, it is actually 
marked “Andante molto moto” (indicating 
a walking tempo, but with motion). In 
1817, Beethoven even went so far as to 
enter the metronome marking of dotted 
quarter note equals 50, which seems to 
indicate that the tempo should be faster, 
though this is rather contrary to today’s 
practice. I find this tempo marking to 
be quite understandable, though, as the 
opening depicts a flowing brook, which 
Beethoven already alluded to in his 1803 
sketchbook (“murmuring of the brook”).  
A particularly special and ingenious 
element of this movement is the way that 
the contemplative and relaxing mood 
is actually created through a certain 
regularity of motion. In addition, the 
opening asks for the strings to play con 
sordino (using a mute) so that the sound is 
somewhat restrained and unobtrusive in 
support of this mood.

Similar to the first movement, there is 
not a single moment in this movement 
where the mood is disrupted or disturbed. 
Whereas Beethoven’s scores are typically 
full of unusual rhythms, specific dynamic 
and articulation markings, there are only 
four sf or sforzati indications in the entire 
movement, in addition to a few fp or forte 
piano (a forte accent immediately followed 
by a piano) markings (measures 45 and 49, 
and then in parallel in the recapitulation 
measures 117 and 121). There are, however, 
some of the typical Beethoven syncopations 
(a shifting of the normal accent, usually by 
stressing the normally unaccented beats) 
and hemiolas (a musical figure in which two 
groups of three beats are replaced by three 
groups of two beats, giving the effect of a 
shift between triple and duple meter). But 
here, they are beautifully embedded in the 
quiet character of the movement. 

Throughout this movement, one must 
be aware that the uniformity in motion 
could pose the risk of a static feeling. One 
example to mention is the sforzati, both in 
measures 45 (03:36) and 118 (09:04) which 
set in motion a series of triads which, if 



played at a constant tempo, could seem 
somewhat halting and rigid. Here, in my 
opinion, one should think of a wave or a 
small stone that breaks loose and gains 
momentum as it begins to roll slowly. 
Likewise, the magnificent bird duet in the 
flute and oboe (measure 62 or 04:56) leads 
to a subtle acceleration. It is almost as if 
the two birds are soaring (measure 65 or 
05:10). Throughout, man experiences these 
wonderful occurrences and it is therefore 
not a surprise that he, too, rapturously 
joins in the song. One beautiful example is 
the singing, expressive phrase in measures 
33 to 36 (02:38-02:53) which is repeated 
three times.

Anton Schindler reported that while on 
a walk together in April 1823, Beethoven 
actually showed him the place where he 
wrote the scene by the brook. It was also 
on that same walk that Beethoven spoke 
of the cuckoo (clarinet), nightingale (flute) 
and quail (oboe) that “composed together 
with him.” These references are specifically 
designated in the score and can be found at 
the end of the second movement which I 
like to think of almost like a bird cadenza 

(measure 129 or 10:37). Thanks to today’s 
technology, we have the opportunity to 
hear these actual birds “singing live,” just as 
Beethoven must have heard on his walks. 
I have therefore asked our musicians to 
listen to these birdsongs via YouTube. 
For example, one can hear the song of the 
quail at “Coturnix - Codorniz común – 
Galeperra.” I find it nearly impossible to 
note this rhythm exactly, but believe that it 
provides helpful clues to the spirit in which 
this passage should be played. Often, the 
cuckoo is imitated in music through the use 
of the fourth interval or minor third. Here, 
however, Beethoven notates it as a major 
third. For me, these inconsistencies can be 
understood, as the pitch of a cuckoo varies 
and cannot always be captured exactly. 
However, in the example of the “Call of 
the common cuckoo - Cuculus canorus – 
Kuckuck,” also available on YouTube, it is 
clearly the interval of a major third, just as 
Beethoven has notated. I see the ending of 
the movement with the two chords also as 
a cuckoo call. 

 
 



THIRD MOVEMENT
If the first two movements evoke the 
connection to nature and its effect on man, 
the third movement now brings the first 
chance to meet the man who lives there. 
Beethoven titles this movement “Merry 
assembly of country folk,” and it is no 
doubt inspired by the numerous festivals 
that Beethoven attended at his favorite 
country inn where he loved to observe 
the band of musicians. Often, they would 
play German dances, which in that time, 
were mostly danced by the lower social 
classes. But Beethoven would have surely 
noticed how the horns incited exuberant 
dances (measure 75 or 00:42) and how 
occasionally, the instrumentalists might 
have played “wrong” entries, which, in 
this movement are reflected in the oboe in 
measures 91 (00:51) and 295 (03:03). 

A particularly comical spot is the solo 
passage of the second bassoon who naively 
repeats three descending notes (measure 
95 or 00:53). According to Schindler, this 
was meant to be an imitation of a tired 
village bassoonist who is sporadically 
awakened from his slumber. It becomes 

increasingly funny, though, as the music 
suddenly accelerates and switches to a 2/4 
time signature. Here, Beethoven actually 
writes a sf on each first bar unit for 16 
consecutive measures. For me, I believe 
that this represents the peasants as they 
dance and stamp about in their wooden 
shoes.  What a sonic impact this must have 
had on Beethoven! In preparing for this 
performance, I have asked our musicians 
to stamp along with their feet exactly 
on these repeated sforzati with the goal 
to acoustically imitate the fervor of the 
peasants. My wish was to exactly transfer 
the rough and hard sound of the wooden 
shoes to the instruments. The result can be 
heard from measure 165 (01:34) onward.  

Next in measure 173 (01:41), Beethoven 
again incorporates birdcalls in the flutes. 
But just as was the case in the first 
movement, it is nearly impossible to hear 
them in this register, so I have again taken 
the liberty of adding the high-pitched 
piccolo. The birds now become audible in 
their dance! Also noteworthy to mention 
is the first use of the trumpets in this 
movement. The stomping dance section 



ends with the first trumpet holding a 
fermata note, perhaps meant to evoke a 
bugle-like call to the dancing soldiers 
(measure 203 or 02:06). Beethoven brings 
this movement to a close with an energetic 
Presto (rapid) flurry (measure 439 or 04:41) 
that is boisterous, wild and exuberant, 
before it stops abruptly.

FOURTH MOVEMENT 
The fourth movement, titled 
“Thunderstorm,” is in the darkly 
threatening key of F minor. Only 155 
measures long, it is the shortest movement 
of the Symphony. Many musicologists 
rightly assume that it was directly inspired 
by Paul Wranitzky’s Symphony “La 
tempesta,” as well as by Justin Heinrich 
Knecht’s, Le portrait musical de la nature. 
 
I find this movement ingenious in its 
conception, a stringing together of motifs 
intended to evoke the impression of a 
thunderstorm. It has no real order, but 
rather orients itself towards instability 
and restlessness achieved through extreme 
dynamic contrasts, harmonic dissonances 

(for example, the use of seventh chords) and 
fast tremolos (a wavering effect in a musical 
tone produced by rapid reiteration of the 
note). These tremolos are evoked from the 
very start of the movement, immediately 
conjuring the sounds of rumbling thunder. 

Here, throughout this movement, an 
enlarged instrumentation is used for the 
first time, with the timpani and piccolo 
now included (both instruments are 
exclusive to this movement only), as well 
as two trombones. Beethoven reinforces 
the restless mood through the clever use of 
certain tricks, for example, simultaneously 
scoring both triplets and sixteenth notes, 
or even quadruplets and quintuplets in the 
cellos and basses (measure 68 or 01:26). 
For me, it was important to support this 
restlessness with clear phrasing. I’ve asked, 
for example, for quick diminuendos in 
measures 7 and 8 (00:08), the addition of 
ponticello (a technique of playing a stringed 
instrument with the bow very close to the 
bridge) heard in measure 64 or (01:20), and 
highlighted the accents and syncopation, 
for example in measure 71 (01:30). 



As is often mentioned regarding this 
movement, the overall impression is 
not merely that of a thunderstorm, but 
instead the thunderstorm’s effect on 
man. Of course, in order to achieve this, 
the thunderstorm must in reality be 
just like a real thunderstorm—utterly 
realistic and merciless—otherwise, the 
overall impact would be lost. Across this 
movement, my aim was to bring this to 
life quite dramatically, especially in the 
timpani with its very first entrance that I 
have asked to be played with the greatest 
possible unrelenting power. Here, we’ve 
used wooden mallets to heighten the effect 
(measure 21 or 00:26). 

Beginning in measure 78 (01:38) and 
onward, one can begin to feel how the 
water masses are accumulating before the 
first entrance of the piccolo (measure 82 
or 01:43), here scored in an extremely high 
register, which adds the iciness of a wind 
that whistles around the ears. Whereas 
the strings play repeated sforzati on the 
fourth beat, the winds have the emphasis 
on the second beat, again contributing 
to the overall feeling of unrest. One can 

hear in measure 95 (02:00) the torrential 
water masses as they increasingly accelerate 
downward like a waterfall. The climax is 
reached with the first use of the trombones 
(measure 106 or 02:15), here in a fortissimo 
(very loud) entrance on the odd fourth beat, 
which I ask to be sustained and without 
diminuendo (a decrease in dynamic). After 
a few more thunderclaps, the water masses 
begin to dissipate (measure 119 or 02:31), 
corresponding directly to Beethoven’s 
1803 sketchbook entry, “The more water, 
the lower the tone.” Here, the cellos and 
basses take the lead, and by the end of 
this section, I have added dynamic swells 
to both instrument groups in an effort to 
continue to bring out the unrest (measure 
130 or 02:47), even as it dies away. The 
chorale that follows is particularly beautiful 
and serves as a true glimmer of hope and 
cathartic relief after having experienced 
the threat of the storm. It seems to already 
anticipate the spirit of the final movement, 
“Benevolent feelings of thanksgiving to the 
deity after the storm.” I also see the chorale 
connected with Friedrich Silcher’s beautiful 
and popular church hymn, composed later 
in 1843, that was presumably inspired by 



this thanksgiving melody. The movement 
bridges into the final movement with a 
dolce run in the flute, like a sunbeam and an 
opening of the sky. 
 
 
FIFTH MOVEMENT
The last movement is a rondo (a musical form 
with a recurring leading theme) in which 
the main theme returns each time slightly 
varied. It is titled “Shepherd’s Song” with 
the aforementioned additional descriptor 
of “Benevolent feelings of thanksgiving to 
the deity after the storm.” Here, Beethoven 
indicates a tempo marking of “Allegretto,” 
but similar to the second movement, there 
are variations in this tempo character 
marking amongst various versions. For 
example, in one edition, Beethoven has 
handwritten “quasi Allegro” next to the 
Allegretto indication, perhaps a signal that 
he believed that his slow movements might 
be played too slowly.  

Just like the first movement, the last 
movement is again in the pastoral key 
of F major and lovingly sings of man’s 
relationship with the beauty of nature. 

Already in the opening bars, Beethoven 
composes over a drone of open fifths in 
the violas (C and G) and later in the cellos 
(F and C). We also hear again the alpine 
melody from the first movement (measure 
115 or 01:56) with its characteristic leap of 
a sixth, now in the clarinet and evoking the 
“shepherd.” The “song” is heard beginning 
in measure 9 (00:19) and I ask for this to 
be felt and played almost as if singing, so 
that it becomes a true “shepherd’s song.” As 
was the case in the Fifth Symphony, this 
last movement presents itself in the sense 
of “per aspera ad astra.” But whereas in 
the Fifth this was a triumphant, political 
manifesto, here in the Sixth, it is now 
personal, human and deeply intimate.
 
The pastoral theme now passes through 
several variations. A particularly beautiful 
example begins in measure 117 (04:13) 
where Beethoven scores a shortened version 
of the main motive in the second violins, 
this time in pizzicato (plucking the strings).  
This then develops into a wonderful 
dialogue between the first violins and 
violas (measure 125 or 04:30), before finally 
presenting itself in the forte dynamic now 



in the horns (measure 133 or 04:46) fully 
exemplifying the powerful, alpine spirit.  

I find the last section of this movement to be 
very significant. It is Beethoven’s exuberant 
and effervescent expression of gratitude and 
bliss toward a higher power, here clearly 
meant to be God. I have therefore asked for 
a magnificent crescendo beginning in measure 
225 (08:04). I interpret the diminuendo that 
follows to be a slow genuflection, as if one 
is kneeling in prayer. At the very bottom of 
the diminuendo, here Beethoven includes an 
important direction in the score (measure 
237 or 08:33) for sotto voce (under the voice). 
I see this special moment as a true evocation 
of Beethoven’s enormous awe for the 
Creator. It is a silent prayer, full of thanks. 

I believe that these last moments are also 
about saying goodbye to the land. Here, the 
extreme feelings of gratitude and farewell 
intertwine. We see again the direction 
for sotto voce in the strings now (measure 
248 or 09:06), while the same melody in 
the woodwinds is marked dolce two bars 
later. Perhaps the first sotto voce version is 
a “goodbye” (“auf Wiedersehen”), while 
the dolce version that follows is the “thank 

you” (“ich danke dir”). The muted solo 
horn further indicates the continued fading 
away. It is almost as if Beethoven has said 
goodbye to the country and is already back 
in the carriage on the way to Vienna. 

The last two chords of the Symphony, 
now a surprise in fortissimo, are actually 
reminiscent of the second movement. 
Again, it is the interval of a major third. 
Are these the last words of the cuckoo? Or 
perhaps a farewell? In any case, with these 
final two chords, we see the shortest ending 
of a Beethoven symphony. Here, the Sixth 
stands in total contrast to the last moments 
of the Fifth Symphony with its countless 
fortissimo beats. Above all, in the end, we 
see before us a Beethoven who is not merely 
a radiant hero, but a man obliged to express 
profound thanks in pure and complete 
harmony with both nature and God.

 
© Manfred Honeck



Trilliums in Buffalo Creek Nature Park, near Pittsburgh



The Pittsburgh Symphony Orchestra 
commissioned Silent Spring by Steven 
Stucky in commemoration of the 50th 
anniversary of the publication of Silent Spring, 
the seminal work by Pittsburgh native  
Rachel Carson. The world premiere was 
performed at Heinz Hall by the Pittsburgh 
Symphony Orchestra on February 12, 
2012, under the baton of Manfred Honeck. 

ABOUT THE COMPOSER 
Steven Stucky (1949-2016), one of 
America’s most highly regarded and 
frequently performed composers, was born 
in Hutchinson, Kansas, on November 7, 
1949, raised in Abilene, Texas, and studied 
at Baylor and Cornell universities, where 
his teachers in composition included 
Richard Willis, Robert Palmer, Karel 
Husa and Burrill Phillips. Stucky taught 
at Lawrence University in Wisconsin from 
1978 until 1980, when he joined the faculty 
of Cornell University, where he founded 
the new music group Ensemble X and 
served as Given Foundation Professor of 

Composition and Chairman of the music 
department. After 34 years at Cornell, 
he retired in 2014, remained professor 
emeritus, and began teaching composition 
at The Julliard School. Stucky also taught 
at the Aspen Festival, Eastman School 
of Music and University of California at 
Berkeley.

Steven Stucky’s compositions have been 
widely performed throughout the United 
States and abroad by leading chamber 
ensembles and symphony orchestras; 
many were written on commissions from 
the orchestras of Los Angeles, Chicago, 
Cleveland, Singapore, Philadelphia, 
Minnesota, Baltimore, Cincinnati and 
St. Louis, as well as from the National 
Endowment for the Arts, Yale University, 
Boston Musica Viva, Cornell University 
and other distinguished organizations. 
He was among the ten composers selected 
internationally to contribute a work to 
the centennial celebration of New York’s 
Carnegie Hall; Angelus was premiered 
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by the Los Angeles Philharmonic in that 
celebrated auditorium on September 27, 
1990. Stucky was Composer-in-Residence 
with the Los Angeles Philharmonic from 
1988 to 2009, and hosted the New York 
Philharmonic’s “Hear & Now” concert 
series from 2005 until 2009. His other 
residencies included the Pittsburgh 
Symphony, American Academy in Rome, 
Princeton University, Cleveland Institute 
of Music, Curtis Institute, University 
of Illinois at Urbana-Champaign, 
Berkeley Symphony Orchestra, Pontificia 
Universidad Javeriana in Bogotá, Colombia, 
Central Conservatory of Music in Beijing 
and National University of the Arts in 
Taipei. His 2002 oratorio, “August 4, 1964,” 
received a GRAMMY™ nomination for 
Best Contemporary Classical Composition. 
Highlights of his later pieces include the 
song cycle “The Stars and the Roses” (2012-
2013); the Ojai Music Fetival premiere of 
“The Classical Style: An Opera (of Sorts)” 
in 2014; and “Winter Stars” in 2014. 

In addition to composing, Stucky was also 
active as a conductor, writer, lecturer and 
contributor to music journals in America 
and Britain; he won the ASCAP Deems 

Taylor Prize for his 1981 book, Lutosławski 
and His Music. Among his other honors 
are the ASCAP Victor Herbert Prize and 
First Prize from the American Society of 
University Composers, and fellowships 
from the National Endowment for the 
Arts, American Council of Learned 
Societies, National Endowment for the 
Humanities, Guggenheim Foundation, 
Bogliasco Foundation and American 
Academy of Arts and Letters; in 2005, 
he won the Pulitzer Prize for Music for 
his Second Concerto for Orchestra. He was a 
trustee of the American Academy in Rome, 
chair of the American Music Center, a 
board member of the Koussevitzky Music 
Foundation, and a member of both the 
American Academy of Arts and Letters 
and American Academy of Arts and 
Sciences.

ABOUT SILENT SPRING
Rachel Carson’s Silent Spring was serialized 
in The New Yorker beginning in June 
1962, then published in book form that 
September. It was not the celebrated marine 
biologist’s first bestseller: that had been The 
Sea Around Us in 1951. But with Silent 



Spring, the Pittsburgh-area native and 
Chatham College alumna galvanized 
public opinion and earned a permanent 
place in 20th-century American history. 
The Pittsburgh Symphony Orchestra in 
collaboration with the Rachel Carson 
Institute marked the 50th anniversary of 
the publication by commissioning this new 
work for orchestra.

Those years around 1960 saw an intense 
intersection between scientific progress and 
public discourse: the incontrovertible link 
between smoking and lung cancer (first 
established in 1950, but widely known a 
few years later); the first manned space 
flights in 1961 by Yuri Gagarin and Alan 
Shepherd; the Nuclear Test Ban Treaty, 
signed in 1963. The world view of my 
own generation, just coming of age in 
those years, was strongly shaped by these 
discourses, including of course the one 
about conservation and the environment, 
still ongoing, that Rachel Carson helped so 
forcefully to launch.

I was delighted, therefore, to be asked 
to create this musical tribute. But I was 

perplexed, too: how to make a connection 
between science and music, or more to the 
point between her science and my music? 
I reread Silent Spring and Carson’s other 
work, and I reveled again in the distinctive 
mixture of hard science and eloquent 
lyricism that defines her voice. But how 
to make music about that? I didn’t try 
to. Instead, I gathered together four of 
Carson’s own titles: The Sea Around Us; The 
Lost Wood and Rivers of Death (both 
chapter titles in Silent Spring); and Silent 
Spring itself. With these phrases as cues, I 
could fashion a one-movement orchestral 
tone poem in four sections that tries to 
create its own dramatic and emotional 
journey from beginning to end, without 
referring specifically to any scientific details.

The result is music at once ‘abstract’ 
and ‘programmatic’ (admittedly fuzzy 
terms). The Sea Around Us is murky water 
music: It rises from the depths of the 
orchestra until it reaches a grand but 
melancholy chorale evoking the vast 
expanses of the sea. The Lost Wood calls 
forth a desolate chaconne (i.e., a set of 
variations over a cyclic chord progression). 



The somber atmosphere grows more and 
more intense until it leads to a short, 
scathing scherzo, Rivers of Death. This 
diabolical “death scherzo” escalates, too, 
until it cannot go any further, instead 
bursting into the ecstatic mass singing that 
begins the final section, Silent Spring. But, 
like the insects and birds that Rachel 
Carson wrote about, one by one those 
ecstatic orchestral voices fall quiet. We are 
left with near silence.

Rachel Carson’s trenchant writing gave us 
facts and figures, gave us marching orders, 
gave us the heart to change some of our 
habits. But, like all great writing, it also 
gave us the spiritual and psychological 

space in which to contemplate our own 
thoughts about the world around us, about 
our own place in that world, about our own 
hopes and fears. Music can aspire to do 
the same. It cannot—should not attempt 
to—explain, preach, proselytize, comment 
on external life. Its domain is emotional 
life, not ‘real’ life. It is non-specific, non-
semantic, non-representational. But music 
aspires to (and my Silent Spring aspires to) 
grant us access to our deepest emotional 
planes, to that region where — beyond 
words, beyond numbers, beyond theories 
and proofs — we live our fullest lives.                             

© Steven Stucky 



Over the last quarter century, Manfred 
Honeck has firmly established himself as one 
of the world’s leading conductors, renowned 
for his distinctive interpretations. For 14 
seasons, he has served as Music Director 
of the Pittsburgh Symphony Orchestra, 
celebrated for their performances in 
Pittsburgh and abroad, performing regularly 
in major music capitals. Together they have 
continued a legacy of music-making that 
includes many GRAMMY® nominations 
and a 2018 GRAMMY® Award for Best 
Orchestral Performance. Honeck and the 
Orchestra serve as cultural ambassadors for 
the city as one of the most frequently toured 
American orchestras. 

Born in Austria, Manfred Honeck received 
his musical training at the Academy of Music 
in Vienna. Many years of experience as a 
member of the Vienna Philharmonic and the 
Vienna State Opera Orchestra have given 
his conducting a distinctive stamp. He began 
his career as assistant to Claudio Abbado 
and was subsequently engaged by the Zurich 

Opera House, where he was bestowed the 
prestigious European Conductor’s award. 
Following early posts at MDR Symphony 
Orchestra and at the Oslo Philharmonic, he 
was appointed music director of the Swedish 
Radio Symphony Orchestra. He also served 
as principal guest conductor of the Czech 
Philharmonic and was music director of the 
Staatsoper Stuttgart. 

As a guest conductor, Manfred Honeck 
has worked with such leading orchestras as 
the Berlin Philharmonic, Bavarian Radio 
Symphony Orchestra, Royal Concertgebouw 
Orchestra, London Symphony Orchestra, 
and the Vienna Philharmonic, among others, 
and is a regular guest with all of the major 
American orchestras. 

Manfred Honeck was awarded the honorary 
title of Professor by the Austrian Federal 
President. An international jury of critics 
selected Honeck as the International Classical 
Music Awards “Artist of the Year” in 2018. 

M A N F R E D  H O N E C K  M U S I C  D I R E C T O R





P I T T S B U R G H  S Y M P H O N Y  O R C H E S T R A
Now in its 126th season, the Pittsburgh 
Symphony Orchestra is credited with a 
rich history of engaging the world’s finest 
conductors and musicians and demonstrates 
a genuine commitment to the Pittsburgh 
region and its citizens. Known for its 
artistic excellence for more than a century, 
the Pittsburgh Symphony has been led by 
its worldwide acclaimed Music Director 
Manfred Honeck since 2008; past music 
directors have included Fritz Reiner (1938- 
1948), William Steinberg (1952-1976), André 
Previn (1976-1984), Lorin Maazel (1984-
1996) and Mariss Jansons (1997-2004). 

The Pittsburgh Symphony Orchestra is 
continually at the forefront of championing 
new American works. The Orchestra 
premiered Leonard Bernstein’s Symphony No. 
1 “Jeremiah” in 1944 and John Adams’ Short 
Ride in a Fast Machine in 1986. Most recently, 
the Orchestra premiered James MacMillan’s 
Larghetto for Orchestra, commissioned by the 
Pittsburgh Symphony in honor of the 10th 
anniversary of Manfred Honeck as Music 
Director; Mason Bates’ Resurrexit in 2018 to 
celebrate Manfred Honeck’s 60th birthday; 
and Michael Daugherty’s Fifteen: Symphony 
Fantasy on the Art of Andy Warhol, a Pittsburgh 



Symphony commission in honor of the 
Orchestra’s 125th season. 
The two-time 2018 GRAMMY® Award- 
winning orchestra has a long and illustrious 
history in the areas of recordings and live 
radio broadcasts. Manfred Honeck and 
the Pittsburgh Symphony Orchestra have 
received multiple GRAMMY® nominations 
for Best Orchestral Performance, taking 
home the award in 2018 for their recording 
of Shostakovich: Symphony No. 5; Barber: 
Adagio. As early as 1936, the Pittsburgh 
Symphony has been broadcast on the radio. 
The orchestra has received increased attention 
since 1982 through national network radio 

broadcasts on Public Radio International, 
produced by Classical WQED-FM 89.3, 
made possible by the musicians of the 
Pittsburgh Symphony Orchestra. 

Lauded as the Pittsburgh region’s international 
cultural ambassador, the orchestra began 
regular touring in 1896 and has since embarked 
on scores of domestic and international tours. 
In 2019, Music Director Manfred Honeck led 
the orchestra on an extensive tour of Europe, 
the 25th in orchestra history. 

In the 2021-2022 season, the Pittsburgh 
Symphony celebrates the 50th anniversary of 
Heinz Hall as the home of the orchestra. 
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MUSIC DIRECTOR
Manfred Honeck
ENDOWED BY THE VIRA I. HEINZ ENDOWMENT

ASSOCIATE CONDUCTOR
Andrés Franco

ASSISTANT CONDUCTORS
Christian Capocaccia r
Earl Lee b
Maria Sensi Sellner b

FIRST VIOLIN
Jonathan Crow b
GUEST CONCERTMASTER 

Tomo Keller r
GUEST CONCERTMASTER

Mark Huggins rb
ASSOCIATE CONCERTMASTER 
BEVERLYNN & STEVEN ELLIOTT CHAIR

Huei-Sheng Kao rb
ASSISTANT CONCERTMASTER

Hong-Guang Jia rb
ASSISTANT CONCERTMASTER

Jeremy Black r
Kelsey Blumenthal rb

Justine Campagna
Ellen Chen-Livingston rb
SELMA WIENER BERKMAN MEMORIAL CHAIR

Irene Cheng rb

Sarah Clendenning rb
LOIS R. BROZENICK MEMORIAL CHAIR

Alison Peters Fujito rb
OLGA T. GAZALIE CHAIR

Jennifer Orchard rb
RON & DOROTHY CHUTZ CHAIR

Susanne Park rb
DR. ALAN & MARSHA BRAMOWITZ CHAIR

Christopher Wu rb
NANCY & JEFFERY LEININGER CHAIR

Kristina Yoder rb

Amanda Armstrong zr

Karen Galvin zrb

Sarah O’Boyle zb

Brian Reagin zb

SECOND VIOLIN
Jeremy Black jb
G. CHRISTIAN LANTZSCH
& DUQUESNE LIGHT COMPANY CHAIR

Jennifer Ross j 
Louis Lev db
THE MORRISON FAMILY CHAIR

Dennis O’Boyle Xb

Laura Motchalov rb
WILLIAM & SARAH GALBRAITH CHAIR

Eva Burmeister rb

Carolyn Edwards rb

Andrew Fuller rb

Lorien Benet Hart rb

Yeokyung Kim
Marta Krechkovsky rb

Claudia Mahave rb

Cecee Pantikian
Jeremías Sergiani-Velázquez
Zhan Shu rb

Peter Snitkovsky r
Albert Tan rb

Solomon Liang zb

Paul Roby zr

Benjamin Scott zb

Ellen-Maria Willis zr

VIOLA
Randolph Kelly jrb
CYNTHIA S. CALHOUN CHAIR

Tatjana Mead  
Chamis drb
JON & CAROL WALTON CHAIR

Joen Vasquez Xrb

Marylène Gingras-Roy rb

Penny Anderson Brill rb
MICHAEL & CAROL BLEIER CHAIR
FORD MUSICIAN AWARDEE

Cynthia Busch rb

Laura Fuller rb



Erina Laraby- 
Goldwasser rb

Paul Silver rb
MR. & MRS. WILLARD J. TILLOTSON JR. CHAIR

Stephanie Tretick rb

Andrew Wickesberg rb
MR. & MRS. MARTIN G. MCGUINN CHAIR

Duke Lee zb

Si Yu zr

CELLO
Anne Martindale 
Williams jrb
PITTSBURGH SYMPHONY ASSOCIATION CHAIR

David Premo drb
DONALD I. & JANET MORITZ AND
EQUITABLE RESOURCES, INC. CHAIR

Adam Liu Xrb
GEORGE & EILEEN DORMAN CHAIR

Mikhail Istomin b
Bronwyn Banerdt rb

Will Chow rb

Michael DeBruyn rb

Alexandra Lee rb

Michael Lipman rb
JANE & RAE BURTON CHAIR

Charlie Powers rb

Karissa Shivone rb

Elisa Kohanski zr

BASS 
Jeffrey Turner jrb
TOM & DONA HOTOPP CHAIR

Brandon McLean db

Betsy Heston Xr
UNITED STATES STEEL CORPORATION CHAIR

Joseph Campagna rb

Jeffrey Grubbs rb

Peter Guild rb

Micah Howard rb
STEPHEN & KIMBERLY KEEN CHAIR

John Moore rb

Aaron White rb

Timothy Dilenschneider zr

G. Paul Matz zb

HARP
Gretchen Van Hoesen jb
VIRGINIA CAMPBELL CHAIR

FLUTE
Lorna McGhee jrb
JACKMAN PFOUTS FLUTE CHAIR

Jennifer Steele rb
HILDA M. WILLIS FOUNDATION CHAIR

Alyssa Pysola zb

PICCOLO
Rhian Kenny jrb
FRANK & LOTI GAFFNEY CHAIR

OBOE
Cynthia Koledo  
DeAlmeida jr
DR. WILLIAM LARIMER MELLON JR. CHAIR

Max Blair db

Scott Bell rb
DR. & MRS. WILLIAM E. RINEHART CHAIR

ENGLISH HORN
Harold Smoliar jb

Kyle Mustain

CLARINET
Michael Rusinek jrb
MR. & MRS. AARON SILBERMAN CHAIR

Victoria Luperi db

Ron Samuels rb

E-FLAT CLARINET
Victoria Luperi jb

BASS CLARINET
Jack Howell jb

BASSOON
Nancy Goeres jrb
MR. & MRS. WILLIAM GENGE
AND MR. & MRS. JAMES E. LEE CHAIR

David Sogg h
Philip A. Pandolfi r
Brenton Foster zb



CONTRABASSOON
James Rodgers jb

HORN
William Caballero jr
ANONYMOUS DONOR CHAIR

Stephen Kostyniak db

Zachary Smith Xrb
THOMAS H. & FRANCES M. WITMER CHAIR

Robert Lauver r
IRVING (BUDDY) WECHSLER CHAIR

Mark Houghton b
Joseph Rounds b
REED SMITH CHAIR HONORING TOM TODD

TRUMPET
Micah Wilkinson jrb
MARTHA BROOKS ROBINSON PRINCIPAL
TRUMPET CHAIR

Charles Lirette h
EDWARD D. LOUGHNEY CHAIR

Neal Berntsen b
Chad Winkler rb
SUSAN S. GREER MEMORIAL CHAIR

TROMBONE
Peter Sullivan jr
TOM & JAMEE TODD CHAIR

Rebecca Cherian hrb

James Nova b

BASS TROMBONE
Jeffrey Dee jb

TUBA
Craig Knox jb
DR. MARY ANN CRAIG CHAIR

TIMPANI
Edward Stephan jb
BARBARA WELDON PRINCIPAL TIMPANI CHAIR

Christopher Allen dr

PERCUSSION
Andrew Reamer jb
ALBERT H. ECKERT CHAIR

Jeremy Branson d b
RANDI & L. VAN V. DAULER, JR. CHAIR

Christopher Allen
Shawn Galvin zb

Candice Gu zb

KEYBOARD
Rodrigo Ojeda zb

LIBRARIAN
Lisa Gedris jrb
JEAN & SIGO FALK CHAIR

Grant Johnson
Carrie McCormack zrb

STAGE TECHNICIANS
Ronald Esposito
John Karapandi

r PERFORMED ON BEETHOVEN RECORDING 
b PERFORMED ON STUCKY RECORDING 

ABSENCE OF SYMBOL INDICATES MEMBER OF THE 
PITTSBURGH SYMPHONY ORCHESTRA WHO DID NOT 
PERFORM ON EITHER RECORDING. 

j PRINCIPAL
h CO-PRINCIPAL
d ASSOCIATE PRINCIPAL
X ASSISTANT PRINCIPAL
z EXTRA MUSICIAN

Roster reflects musicians’ positions, 
endowed chairs and participation 
in recording weekends as of the 
recording dates.
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Pittsburgh Symphony Orchestra recordings are made 
possible by a generous grant from BNY Mellon. 

For more about engaging with music, nature 
and the Pittsburgh Symphony Orchestra, visit 
pittsburghsymphony.org/BeethovenStucky

We at Soundmirror believe that in a good 
and successful recording, the sound has to 
serve the music. While an important goal 
is to truthfully represent the acoustical 
event in the hall, another is to capture the 
composer’s intention reflected in the score 
and its realization by the performer. To 
achieve these goals, extensive collaboration 
and communication between the artists 
and the recording team are of utmost 
importance. Based on our long experience 
of recording the Pittsburgh Symphony 
Orchestra in Heinz Hall, we chose five 
omnidirectional DPA 4006 microphones as 
our main microphone array. Supplementing 
those with “spot mics” to clarify the detail 
of the orchestration, we worked towards 
realizing the above goals. Extensive 
listening sessions with Maestro Honeck 
and orchestra musicians were crucial in 
refining the final balance. This recording 
was recorded in DSD256 and post-produced 
in DXD 352.8kHz/32 bit to give you, the 
listener, the highest sound quality possible. 

We hope you will enjoy listening to this 
recording as much as we enjoyed making it. 

www.soundmirror.com 
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S I L E N T  S P R I N G
I. The Sea Around Us 3:55

II. The Lost Woods 5:23
III. Rivers of Death 3:10

IV. Silent Spring 4:17

I. Awakening of cheerful feelings on arriving in the country:  
Allegro ma non troppo 11:04

II. Scene by the brook: Andante molto mosso 11:49 
III. Merry assembly of country folk: Allegro 4:58

IV. Thunderstorm: Allegro 3:29
V. Shepherd’s Song - Benevolent feelings of thanksgiving 

to the deity after the storm: Allegretto 9:57
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