43 EULENBURG AUDIO +SCORE @
WOHMBEEE CD + 2A%

BEETHOVEN mzs

Symphony No. 6 in F major

 pkmn A

Op.68  “Hp”

EULENBURG

] Ve 3C 2t Ak



43 EULENBURG AUDIO + SCORE
WEHEHE CD + Ai%

Ludwig van Beethoven

Symphony No. 6 in F major / F-Dur
Op.68 ‘Pastorale’

Edited by / Herausgegeben von
Richard Clarke

B EYEAy - )L MB35
F RIS 32

Op.68 «“ EH E] 2]

HAPE- TN T

EULENBURG
Wi E Rt




B H /S B (CIP) ¥iE

475 (F KIS AZCME): 0p.68,“HE"/ (18)
1 3% (Beethoven, L. V. )FEH . —K ¥ BIFESCZIH
JAt, 2007.11

(BAEHEEE CD + B

ISBN 978 — 7 — 5404 - 4015 -2

L [0 T 22w - R - 8RR
IV.J657.611

[ R A BE CIP $dR i (2007) 5 173974 5

©2006 Emst Eulenburg & Co.Gmbh, Mainz

%%
F KA 732N ih
0p.68, “HE”

FE%iE: IME EW
WL AL AR . BT
(KU RTER R IF—B 508 5 HR4H: 410014)
R4k : www. hnwy . net/music
WEETEPEEY IR RS A A RER
2008 4E 1 A% 1 B 1 KENR
Fas: 970x 680mm 1/16 EfjK: 7
ER¥: 1—2,000

ISBN 978 -7 = 5404 — 4015 — 2
FHr: 30.007T (& CD)

R ERHR TS . 0731 — 5983102
FRIMEE . 0731~ 5983016
BEREAN: Lk
HHEARRMELL . 0731 - 5983044 0731 - 5983019
EARBEE, HEZESAL N ERRR AR




EULENBURG AUDIO+SCORE

The Orchestral World’s Treasures
Great Masterworks in 50 Volumes

Bach Brandenburg Concertos Nos. 1-3 - Brandenburg Concertos Nos. 4-6 -
Overtures Nos. 1-2 - Overtures Nos. 3—4 Beethoven Symphony No. 3 ‘Eroica’ -
Symphony No. 5 - Symphony No. 6 ‘Pastoral’ - Symphony No. 9 ‘Choral’ - Piano Concerto
No. 3 - Piago Concerto No. 5 ‘Emperor’ - Violin Concerto Berli0Z Symphonie fantastique
Bizet L’ Arlésienne Suites Nos. 1-2 Brahms Symphony No. 3 - Symphony No. 4 - Piano
Concerto No. 2 - Violin Concerto Bruch Violin Concerto No. 1 DVOFdK Symphony
No. 8 - Symphony No. 9 ‘From the New World’ - Cello Concerto Elgar Cello Concerto
Grieg Peer Gynt Suites Nos. 1-2 - Piano Concerto Handel The Water Music Haydn
Symphony No. 94 ‘Surprise’ - Symphony No. 100 ‘Military’ - Symphony No. 104 ‘London’
Mendelssohn Symphony No. 3 “‘Scottish’ - Symphony No. 4 ‘Italian’ - Violin Concerto -
Overtures ‘A Midsummer Night’s Dream’ and ‘The Hebrides’ MOZart Symphony No. 35
‘Haffner’ K 385 - Symphony No. 40 K 550 - Symphony No. 41 ‘Jupiter’ K 551 - Piano
Concerto K 488 - Clarinet Concerto K 622 - Eine kleine Nachtmusik K 525 and Nacht
Musique K 388 ROssini Overtures ‘Il Barbiere di Siviglia® and ‘Guillaume Tell’
Schubert Symphony No. 7 ‘Unfinished’ - Symphony No. 8 ‘The Great’ SChumann
Symphony No. 3 ‘Rhenish’ - Piano Concerto Smetana Vitava/Moldau Tchaikovsky
Symphony No. 5 - Symphony No. 6 ‘Pathétique’ - Piano Concerto No. 1 - Violin Concerto
Vivaldi The Four Seasons Wagner Overtures “The Flying Dutchman’ and ‘The

Mastersingers of Nuremberg’

www.eulenburg.de



Preface

Despite the well-known tradition in Beethoven criticism of assigning the composer’s works to
one of three creative periods, the nine symphonies are perhaps best divided into four groups.
The First and Second were written during the time that conventionally marks the transition
between the early and middle period. The next four belong to what may be desctibed as the
‘heroic phase’, which begins in 1803 and is marked by a prodigious output of highly original
works on a grand scale. The Seventh and Eighth, which mark the end of the middle period,
show a certain retreat from the bold directions taken in the first six works. The Ninth is
Beethoven’s only symphony of the last fifteen years of his life; and its unusual structure and
unprecedented large performing forces place it in a category of its own.

In fact, Symphonies 1 and 2 look back to eighteenth-century Viennese classicism more than
they foreshadow their composer’s path-breaking achievements in the genre; the second, in
particular, enjoys a close kinship with Mozatt’s Prague Symphony (K504) of 1786, a work with
which it shares tonality, mood, and the shape of the slow introduction to the first movement.
The Eroica was begun immediately after the Second, but under profoundly different personal
circumstances for its composer: it is the first work in which he came to terms with his increas-
ing deafness by going far beyond the limits of musical convention. The next symphony
Beethoven began composing, in C minor (the Fifth), took the genre a stage further by its
concern for overall planning, its four contrasting movements being ‘unified’ by the presence
— at different levels — of the parallel tonality of C major. In the Sinfonia pastorale (the Sixth)
he solved the problem of large-scale organisation in other ways, by joining the last three
movements to one another and by drawing a dynamic curve across the entire work.

Beethoven’s progress as a symphonist did not pursue a single path, or a straight line, as seems
to have been the case in the string quartets. The Fourth Symphony, which was composed
quickly in the summer of 1806 and represents something of a return to classical principles
(the orchestral forces required for it are the smallest for a Beethoven symphony), may have
been released before the Fifth on account of unfavourable reactions to the Eroica after its first
performance in 1805. It is more likely that memories of the artistic failure of the first
concert featuring the Fifth and Sixth Symphonies prompted the composer to write a pair of
musically lighter works, or at least cooler ones, in 1811~12; more than the Fourth Symphony,
the Eight marks a return to eighteenth-century symphonic dimensions.

With the Ninth, of course, Beethoven resumed his pioneering role as a symphonist, combin-
ing a supreme command of sonata structures and orchestral technique with masterly control
of the additional forces of chorus and solo voices to shape a type of composition hitherto
unknown in serious concert music. The fusion of symphony and oratorio was by no means
quickly realized. The intention to write a symphony in D minor was first expressed during the
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composition of the Eighth, the theme of the Scherzo was first sketched a few years later in
1815; the first sketchleaf entry describing a symphony with chorus dates from 1818. By the
time the Ninth was completed twelve years had elapsed since the previous symphonies; only
the composition of a still more innovatory set of works, the late string quartets, remained to
be achieved.

Towards the end of his life Beethoven expressed the desire to write one more symphony, Two
of his companions from the late years, Anton Schindler and Karl Holz, claimed that large
sections of a ‘“Tenth Symphony’ had been sketched and that the work was complete in the
composer’s mind; but from the evidence of the surviving manuscripts, it appears that little, if
any, progress was made on a new work in the genre,

From the point of view of performance and early reception, it is not the year 1803, but 1807
that marks the dividing line in Beethoven’s symphonic output. The first four symphonies
wetre originally intended more for private consumption, being written for and dedicated to
their patrons and played mainly in aristocratic circles. The last five symphonies were written
specifically for public concerts. The Fifth and Sixth, composed in 1807-8, were heard for the
first time in December 1808; the Seventh and Eighth (also composed in rapid succession) at a
series of concerts in the winter of 1813-14. For each pair of works, Beethoven composed —
nearer the date of the concerts — an occasional piece that would provide a fitting end to a
musically arduous programme; the Choral Fantasy in 1808, the Battle Symphony (Wellington’s
Sieg) in 1813. When the Ninth Symphony was first performed in May 1824, in a programme
that included other Viennese Beethoven premiéres, its own finale provided the rousing con-
clusion to the concert.

William Drabkin
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Sinfonia pastorale

Dedicated to Prince Franz Josef Lobkowitz and Count Andreas Rasumovsky
Composed: 1807-8 in Vienna

First performance: 22 December 1808 in the Theater an der Wien

First publication: Breitkopf & Hirtel, Leipzig, 1809

Otrchestration: 2 flutes (piccolo), 2 oboes, 2 clarinets, 2 bassoons —

2 horns, 2 trumpets, 2 trombones — timpani — strings

Duration: ca. 41 minutes

From the perspective of 19th-century Romanticism, Beethoven’s symphonies tend to appear
as a carefully planned sequence whose essential unity of purpose is emphasised by the variety
with which they manifest their unprecedented expressive force, the single element they might
seem to hold in common. It was natural for Beethoven’s successors to experience that forcible
quality of heightened expressivity as the chief merit of the ‘Immortal Nine’ , such emotional
intensity being the touchstone of the romantic sensibility itself, where musical communica-
tion is perceived as a functional extension of the creatot’s personal experience.

As time passes, so the focus shifts. Today, what is perhaps most notable about Beethoven’s
nine symphonies is their immense diversity of expressive intent, emotional tone, and the rich
variety of physical sound-quality which articulate those values. The Pastoral, perhaps more
strikingly than any other of his symphonies, shows Beethoven not as the constructor of an
abstract or ideal symphonic language, but as adapting a personal style to express the immedi-
acy of a shared experience in terms appropriate to that purpose.

In his sketches, Beethoven often starts from a primitive model which is progressively refined
from the general to the particular. In the Pastoral Symphony he similarly takes up a simple
premise to develop it in terms of his expressive needs. That premise is, of course, the concept
of ‘natural’ sounds as a possible element in a discourse otherwise constructed from ‘musical’
sounds, and by extension the incorporation of such sounds into a musical experience com-
bining a consistent integrity of language with the personal and private associations of natural
phenomena such as thunder, rain, the sound of the brook, and so on.

In so modifying the nature of symphonic discourse to incorporate paraphrases or direct imi-
tations of natural sounds, Beethoven prepares the way for his successors to develop styles of
musical utterance which move beyond musical abstractions towards expressions of emotion-
al affects or personal character, the twin foci of what came to be called ‘programme-music’.
For composers like Weber and Berlioz, Mendelssohn and Schumann, the pictorialism of the
Pastoral was to become as paradigmatic as the idioms of the Eroica, the Fifth and Ninth
Symphonies were for such different composers as Liszt and Bruckner, Brahms and Mahler.




VIII

Beethoven’s awareness of the novelty of his procedures in the Pastoral is emphasised by his
giving titles to the individual movements; titles which, though apparently descriptive, are
intended to make the listener understand how little the music depends upon literal transcrip-
tion of natural sounds and how much upon their integration into the symphonic process.
That process deals with an universal experience, the way in which a special perspective upon
our inner being is opened up for us by contemplation of nature, a contemplation leading to a
renewed acceptance of our proper place within it. Above all, Beethoven is concerned to share
his personal experience of that perception, not indeed to lecture us about the place which
nature ought to occupy in our understanding of ourselves, so much as simply to invite us to
partake of an emotional response which he himself found comforting and reinforcing in the
context of his often difficult life-experience.

Justin Connolly
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Symphony No. 6
‘Pastorale’

Dédiée a son Altesse Sérénissimé Monseigneur le Prince regnant de Lobkowitz
Duc de Raudnitz et 4 son Excellence Monsieur le Comte de Rasumoffsky

Ludwig van Beethoven
(1770-1827)

Op. 68
Erwachen heiterer Empfindungen bei der Ankunft auf dem Lande
[Pleasant, cheerful feelings awakened on arrival in the countryside]
I. Allegro ma non troppo (J = 66)
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