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Symphony No. 6 
Symphony No. 7

SYMPHONY NO. 6 IN F MAJOR OP. 68 THE PASTORAL

1 Allegro ma non troppo 9’00

2 Andante molto mosso 12’05

3 Allegro 5’46

4 Allegro 3’45

5 Allegretto 10’04

SYMPHONY NO. 7 IN A MAJOR OP. 92

6 Poco sostenuto ~Vivace 12’33

7 Allegretto 9’05

8 Presto ~ Assai meno presto (trio) 7’39

9 Allegro con brio 7’21

69’58



“These performances invite comparisions with entries by Furtwangler, Bohm, 
Szell, Karajan rather than figures of lesser stature.”

American Record Guide

“An outstanding talent. Butt is absoluely the master of Strauss’ dramatic style.”

Robert Marsh, Chicago Sun-Times

“Butt performs with brilliant imagination and dramatic command.”

Music and Musicians

“Yondani Butt conducts with much verve and accurate colour.” 

The Financial Times, UK

The irresistible melodic charm and vivid mood-painting of Beethoven’s ‘Pastoral’ Symphony,
No.6, have cemented its role as one of the most popular symphonies in the canon. Yet its
appealing nature may disguise its significance in music history: though less powerful than, for
instance, the ‘Eroica’, No.3 or the fatalistic Fifth, Beethoven’s Sixth Symphony represents a
pivotal moment in music. On the one hand, Beethoven was continuing a well-established
tradition – even the key of F major was invariably chosen for pastoral works. In the Baroque
era, Bach, Handel, and Vivaldi used the pastoral style in their works, notable examples
including Handel’s ‘pastoral symphony’ in Messiah and Vivaldi’s ‘Four Seasons’ Concertos.
Both Mozart and Haydn made use of this tradition, too; in as early a work as his Sixth
Symphony, ‘Le Matin’, Haydn opened the work by evoking a sunrise, and his oratorios The
Creation and The Seasons took this principal to new heights.

With Beethoven’s ‘Pastoral’ Symphony this tradition was distilled into symphonic form,
gaining in the process a powerfully descriptive aspect which would have a significant impact
on the evolution of Romantic music. In particular, Beethoven’s expansion of the conventional
four-movement form to incorporate an extra movement – ‘Thunderstorm’ – has been cited as
a turning-point in the development of symphonic form, paving the way for the scale and
dramatic ambition of Berlioz’s Symphonie Fantastique. Other composers had used linking
movements before – for instance, Mozart in his G minor Quintet, K516 – but few with such
dramatic force. Far from being incidental or perfunctory, the ‘Thunderstorm’ is an integral
part of the Symphony, creating its primary area of dramatic tension, after which the finale is
felt with genuine relief.

Beethoven is reputed to have stated that he preferred trees to people, and whatever
significance one attaches to the work, the composer’s love of nature is undeniably manifest
throughout the Sixth Symphony, with its celebration of the beauty, power – and occasional
rustic eccentricity – of the countryside. Beethoven began sketching themes for the third
movement as early as 1803; more sketches followed in 1807, but the bulk of the work was
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composed almost entirely in 1808. Rather surprisingly, the work was written alongside the
very different Fifth Symphony, with both pieces premiered on 22 December 1808. 

The composer had been revelling in the countryside outside Vienna; find their musical
equivalent in this music.

Beethoven called the Sixth Symphony Sinfonia pastorella and Sinfonia caracterista, and a
violin part prepared in accordance with his wishes bears these words: Sinfonia Pastorella.
Pastoral-Sinfonie, oder Erinnerung an das Landleben – ‘Pastoral Symphony, or Recollections
of Country Life’. The word ‘recollections’ may offer a clue as to the work’s significance in
Beethoven’s mind. Although he had been revelling in the countryside outside Vienna, with
its meadows, rocky clefts, streams and woodlands, Beethoven may have been thinking
further back, to his time in Bonn. The evidence for this stems from his choice of titles for
each movement, which are adapted from a symphony by 18th-century composer Justin
Heinrich Knecht – who hailed from the Swabian region of Germany – entitled Le Portrait
musical de la nature (The Musical Portrait of Nature). However, despite these titles,
Beethoven insisted that this was ‘a matter more of feeling than of painting in sounds’. He
was not attempting to describe a scene in music, as programme music would do, but was
evoking the feelings provoked by his love of nature.

The first movement, ‘Awakening of happy feelings upon arriving in the country’, opens
with a warm, shapely theme in F. The movement unfolds with a gently insistent wind
motif interrupting this initial theme, giving way to a spacious second subject. Also in
sonata form, the second movement, ‘Scene by the brook’, is pervaded by lilting lyricism,
continuing the relaxed and contented atmosphere created by the first. The movement
features cadenza-like woodwind solos depicting birdsong, and Beethoven specified in the
score which birds are emulated: the nightingale is represented by the flute, the quail by the
oboe and the cuckoo by the clarinets. Fittingly for a symphony inspired by nature, the
second movement seems to have grown organically from the first, its subdominant
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relationship – B flat major to the first movement’s F major – offering gentle contrast rather
than real tension.

The third movement is a great instance of musical comedy. Based on Beethoven’s
observation of increasingly drunken folk musicians, the bucolic dance frequently gets out
of hand, with Beethoven subverting the musical conventions of his age by leaving phrases
incomplete and rhythm askew. The merriment is curtailed by the intervention of the
storm, with its timpani-rolls of thunder and sharp stabs of lightning. The drama is short-
lived, however, and, in this work at least, nature is kind, eliciting from the composer a
devotional, hymn-like finale, ‘Shepherds’ song, happiness and thanksgiving after the storm’,
paying homage to the beauty and benevolence of nature, its capacious and rich material
creating a real sense of affection and reverence. Towards the end of the movement,
Beethoven’s spine-tingling harmonic progressions add majestic grandeur, as though to
emphasise the words hand-written on a sketch for this movement: “Herr, wir danken dir.”
– “Lord, we thank thee.” Beethoven’s love of nature was felt as a deeply spiritual, profound
experience – one which, it seems, gave the composer a deep sense of purpose and well-
being like little else in life.

Whereas the feelings of Beethoven’s Sixth Symphony are explicit, the Seventh – completed
in April 1812 – is more enigmatic and has provoked numerous attempts at interpretation,
in the 19th century especially. Berlioz felt the first movement was a “ronde des paysans” (a
country dance which Berlioz himself would use in the Damnation of Faust) while the finale
was dubbed by Wagner: ‘the apotheosis of the dance’. Other commentators variously
imagined weddings, knights, warriors and drunken masquerades. It is as though the
picturesque qualities of the ‘Pastoral’ Symphony led listeners to expect a similar, visual
aspect to the Seventh Symphony. But perhaps it goes deeper than that: with the Sixth
Symphony Beethoven ushered in a new era of evocative music, paving the way for the
Romantic emphasis on plot and character-driven compositions. Once this precedent had



been set, the trend for interpreting music in terms of its meaning, its story, even its
biographical links with the composer, became an irrevocable aspect of music criticism.

Beethoven’s Seventh Symphony is characterised by its generously spacious nature.  In
particular, an expansive harmonic conception sees the central key of A thrown into relief by
the contrasting key areas of C and F, both only remotely related to the tonic. This breadth
of harmonic framework is reflected by a resonant treatment of orchestral ‘space’, effected by
Beethoven’s exploration of the different sonorities created by varying the orchestral layout.
For instance, the antiphonal positioning of first and second violins, which was a popular
device in Beethoven’s era, sets up a refreshing sense of dialogue between two parts of the
orchestra which might otherwise blend. Add to these spacious characteristics a lack of
conventional slow movement, and you have a work in which pathos is played down, adding
to the work’s prevailing sense of joy.

After a broad slow introduction, at once noble and serene – with just a hint of a twinkle in
its eye – Beethoven unleashes a rollicking first movement, full of boisterous, dancing
rhythms. The justly famous Allegretto is a masterclass in gradually-building repetition, each
version of the ostinato theme augmented, reaching monumental dimensions. A softer
theme offers contrast, before the ostinato returns, with spine-tingling results. The Presto is a
scintillating succession of quick-fire exchanges, brimming with exuberance, offset by a trio
based on an Austrian hymn, which begins in rather lugubrious fashion but is transformed
into a proud theme. Again, such music is open to widely divergent interpretations: is the
grandeur intended with complete sincerity, or is there a hint of irony, a lampooning of
pomposity? Certainly, the abrupt return to the scherzo adds a certain comedy to the
movement. The general merriment spills over into the finale, with its unbuttoned rhythmic
vitality and forward-momentum creating a contagious sense of energy and ebullience.

Beethoven’s Symphony No.7 was first performed at two concerts on 8 and 13 December
1813, where the work was so well received that the exceptional Allegretto had to be repeated



on both occasions. A contemporary newspaper reported that the ‘applause rose to the point
of ecstasy’. This was pivotal in Beethoven’s career: overnight, he achieved an unprecedented
level of popularity, akin to that attained by Haydn after the premieres of his oratorios.

Shortly after writing this work Beethoven met Goethe, who recalled: 

His talent amazed me; unfortunately he is an utterly untamed personality, who is not
altogether in the wrong in holding the world to be detestable but surely does not make
it any the more enjoyable either for himself or for others by his attitude. He is easily
excused, on the other hand, and much to be pitied, as his hearing is leaving him, which
perhaps mars the musical part of his nature less than the social.

With remarkably few words, Goethe summed up the picture of Beethoven which has since
dominated our perceptions of this great composer: a genius, undoubtedly, but one plagued
both by deafness, and by a ‘difficult’ social attitude. Yet the two symphonies on this disc
surely present another facet of Beethoven’s character, less frequently mentioned: a man
capable of appreciating the world in all its beauty, tranquillity and unfettered joy.

Nostalgic link with Bonn: Beethoven’s titles 

Beethoven was at once anticipating the Romantic programme music and alluding to the
pastoral traditions of Baroque and Classical music. Bach, Handel, Vivaldi and Mozart all
alluded to pastoral styles. Haydn’s early symphonies ‘Morning, Night’ etc as well as his two
oratorios, The Creation and The Seasons, demonstrate there was some precedent for
evocative music in the Classical style. Yet Beethoven took this concept further than it had
been taken before.

‘Characteristic’ or genre symphony 

The fame and popularity of Beethoven’s Symphony No.6 in F, the ‘Pastoral’, Op.68, owes
much to its drama, humour and melodic charm. But its joie de vivre belies a more complex

position in musical history, which has long been an issue of contention. On the one
hand, it is argued that the symphony should be acknowledged as a significant milestone;
as the first major work to have a clear programme attached to the score, with
corresponding descriptive musical material. On the other, it is felt that Beethoven’s
combination of mood-painting and descriptive elements merely echoed the aesthetic of
the day – that of art as representation of sentiment – and that he was following in the
footsteps of other broadly evocative works such as those of Haydn. 

Beethoven himself professed that the work is ‘a matter more of feeling than of painting
in sounds’.

A similar quandary surrounds the work’s structure. Beethoven’s expansion of the
conventional four-movement form to incorporate an extra movement – ‘Thunderstorm’
– has been cited as a turning-point in the symphony’s evolution, paving the way for the
scale and dramatic ambition of Berlioz’s Symphonie Fantastique. Yet this so-called five-
movement structure may be played down if one emphasises the fact that the
‘Thunderstorm’ functions as a link between movements three and five rather than as a
separate movement, and that such connecting devices had been used by, for instance,
Mozart in his G minor Quintet, K516. 

Beethoven 7 finale dubbed by Wagner: ‘the apotheosis of the dance’

Completed in April 1812

Lenz thought it was a second Pastoral Symphony, with village wedding and peasant
dances. Nohl imagined it painting the picture of a knight’s festival, and Oulibicheff
envisaged a drunken masquerade. A.B. Marx thought it represented a warrior wedding
or festival.

Joanna Wyld
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