


WHY BEETHOVEN?
A note from Leonard Slatkin

For every orchestra, the nine symphonies by the German master 
represent a summit of the musical experience.  Each is a mountain 
that musicians must climb several times in their careers. The 
journey never gets easy. Each time we embark, we are filled with 
trepidation as to what new perils will confront us.

Actually, there are few trips more worth taking than this one. It 
is not about the dangers but more about the adventure.  When 
I performed these works with the Detroit Symphony Orchestra 
in February 2013 it was my third time conducting the cycle over 
a relatively short period of time. Immersing oneself in these 
masterpieces, without the intervention of other composers, is 
exhilarating. Each discovery brings one closer to the musical truth, 
although that truth is always elusive.

In these performances, we attempted to be both historically 
authentic and do what makes logical sense. Certain passages 
will sound a bit different, simply because the notes, dynamics, 
orchestration and articulation have been altered from the old 
editions. We also used a different seating plan when performing 
and recording these concerts.  Instead of the violins massed on 
my left, they were divided with the first violins to the left and the 
second violins to the right, as was the practice during Beethoven’s 
lifetime. In addition, the cellos and basses were positioned on 
the left side with the violas moving to the middle; at the DSO we 
typically place the cellos and basses to the right of the conductor.

Some of the symphonies were performed with smaller than usual 
forces. This has nothing to do with historical accuracy; rather, it 
is just that symphonies 1, 2 and 4 seem better suited to Mozart or 
Haydn-sized orchestras. The instruments we used are the usual 
for the 21st century ensemble, but we applied a few older playing 
techniques in selected passages. Tempos were on the brisk side 
but not necessarily due to the metronome marks. Repeats were 
observed with one surprise in the Scherzo of the Ninth.

This Digital Box Set is a testament to the staying power of these 
masterworks. They still resonate with all of us and speak with 
directness like no other cycle. Beethoven’s spirit, his struggles, his 
revolutionary vision remain the height of creative genius. Listening 
to him grow from Classical simplicity into a Romantic giant is a 
journey worth taking in our time.

Maestro Slatkin blogs regularly at leonardslatkin.com and 
recently became a contributing writer for the Huffington Post at 
huffingtonpost.com/leonard-slatkin.

Visit www.freep.com/Beethoven for 
exclusive video segments on each 
Beethoven Symphony with Maestro 
Slatkin, courtesy of the Detroit Free Press.

Visit www.wrcjfm.org/unmasked 
for interviews with Maestro Slatkin, 
courtesy of WRCJ 90.9 FM.



BEETHOVEN’S ENDURING LEGACY 
IN THE DIGITAL AGE
by Charles Greenwell

The importance of Beethoven’s contributions to Western music 
cannot be overstated.  In the almost 200 years since his death, 
the force of his compositions and his personality has captured the 
attention of scholars, musicians and concert-goers to a degree 
unmatched by any other composer.  His music has remained at the 
core of concerts, broadcasts, and recordings, and every composer 
since Schubert has had to deal with the shadow of his output.  In 
the 19th century Beethoven became identified with the concept 
of artistic originality and overpowering genius, and in the 20th 
century his legacy was still a force in the development of “modern” 
music.  This legacy continues unabated to the present day, and will 
no doubt wield its influence right to the end of the 21st century — 
and beyond.  

In 1870, on the 100th anniversary of Beethoven’s birth, Wagner 
wrote a famous essay in which he suggested not only that 
Beethoven’s music was radically different from what had come 
before, but that his music had advanced into the realm of the 
sublime.  This mirrored the sentiments of the earlier German 
writer and composer E.T.A. Hoffmann (of The Tales of Hoffmann 
fame), who said that, for the first time, here was music which “…
opens the realms of the colossal and immeasurable, and leads the 
listener away into the wonderful spiritual realm of the infinite.”  
Even in our time there are aspects of Beethoven’s music that are 

capable of startling us no matter how many times we hear them.  
As composer and theorist Dmitri Tymoczko so beautifully put it, 
“Beethoven is to Haydn as the roller coaster is to the Ferris wheel:  
his music shocks as well as it pleases, and pleases, in part, because 
it shocks.”  

Throughout his life, Beethoven was guided by a basic optimism 
and a faith in moral values, ideas he held right to the end of his 
days.  This optimism almost always dominated his music, even 
when there were darker moods and feelings of heroic struggles 
with life.  Look, for example, at his only opera Fidelio, where he 
exalted the ideals of freedom, individual dignity, heroism and 
self-sacrifice overcoming tyranny and oppression---all ideals 
characteristic of the French Revolution.  Prior to Beethoven’s 
time there had been no concept of individual freedoms, concerns 
and struggles, and now here was a titanic force in music which 
espoused all of these ideals.  He was the first composer who did 
not depend on the patronage of wealthy individuals or the church, 
and he became the first artist in history who could be looked 
upon as an “independent.”  In addition, because of many factors, 
including the rise of the middle class and its role in forming a 
concert-going public, Beethoven was lionized to a degree which 
was unprecedented in his time, and probably greater than has 
occurred since. 



 
Because his music is now such an established part of Western 
civilization, we don’t always give Beethoven enough credit for 
being an innovator.  Consider the following:

•	 He was one of a handful of composers who changed the whole 
course of music history at various times, the others being 
Monteverdi, Wagner, Debussy and Stravinsky.

•	 He was the first to incorporate a chorus into a symphony (the Ninth).
•	 He was the first major composer to write a symphony with an 

avowed program (the beloved Sixth Symphony, the “Pastoral”).
•	 He was the first to utilize cymbals, bass drum and triangle into a 

symphony (also the Ninth).
•	 He was the first to begin a concerto with the solo instrument playing 

alone (the Fourth Piano Concerto).
•	 He was the first to begin a concerto with a cadenza (the Fifth Piano 

Concerto).
•	 He composed the first song cycle, An die ferne Geliebte (To the 

Distant Beloved).

Perhaps most importantly, he was the first composer who actually 
began pushing the bonds of tonality, doing so in his late string 
quartets which, almost two centuries after they were written, 
still stand as the pinnacle of Western music.  Speaking about his 
monumental Grosse Fuge, which was originally the last movement 
of one of those amazing quartets, Igor Stravinsky commented that 
it was modern music when it was written, and it is still modern 
music. 
 
During his tenure as Music Director of the New York Philharmonic, 
Leonard Bernstein was once asked who he thought the greatest 
living composer was.  He unhesitatingly replied “Beethoven,” 
and when asked what he meant by that, he talked about how 
Beethoven’s music was alive for all times and all ages, and how 
his music would live in all of us forever.  Today, in an age which is 
very splintered and uncertain, his humanitarian vision still speaks 
to us with a directness and urgency which no other composer 
can match.  His music encompasses every human emotion from 
the deepest grief to the wildest joy.  Conductors of our time have 
offered wonderful insights into his music, among them Osmo 

Vanska, who said “Beethoven’s hope is real.  We need his music 
every day, and it can change our lives.”  Bernard Haitink, who 
commented “He is the great inspirer and the great comforter…..
He shares a rich humanity with many others.  It appeals directly 
to the human spirit.”  And from David Zinman,“Beethoven in his 
day may have been about violence and shock, but it was also 
about exploring the deepest human emotions…With his courage 
in the face of adversity and his ceaseless struggle for perfection, 
Beethoven is a man for all time…He will always be new.”  

Or as the 20th-century philosopher, sociologist and musicologist 
Theodor Adorno so eloquently put it, “That Beethoven never goes 
out of date is connected, perhaps, to the fact that reality has not 
yet caught up with his music.”

Charles Greenwell has served the DSO as a conductor, producer, 
commentator, and educator for over three decades.  Host of the DSO’s 
national radio broadcasts from 1978 to 1987, Charles can now be seen 
regularly on the DSO’s Live from Orchestra Hall webcast series.  



Fittingly, the 29-year-old Beethoven premiered his first symphony 
in the year 1800, at the dawn of a new century. The work is from 
Beethoven’s early period and is greatly influenced by his teacher, 
Franz Joseph Haydn. Despite its homages to the older generation, 
it is very much a forward-looking work with glimmers of the 
innovations to come from the great composer, most famously the 
surprising opening chords that only later settle into the home key 
of the symphony.  

By the mid-1790s Beethoven had tackled most of the important 
instrumental forms, but deliberately avoided the string quartet 
and the symphony, probably because these were the two forms 
in which Haydn had excelled and in which he had his greatest 
successes. Beethoven was surely showing great respect for his 
teacher, and wanted to show that he had mastered established 
compositional practices before setting out in a more individual 
idiom.  Within a few years he would demonstrate in his works 
unprecedented intensity and integration, but before he could 
become the symphonist who would overshadow all others, he had 
to deal with and ultimately dispel the shadows of the past.  In this, 
his first symphony, he worked within the accepted composing 
tradition but added a few unique — and sometimes startling — 
touches of his own.  This bold and masterful first attempt said to 
the musical world that here was a new and individual voice who 
would shortly embark on an entirely new path, a path he followed 
for the rest of his working life.

SYMPHONY NO. 1 IN C MAJOR, OP. 21
Premiered April 2, 1800 in the K. K.Hoftheater nächst der Burg in Vienna.  Scored for two flutes, two oboes, two clarinets, two 
bassoons, two horns, two trumpets, timpani and strings.

‘Fittingly, the 29-year-old 
Beethoven premiered his 

first symphony in the year 
1800, at the dawn of a new 

century.’

Track  Movement     Time

  1  I. Adagio molto; Allegro con brio  8:49
  2  II. Andante cantabile con moto  7:04
  3  III. Menuetto: Allegro molto e vivace 3:15
  4  IV. Adagio; Allegro molto e vivace 5:39



Beethoven’s Second Symphony is one of his most joyous, serene 
compositions, yet it was written during one of the saddest times 
of his life. The year he composed this symphony, Beethoven left 
Vienna for about six months on doctor’s orders to live in the quiet 
country village of Heiligenstadt. On October 8, 1882, shortly before 
returning to the city, he wrote a will in the form of a letter to his 
two brothers. It was a touching statement in which he admitted 
the horror and pain of the terrible realization that he was losing his 
hearing:

“How could I possibly admit an infirmity in the one sense which ought to 
be more perfect in me than in other people, a sense that I once possessed 
in the highest perfection, a perfection such as few in my profession 
enjoy or have ever enjoyed! When I am with other people a terrible 
terror seizes me and I fear that my condition will be noticed. What a 
humiliation it was when someone standing next to me heard a flute in 
the distance or heard a shepherd singing and I heard nothing. I would 
have ended my life — but my art held me back. To leave the world until 
I have brought forth everything that I feel within me is impossible. I 
hasten, with joy, to meet death. If it should come before I have been able 
to develop all my artistic powers and would wish it to come later, even 
so I should be happy, for it would free me from a condition of endless 
suffering.”

A major concert on April 5 of the following year introduced 
the first and second symphonies, the Third Piano Concerto 
and an oratorio, Christ on the Mount of Olives. The day of the 
concert was also the only day of rehearsal. At five o’clock that 
morning, Beethoven began his long day by sending for a student 
to help copy some parts the instrumentalists still lacked. The 
rehearsal continued for many hours, and in mid-afternoon a meal 
was brought in for all the performers so they could continue 
rehearsing. The concert began at six o’clock.  It was well attended, 
but the new works did not meet with complete success. Critics 
recognized that Symphony No. 2 showed an urge toward novelty 

and surprise; one critic announced that it confirmed his feeling 
that “Beethoven, in time, can effect a revolution in music, as 
Mozart did.”

This Second Symphony, which presents a material advancement 
in every way over his first, was completed as he faced the fact 
that he was going deaf, and very likely could do nothing about 
it.  A sad time, indeed, but just as he would do later with the 
Eighth Symphony, written around the time of the “Immortal 
Beloved” episode, it is possible that he, like many composers 
before and after, sought refuge in writing positive and happy 
music as a means of assuaging the tragedies in his personal life.  
As Hector Berlioz would later remark, “…this Symphony is smiling 
throughout.”  So it was that this extraordinary man, who thought 
of taking his own life at 31, was to become the almost mythical 
figure who would redefine music, and whose life in many ways was 
the embodiment of the Romantic artist.

SYMPHONY NO. 2 IN D MAJOR, OP. 36
Composed in 1801-02 and first performed on April 5, 1803.  Scored for two flutes, two oboes, two clarinets, two bassoons, two 
horns, two trumpets, timpani and strings.

Track  Movement     Time

  5  I. Adagio molto; Allegro con brio  11:25
  6  II. Larghetto     9:41
  7  III. Scherzo: Allegro    3:20
  8  IV. Allegro molto    6:08



The “Eroica” (or “Heroic”) Symphony stems from 18th century 
practices of symphonic composition but, like a great earthquake, it 
created a huge fissure between everything that came before and 
the orchestral style that developed in the following decades. 

The sharp “hammerstroke” chords that open the symphony are a 
heroic imitation of the three loud chords heard in countless tiny, 
frivolous little Italian sinfonias composed in Naples and Milan in 
the 1730s. They had merely been used to silence a noisy audience, 
but Beethoven made them into huge structural pillars that recur 
at crucial junctures throughout the first movement of the “Eroica.” 
And as in thousands of its predecessors, Beethoven’s Third 
Symphony opens with a simple theme that rocks gently up and 
down the notes of the E-flat major triad.

Size, dramatic emphasis and a sense of self-importance were 
the new elements in Beethoven’s “Eroica.” It was the longest 
symphony written up to that time. Along with its expanded 
dimensions, the “Eroica” also shifted the emphasis in a symphony 
from the first movement to the last, creating what became known 
as a “finale symphony” with the highly dramatic set of variations 
that conclude the work.

The theme of this remarkable movement is one that was clearly 
close to Beethoven’s heart, as he used it no less than three other 
times:  in one of his early Contradances, in the last section of his 
ballet The Creatures of Prometheus, and in the Piano Variations, 
Op. 35, generally — but incorrectly — known as the “Eroica” 
Variations.

Where Mozart or Haydn would normally have placed such 
variations in a slow movement, Beethoven dared to make them 
a symphonic climax. Not only are the nine variations based upon 
two distinct themes, they include two complicated fugal sections, 
a stormy “Turkish” march in the sixth variation, and two seraphic 

variations that lead to a magnificent five-section coda. Beethoven 
ends the movement with another set of fierce “hammerstroke” 
chords.

The “Eroica” Symphony represents a turning point in Beethoven’s 
career, but even more important, it is one of the handful of works 
down through the ages which altered the whole course of Western 
music, along with Wagner’s Tristan and Isolde, Debussy’s Prelude 
to The Afternoon of a Faun, and Stravinsky’s The Rite of Spring.  
It is intertwined with a crucial time in Beethoven’s personal life, 
with political events of the day (most notably those dealing with 
Napoleon, about whom Beethoven’s own feelings dramatically 
shifted) and the ways in which contemporary audiences perceived 
the symphony to be extremely long and difficult to comprehend.  
Nevertheless, that unprecedented length, the extreme technical 
challenges, and its uncompromising attitude simply forced 
Beethoven’s contemporaries to radically rethink what a symphony 
could be.  

SYMPHONY NO. 3 IN E-FLAT MAJOR, OP. 55, “EROICA”
Premiered on April 7, 1805 at the Theater-an-der-Wien in Vienna, Austria, conducted by the composer. Scored for two flutes, two 
oboes, two clarinets, two bassoons, three horns, two trumpets, timpani and strings.

Track  Movement     Time

  9  I. Allegro con brio    16:43
  10  II. Marcia funebre: Adagio assai  16:02
  11  III. Scherzo: Allegro vivace   5:59
  12  IV. Finale: Allegro molto   12:36



If Beethoven’s Fourth Symphony were the work of any other 
composer active during the first decade of the 19th century, it 
would establish its author as one of the major musical figures 
of his day. As it is, this work stands between two of its creator’s 
most dramatic and popular compositions, his Third and Fifth 
symphonies, and rather in their shadow. Robert Schumann’s 
metaphoric description of this work as a “slender Greek maiden 
between two Norse giants” leaves something to be desired as a 
characterization, but it does suggest the enduring perception of 
this piece as a less weighty and important achievement among 
Beethoven’s middle-period symphonies. 

In contrast to the Third and Fifth, both of which have strong 
messages apart from the music itself, many people felt the Fourth 
was relatively lightweight and superficial, ideas that have proven 
themselves to be quite wrong-headed. The Fourth Symphony is 
a finely crafted and beautiful work that follows the formal outline 
of the Classical period symphony but fills that outline with music 
that often sounds quite Romantic in character. Nowhere is this 
Romantic element more evident than in the opening Adagio, a 
somber fantasy that ventures to say more than we would expect 
from an introduction to a symphonic first movement. Through 
40 spellbinding measures, it explores dark and mysterious tonal 
regions, then suddenly breaks forth with two loud chords and a 
motif of insistently rising lines into the brilliant light of the Allegro, 
the main body of the first movement.

It is a tremendously muscular work with a momentum which is 
unmistakably Beethovenian, and infused with the composer’s 
unique and exciting fingerprints.  Schumann had more to say 
about the Fourth’s place in Beethoven’s symphonic output: 
“Do not illustrate his genius with the Ninth Symphony alone, no 
matter how great its audacity and scope, never uttered in any 
tongue.  You can do as much with his First Symphony, or with 

the Greek-like slender one in B-flat!”  The English musicologist 
George Groves, who put together the famous Dictionary of Music 
and Musicians, said that the Fourth Symphony “…is in complete 
contrast to both its predecessor and successor, and is as gay and 
spontaneous as they are serious and lofty.”  Indeed, the brilliance 
and power of the Third, Fifth and Ninth Symphonies tend to 
obscure the symphonies around them, and make us forget just 
how novel and revolutionary the other symphonies were when 
they were first performed.  

Beethoven had actually started work on the Fifth Symphony 
before he began the Fourth, and interrupted his writing of the 
first two movements in order to compose the Fourth in its entirety 
in the summer and fall of 1806, the new symphony having been 
commissioned by the Sicilian Count Franz von Oppersdorf after 
hearing the Second Symphony performed by his own court 
orchestra.

SYMPHONY NO. 4 IN B-FLAT MAJOR, OP. 60
Composed during a summer residency in 1806 at the estate of a patron, Prince Karl Lichnowsky, premiered in March 1807 during 
a private subscription concert at the palace of another patron, Prince Josef Lobkowitz, and dedicated to a third, Count Franz 
Oppersdorff, who commissioned it. Scored for flute, two oboes, two clarinets, two bassoons, two horns, two trumpets, timpani 
and strings.

Track  Movement     Time

  13  I. Adagio; Allegro vivace   10:34
  14  II. Adagio     9:07
  15  III. Allegro vivace    5:16
  16  IV. Allegro ma non troppo   6:30



 It is fitting that Beethoven’s greatest symphonic expression, 
the one that remains the most innovative and wondrous, the 
“consummate example of symphonic logic,” the Fifth Symphony, 
was finished in Vienna in 1808 at the peak of that city’s socio-
political reactionary period. 

The symphony sounds inevitable and irrefutable, as though it 
flowed complete from the composer’s pen; however, Beethoven 
did not create it overnight, and in fact, the work required a 
considerable gestation period. Beethoven actually began sketching 
it in 1800, even before beginning work on the “Eroica.”

The work is largely constructed on just two notes, with the first 
one being repeated three times. There is hardly a measure in the 
entire symphony in which this two-note formula (or a portion 
of it) does not appear in some recognizable form. The cyclical 
nature of Beethoven’s Fifth Symphony makes it a forerunner of 
later 19th-century cyclical symphonic compositions, such as César 
Franck’s Symphony in D minor and Franz Liszt’s Faust Symphony. 
Be that as it may, the first movement is far from being a mere 
mosaic of short motifs; in Beethoven’s hands, this very basic 
material becomes exceptionally long-breathed. The secret of the 
movement’s psychological impact lies in Beethoven’s total control 
of its progress: a bar more (or less) and the entire structure would 
begin to teeter.

Marked Andante con moto, the second movement is the closest 
thing the Fifth has to a slow movement. On the surface, it seems 
like an old-fashioned set of double variations such as Franz Joseph 
Haydn might have written.

While the last two movements as we know them now form a 
linked unit, this was not always to be so: there exist sketches for 
an abandoned finale in C minor, in 6/8 time, which was marked 
l’ultimo pezzo (the last piece). The solution that Beethoven arrived 
at instead — an unsettling Scherzo, in which strange mutterings 
alternate with passionate cries, dissolving into a C-major blaze, 

interrupted once by the phantom of the Scherzo – was one that 
appealed strongly to generations of composers to follow. Its lesson 
was not lost on Brahms, who exploited the minor-turned-to-major 
device in his First Symphony. Never before had a finale taken on 
such meaning and importance, resolving as it does all previous 
conflicts in triumphant optimism. As grand as the Finale is, it is 
not grandiose; it is poetic rather than rhetorical, logical rather than 
histrionic.

Beethoven has sometimes been criticized as a poor orchestrator, 
and there are passages, certainly, that reflect the limitations of the 
instruments he was writing for at the time. But no one who listens 
closely to the last two movements of the Fifth Symphony will 
doubt that he was sensitive to instrumental color. No composer 
has more knowingly exploited the ability of the double basses to 
evoke a sense of mystery. Some musical sophisticates find fault in 
the outbursts of the trombones and contrabassoon, or the whoops 
of joy in the piccolo, and yet they’d be hard pressed to suggest 
how these might be improved upon.

SYMPHONY NO. 5 IN C MAJOR, OP. 67
Premiered on December 22, 1808, along with the Symphony No. 6 in F major, Op. 68 (“Pastoral”); Beethoven conducted. 
Scored for two flutes and piccolo, two oboes, two clarinets, two bassoons and contrabassoon, two horns, two trumpets, three 
trombones, timpani and strings.

Track  Movement     Time

  17  I. Allegro con brio    7:34
  18  II. Andante con moto   9:27
  19  III. Scherzo: Allegro    7:47
  20  IV. Allegro     11:03



In the Wiener Zeitung of December 17, 1808, the Akademie of 
December 22 was announced:

“On Thursday, December 22, Ludwig van Beethoven will have the 
honor to give a musical Akademie in the Theater an-der-Wien. All 
the pieces are of his composition, entirely new, and not yet heard 
in public … Beginning at half past six o’clock.”

This extraordinary concert, lasting more than four hours in 
a bitterly cold hall, thus presented the first performances of 
Beethoven’s Symphony No. 5 in C minor, his Symphony No. 
6 in F major (later known as the “Pastoral”), and much more. 
Preparations for such a massive undertaking did not go well. 
Apparently Beethoven was so angry with the orchestra at times 
that the musicians demanded he leave the room during rehearsals. 
With generally insufficient time for rehearsal for such a demanding 
program, the performance of the Choral Fantasy suffered most. At 
one point things went so badly that the performers had to start 
again.

Beethoven’s Sixth Symphony is unusual in that it is written in 
five movements, with the last three performed without a break. 
Composed at the same time as the Fifth, in which the third and 
fourth movements are also performed without a break, we can 
see Beethoven’s innovative treatment of form in the “Pastoral” 
Symphony. Although all the other symphonies are in four 
movements, Beethoven explored different movement schemes of 
many kinds, especially in his later quartets and piano sonatas. The 
influence of this type of formal innovation can be seen in Berlioz’s 
Symphonie fantastique (also in five movements), and a number of 
Mahler’s symphonies.

The programmatic nature of the “Pastoral” Symphony is well 
known. Beethoven’s achievement of incorporating the extra-
musical with the sublime in this symphony accounts for its 

popular reception in the 19th century. At the first performance, 
not surprisingly, the Fifth Symphony received greater acclaim. 
With the benefit of hindsight, however, we can view Beethoven’s 
exploration of the symphonic medium presented in this concert 
as providing the seeds for the two principal schools of symphonic 
composition that would emerge later in the 19th century: the Fifth 
representing the absolute music of composers such as Schumann 
and Brahms, and the Sixth representing program symphonies and 
symphonic poems of composers such as Berlioz, Liszt and Richard 
Strauss.

Beethoven was so irritated by attempts to put programs on 
his symphonies, particularly this one, that he issued a public 
statement which said, “Should explanations be necessary, they 
should be restricted to characterizing the piece in a general way, 
something that a well-educated musician should not find it difficult 
to do.”  When asked if there was a literal scenario for the Sixth, 
he said, “…it is the expression of feelings rather than painting.”  
The full title for this beloved work is “Pastoral Symphony, or 
Recollections of Country Life.”  Looking at all nine symphonies, this 
is the one which stands the most apart from the others, not just for 
the title of the whole work or the titles of all five movements, but 
for its openly declared extra-musical content.

SYMPHONY NO. 6 IN F MAJOR, OP. 68, “PASTORAL”
Premiered at the Theater an der Wien, Vienna, December 22, 1808. Scored for piccolo, two flutes, two oboes, two clarinets, two 
bassoons, two horns, two trumpets, two trombones, timpani and strings.

Track  Movement     Time

  21  I. Allegro ma non troppo   11:34
   Awakening of cheerful feelings
  22  II. Andante molto mosso   11:57
   Scene by the brook
  23  III. Allegro     5:08
   Merry assembly of country folk
  24  IV. Allegro     3:35
   Thunderstorm
  25  V. Allegretto     9:04
   Shepherd’s song



Of all of Beethoven’s Symphonies, the Seventh is one of the most 
resistant to external explanation; yet it has received many poetic 
evaluations. The most famous of these comes from composer 
Richard Wagner, for whom it was “the apotheosis of the dance.” 
Wagner went on to say “…it belongs to the Night Spirit and his 
crew, and if anyone plays it, tables and benches, cans and cups, 
the grandmother, the blind and the lame, aye, the children in the 
cradle, fall to dancing.”

Taking Wagner’s remark about the dance to heart, it is possible 
to hear the first movement as a gigue on a grand scale. Here, 
Beethoven has not elaborated but rather simplified, reducing 
the dance rhythm to its most basic element, with accompanying 
harmonies in broad, sweeping arcs. In the Sixth Symphony, he had 
discovered the cumulative power of harmonic repetition; wedding 
this earlier technique to a repeated, vital, rhythmic unit created an 
irresistible force.

If the first movement is the dance apotheosized, the second is a 
set of variations moved far beyond the realm of mere decoration. 
Beethoven had mastered this technique as early on as the “Eroica,” 
and here his craft is seen at its subtlest, simplest and most 
effective. Rather than being added onto the theme, the variations 
seem instead to grow organically out of it. Thinking back, the 
astute listener realizes they were present all the time.

Nothing remains of the traditional minuet in the third movement; it 
has been replaced by a peasant dance that sweeps the spectators 
along in its wake. It opens with a rhythmic springboard that sets 
the underlying meter and which sticks in the listeners’ mind even 
when Beethoven contradicts it. The middle trio section is said to 
have been based on an Austrian pilgrims’ hymn; it is repeated 
twice, according to the scheme Beethoven devised (and then 
abandoned) in the Fifth Symphony.

The last movement inevitably seems fast, regardless of the tempo 
that is taken, but this sense of speed is somewhat deceptive. 
Beneath all the activity on the surface, the harmonies move 
quite slowly, sometimes holding in place for bars at a time. Here 
Beethoven applies the same formula that worked so well in the 
first movement, keeping an obsessively repeated rhythm firmly 
in place with strong harmonic anchors. The movement may be 
a workout for the orchestra, but the listener comes away feeling 
refreshed, without knowing exactly why.

Beethoven himself conducted the premiere, and the orchestra 
included some of the finest musicians of the day, among them 
Louis Spohr, Johann Nepomuk Hummel, Giacomo Meyerbeer, 
Antonio Salieri, and the celebrated Italian double bass virtuoso 
Domenico Dragonetti.  With all of this talent, it is not surprising 
that the Seventh was extremely well received, and the second 
movement had to be repeated on the spot before the third 
movement could be played.  What is fascinating and memorable 
about this energetic work is that its vitality and sense of 
celebration is conveyed almost entirely through the element of 
rhythm, and not nearly so much by melody or harmony.  In doing 
so, Beethoven gave a new awareness of rhythm as the vitalizing 
force in music, and it is this element which has always been cited 
as contributing to the vibrant and exciting power of the symphony.

SYMPHONY NO. 7 IN A MAJOR, OP. 92
Composed in 1812 and premiered on December 8, 1813, at the concert hall of the University of Vienna. Scored for two flutes, two 
oboes, two clarinets, two bassoons, two horns, two trumpets, timpani and strings.  

Track  Movement     Time

  26  I. Poco sostenuto; Vivace   13:38
  27  II. Allegretto     9:07
  28  III. Presto; Assai meno presto  8:48
  29  IV. Allegro con brio    8:46



Beethoven typically composed symphonies in pairs: a larger one 
paired with a smaller, lighter one. In 1812, he completed both his 
Seventh and Eighth symphonies. The premiere of the Seventh, in 
December 1813, was a great success. Not so with the Eighth, which 
was premiered two months later. It was performed between two 
larger works; one was the Seventh. Because of its lighter content, 
the Eighth symphony was overshadowed.

Beethoven referred to the Eighth as “my little one,” written in an 
“unbuttoned mood.” Apparently the mood was one of ease as 
he composed this humorous lighthearted work. Throughout, it is 
celebratory, despite the circumstances of his increasing deafness, 
the estrangement of his brother and the departure of his “immortal 
beloved” all occurring this same year. The Eighth was the only one 
of his symphonies composed without a movement in the minor 
mode, and it follows neither 18th nor 19th century forms.

Due to the primitive sanitary conditions which prevailed in Vienna 
at the time, summers were not a healthy time to be in the city, and 
Beethoven always tried to get out of town, which had the added 
benefit of getting him close to nature which he loved so much.  In 
the summer of 1811 he went to the spa at Teplitz, a famous resort 
northwest of Prague.  He was 40, not in the best of health, but the 
summer in Teplitz seemed to refresh and revitalize him, and he 
returned to Vienna that fall and began work on both the Seventh 
and Eighth Symphonies.  

He was so happy with the Teplitz experience that he went back 
the following summer.  Shortly after arriving he wrote what is 
now referred to as the Letter to the Immortal Beloved, an intense 
love letter to an anonymous lady which was found in some of 
his papers following his death in 1827, leading to the conclusion 
that he never actually sent it.  We will probably never know with 
complete certainty who the lady was, but for some time one of 
the leading candidates was Antonie Brentano, a philanthropist, 

art patron and an accomplished musician who was married at 
the time.  Another significant event during that summer was 
Beethoven’s meeting with the great German writer Goethe.

Beethoven’s pupil Carl Czerny once asked him why he thought 
the Eighth Symphony was less popular than the Seventh, to which 
Beethoven unhesitatingly replied “…because the Eighth is so 
much better!”  Moreover, it is well known that he was very angry 
and upset by the relative lack of enthusiasm for the delightful F 
Major Symphony.  Beethoven was known in his day for a raging 
personality and a lot of intense, powerful music, but he did have a 
wonderful sense of humor, and it shines through this symphony as 
almost nowhere else in his output.  It is worth noting as well that 
the famous second movement, contrary to a long-held belief, was 
not a parody of the metronome which had been invented and then 
improved on by his friend and colleague Johann Maelzel.  There 
is simply no evidence to support this notion, and a more likely 
inspiration was the equally-famous tick-tock second movement of 
Haydn’s Symphony No. 101, nicknamed the “Clock” Symphony.

SYMPHONY NO. 8 IN F MAJOR, OP. 93
Premiered on Feb. 27, 1814 in the Large Redoutensaale at the Hofburg Palace in Vienna with the composer conducting. Scored 
for two flutes, two oboes, two clarinets, two bassoons, two horns, two trumpets, timpani and strings.

Track  Movement     Time

  30  I. Allegro vivace e con brio  9:33
  31  II. Allegretto scherzando   4:02
  32  III. Tempo di menuetto   4:44
  33  IV. Allegro vivace    7:41



Not since he began composing symphonies had Beethoven 
allowed such a gap in his output as the 12 years between his 
Eighth and Ninth symphonies. Thus, anticipation was feverish 
when it became known that he was planning to introduce his new 
symphony and Mass to the Viennese public. The usual problems 
beset the undertaking: finding a theater, getting musicians from 
different theaters to work together, finding the extra musicians to 
augment the orchestra and chorus to the size Beethoven wanted, 
wrangling with censors and getting all the music copied in time for 
the two full rehearsals that could be scheduled in the theater. The 
composer, who had been entirely deaf for some six years, could 
participate only to a limited extent but still bore all the financial 
risk as impresario. More than once he was ready to cancel the 
whole affair.

Despite difficult origins, the Ninth is regarded today as a final 
affirmation of the humanitarian ideals that inspired Beethoven 
in his youth in the face of misunderstanding, personal isolation 
and the police state that Austria had become. A critical tradition 
going back to the mid-19th century hears the Ninth as conveying 
an epic quest for everything symbolized by the Ode to Joy in the 
finale — a utopia of universal brotherhood in which all the barriers 
set between humans through all-too-human conventions and 
prejudices might be torn down. 

This monumental work was the first example of a major composer 
using voices in a symphony.  The words in the last movement 
are taken from An die Freude (Ode to Joy) by the German writer 
Friedrich Schiller, a poem which was written originally in 1785.  
Beethoven took parts of the poem, re-arranged some of them, and 
even added some words of his own.  The words clearly captivated 
the composer, as he had ideas about setting them to music as 
far back as 1793, when he was just 22 years old.  The symphony 
as a whole had a very long gestation period, as Beethoven’s 
sketchbooks contain material from 1811 and 1817 which appeared 
in the completed Ninth.  He actually had plans for the premiere 
to take place in Berlin, as musical tastes in Vienna at the time 

were dominated by Italian composers.  However, many of the 
composer’s friends and financiers were adamantly opposed to 
this scheme, and after much persuasion the premiere was given 
in Vienna.  The symphony was received ecstatically at its first 
performance, and as was tradition then, when a member of the 
Imperial Family entered the hall, they were given three standing 
ovations.  Beethoven was actually given five standing ovations at 
the conclusion of the symphony, and in order to prevent any insult 
to the Imperial family, the police intervened to prevent any further 
ovations. 

The Ninth was never just another symphony. It was a gesture 
of public valediction for the composer, a last attempt at 
communication before his withdrawal into more esoteric 
composition (i.e., the final string quartets). It culminated the 
historical development of the symphony from curtain-raiser and 
audience husher into personal philosophical statement. It has 
been pressed repeatedly into political service, nefarious as well as 
noble. It has even set the limit for symphonic output. For us, it is 
the all-purpose ceremonial work, whether for celebrations such as 
New Year’s in Japan, historical occasions like the fall of the Berlin 
Wall, or rituals such as the Olympic Games.  Through all those 
appearances it somehow never manages to lose its resonance.

SYMPHONY NO. 9 IN D MAJOR, OP. 125, “CHORAL”
Premiered by Michael Umlauf and the Kärntnerthor Orchestra on May 7, 1824. Scored for two flutes and piccolo, two oboes, two 
clarinets, two bassoons and contrabassoon, four horns, two trumpets, three trombones, timpani, bass drum, cymbals, triangle, 
choir and strings.

Track  Movement     Time

  34  I. Allegro ma non troppo;   16:44
     un poco maestoso
  35  II. Molto vivace; Presto; Molto vivace 13:51
  36  III. Adagio molto e cantabile;  15:58
       Andante moderato
  37  IV. Presto; Allegro assai;   24:32
       O Freunde, nicht diese Töne
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LEONARD SLATKIN, MUSIC DIRECTOR

Internationally acclaimed American conductor Leonard Slatkin 
began his tenure as Music Director of the Detroit Symphony 
Orchestra in September 2008.  In addition to his post at the DSO, 
he serves as Music Director of the Orchestre National de Lyon 
(ONL), France, an appointment which began in August 2011. He 
is also Principal Guest Conductor of the Pittsburgh Symphony 
Orchestra, a post that began in 2008, and is the author of a new 
book entitled Conducting Business.

Following a 17-year appointment as Music Director of the Saint 
Louis Symphony Orchestra, Mr. Slatkin became Music Director of 
the National Symphony Orchestra in Washington, D.C. in 1996. 
Other positions in the United States have included Principal Guest 
Conductor of the Minnesota Orchestra, where he founded their 
Sommerfest; first Music Director of the Cleveland Orchestra’s 
summer series at the Blossom Music Festival, an appointment he 
held for nine years; Principal Guest Conductor of the Los Angeles 
Philharmonic Orchestra at the Hollywood Bowl for three seasons; 
and additional positions with the New Orleans Philharmonic and 
the Nashville Symphony Orchestra. In Great Britain he served as 
Principal Guest Conductor of both the Philharmonia Orchestra of 
London and the Royal Philharmonic, and was also Chief Conductor 
of the BBC Symphony Orchestra.

Since his debut with the New York Philharmonic in 1974, Mr. Slatkin 
has led virtually all of the world’s leading orchestras including 
those of Chicago, Boston, San Francisco, Cleveland, Minnesota and 
Philadelphia. European orchestras include the Berlin Philharmonic, 
Amsterdam’s Concertgebouw, the Vienna Philharmonic, the 
Czech Philharmonic, Bayerische Rundfunk and all the prominent 
ensembles in Paris and London. He has also appeared on podiums 
throughout the Far East and is a regular guest at major summer 
festivals such as Aspen, Tanglewood, Ravinia and Saratoga.

Opera performances have taken him to many of the leading 
stages in the U.S. and abroad, including the Metropolitan Opera, 
Opera Theater of St. Louis, the Santa Fe Opera, the Lyric Opera 
of Chicago, Opera Bastille, the Vienna Staatsoper, the Stuttgart 
Opera and the Washington National Opera. 



from many institutions including his alma mater, the Julliard 
School, Indiana University, Michigan State University, Washington 
University in St. Louis and Bowling Green State University in Ohio.

Born in Los Angeles to a distinguished musical family, his parents 
were the conductor-violinist Felix Slatkin and cellist Eleanor 
Aller, founding members of the famed Hollywood String Quartet. 
Mr. Slatkin began his musical studies on the violin and studied 
conducting with his father, followed by Walter Susskind at Aspen 
and Jean Morel at The Juilliard School. He is the proud parent of 
a son, Daniel, who attends the University of Southern California. 
He is married to composer, Cindy McTee, and they reside in 
Bloomfield Hills, Michigan.

Recently he has enjoyed return appearances with the Orchestre 
de la Suisse Romande, the Seoul Philharmonic, the Deutsches 
Symphonie-Orchester Berlin, the Orquesta Nacional de Madrid, 
the NHK Symphony, the Rotterdam Philharmonic, the Czech 
Philharmonic, the St. Louis Symphony, the Nashville Symphony and 
the State Symphony Orchestra of Russia.

Leonard Slatkin’s more than 100 recordings have been recognized 
with seven Grammy awards and 64 nominations. He has recorded 
with the symphony orchestras of Detroit, Saint Louis, Nashville 
and Chicago, as well as the New York Philharmonic, the Minnesota 
Orchestra, the National Symphony Orchestra, and all of the major 
London orchestras as well as those in Munich, Paris, Lyon, Prague, 
Stockholm and Berlin. He is currently recording the complete 
orchestral works of Rachmaninoff and the complete concertos of 
John Williams with the DSO for the Naxos label. An online pioneer, 
Mr. Slatkin can be seen regularly on dso.org/live and Medici.tv in 
webcasts featuring the DSO and the ONL.

Throughout his career, Mr. Slatkin has demonstrated a continuing 
commitment to arts education and to reaching diverse audiences. 
He was the founder, and for nine seasons director, of the National 
Conducting Institute, an advanced career development program 
for rising conductors. Mr. Slatkin also founded the Saint Louis 
Symphony Youth Orchestra, and he continues to work with student 
orchestras throughout the world. 

Mr. Slatkin has received many honors and awards, including the 
2003 National Medal of Arts (the highest award given to artists 
by the United States Government), the Chevalier of the Legion of 
Honor, the American Symphony Orchestra League’s Gold Baton for 
service to American music, ASCAP awards with both the National 
and Saint Louis Symphonies, the Lifetime Achievement Award at 
the DC Mayor’s Arts Awards and the prestigious Declaration of 
Honor in Silver from the Austrian ambassador to the United States 
for outstanding contributions to cultural relations. Mr. Slatkin is 
the Arthur R. Metz Foundation Conductor at Indiana University’s 
Jacobs School of Music and the Distinguished Artist in Residence 
at the American University. He has received honorary doctorates 

UMS CHORAL UNION
Jerry Blackstone, music director

Throughout its 134-year history, the UMS Choral Union has 
performed with many of the world’s distinguished orchestras 
and conductors. Based in Ann Arbor, the 175-voice Choral Union 
is known for its definitive performances of large-scale works for 
chorus and orchestra. Sixteen years ago, the UMS Choral Union 
further enriched that tradition when it began appearing regularly 
with the Detroit Symphony Orchestra.

Led by Grammy Award-winning conductor and music director 
Jerry Blackstone, the UMS Choral Union was a participant chorus 
in a rare performance and recording of William Bolcom’s Songs of 
Innocence and of Experience in Hill Auditorium in April 2004 under 
the baton of Leonard Slatkin. The recording won four Grammy 
Awards in 2006, including “Best Choral Performance” and “Best 
Classical Album.” The recording was also selected as one of The 
New York Times “Best Classical Music CDs of 2004.”



BEETHOVEN SYMPHONY NO. 9 SOLOISTS
JONI HENSON
Soprano Joni Henson is one of Canada’s most thrilling young 
performers.  She attended the Music Academy of the West in 
Santa Barbara, where she studied with Marilyn Horne, earned 
her bachelor’s degree  in vocal performance degree from the 
University of Toronto and also received her Artist Diploma from 
the University of Toronto’s Opera Division. Recent successes 
include Senta in Der Fliegende Holländer for Pacific Opera Victoria, 
Santuzza in Cavalleria Rusticana and Leonora in Il Trovatore for 
Opera Hamilton, Verdi’s Requiem for the Brott Music Festival, 
and Leonora in Verdi’s Oberto for Toronto’s Opera in Concert. 
Other roles include Nedda in Leoncavallo’s Pagliacci, Mrs. Ford in 
Nicolai’s Merry Wives Of Windsor, and Female Chorus in Britten’s 
The Rape Of Lucretia.  Awards have included the Opera Grand 
Prize at the 15th Concours International de Chant de Verviers 
Competition in Belgium, First Place Opera and French Melodie 
Awards at the Concours International de Chant de Marmande 
(France) and semi-finalist in the Metropolitan National Council 
Auditions.

KELLEY O’CONNOR
Possessing a voice of uncommon allure and musical sophistication 
far beyond her years, and intuitive and innate dramatic artistry, 
the Grammy Award-winning mezzo-soprano Kelley O’Connor 
has emerged as one of the most compelling performers of her 
generation.  In recent seasons O’Connor made her Proms Festival 
debut with Jirí Belohlávek and the BBC Symphony Orchestra 
in Mahler’s Eighth Symphony and an Edinburgh International 
Festival debut with James Conlon and the BBC Scottish Symphony 
Orchestra in John Adams’ El Niño. She joined Edo de Waart for 
Mahler’s Third Symphony with the Hong Kong Philharmonic, 
toured with Iván Fischer and the Budapest Festival Orchestra 
in Beethoven’s Ninth Symphony, and sang Mendelssohn’s Elias 
with Ingo Metzmacher and the Deutsches Symphonie-Orchester 
Berlin. She reprised her “musically seductive, palpably charismatic” 
portrayal of Lorca in the world premiere of the revised edition 
of Osvaldo Golijov’s Ainadamar at the Santa Fe Opera in a new 
staging by Peter Sellars during the 2005 season, which also was 
presented at Lincoln Center.

VALE RIDEOUT
Tenor Vale Rideout, a native of Colorado, has sung with Los 
Angeles Opera, Minnesota Opera, Pacific Opera Victoria, Nashville 
Opera and companies across the US. His concert engagements 
have taken him from the New York Philharmonic performing 
with Maestro Lorin Maazel in Britten’s War Requiem to the 
Dallas Symphony Orchestra, where he sang the world premiere 
of August 4, 1964 by Steven Stucky under Maestro Jaap Van 
Zweden, recently released in a live recording. Vale sang with the 
Seattle Symphony in Handel’s Messiah and appeared with the 
Collegiate Chorale in an opera-inspired program at Carnegie Hall. 
He appeared with the Los Angeles Philharmonic, Orchestra of 
St Luke’s, Academy of St. Martin in the Fields, and the Pacific, 
Virginia, Nashville and Grand Rapids symphony orchestras.. Vale 
can also be heard on a live recording of Carmina Burana with the 
New Jersey Symphony Orchestra.

JASON GRANT
Recent highlights of Jason Grant’s bass-baritone career include 
performances of Mahler’s Eighth Symphony with the New York 
Philharmonic for Lorin Maazel’s final concerts as music director, 
following concert performances of Tosca led by Maestro Maazel, 
and a debut in Bach’s St. Matthew Passion led by Kurt Masur. 
A variety of concert engagements include Mozart’s Mass in C 
Minor at the Mostly Mozart Festival, Bach’s Mass in B Minor with 
the Milwaukee Symphony Orchestra, and Brahms’ Requiem with 
the Virginia Symphony and the Buffalo Philharmonic, among 
others. He has sung Don Fernando in concert performances of 
Fidelio with the Saint Louis Symphony, Stravinsky’s Le Rossignol 
with the Atlanta Symphony Orchestra, Stravinsky’s Pulcinella 
with the Saint Paul Chamber Orchestra and Mendelssohn’s Die 
erste Walpurgisnacht with the Alabama Symphony Orchestra. 
An alumnus of the Santa Fe Opera Apprentice Program, the 
Merola Program, and the Steans Institute at Ravinia, Mr. Grant is a 
graduate of the Juilliard Opera Center and the Eastman School of 
Music.



BEING THERE
A Note from Recording Producer Blanton Alspaugh

When I learned that Leonard Slatkin and the DSO planned to 
perform and record Beethoven’s nine symphonies in a three-week 
festival, my first thought was “that’ll be a blast!” and my next 
thought was “I hope we’re all ready for this!” The challenges for 
everyone involved are physical, mental, and even spiritual, because 
in Beethoven’s symphonies we encounter the man in full: grace, 
rage, wit, tenderness, mischief, stoicism, joy, nobility.  There is 
nowhere to hide and no time to rest. You could say Beethoven is 
the reason we do what we do.

For the recording team our challenge is to bring our technical, 
musical and organizational resources to bear in creating an 
environment in which the orchestra and the conductor can 
perform at their best; we want to be sure that we capture every 
bit of music needed to create a great recording. That forest of 
microphones is only the most visible part of what we are doing; 
there are hundreds of feet of cable and a room full of electronics 
devoted to this effort. And whether we’re making an LP, a CD, or 
in this case, a Digital Box Set of downloadable files, it’s still one of 
the great challenges in recording: to create a believable portrayal 
of an orchestra performing in an acoustical space. Having a great 
orchestra like the DSO and a great acoustic venue like Orchestra 
Hall puts us most of the way there even before we press the record 
button. 

For a number of reasons most orchestral recordings are now made 
in live performances before an audience instead of recording 
sessions in an empty hall. For this set of Beethoven symphonies 
we did our best to preserve the feeling of “being there” at the live 
concerts, so you will hear applause at the end of each symphony, 
some quiet shuffling between movements, and even a cough or 
two has been preserved in pristine digital sound (you know who 
you are!). But what we hope above all to have preserved and 
shared with you is a memorable encounter between Beethoven, 
Leonard, and the DSO.

Making a recording is all about collaboration between the 
conductor, the players, the producer, and the engineer. I’m 
extremely fortunate: it’s almost always good, everywhere I go. But 
these Beethoven symphonies seem to have brought out the best 
in everyone. Even when we were all a little tired after so much 
demanding music and so much concentration, and with more still 
to come, it seemed as if Beethoven’s spirit itself was contagious 
and we had all caught it — mostly grace and wit, a little mischief, 
no rage to speak of, stoicism only because of the February 
weather and plenty of joy. 

A senior producer at Soundmirror and winner of the 2013 Grammy for 
Classical Producer of the Year, Blanton Alspaugh has  produced—and 
continues to produce—multiple DSO albums for the Naxos label, including 
the Grammy-nominated Rachmaninoff Symphony 2.



ABOUT LIVE FROM ORCHESTRA HALL 

In April 2010 the Detroit Symphony Orchestra launched the 
groundbreaking Live from Orchestra Hall webcast series at  
dso.org/live, becoming the first orchestra in the world to offer 
a series of free live webcasts.  The Beethoven Digital Box Set, 
produced in-house by the DSO with Grammy Award winning 
producer Blanton Alspaugh, is the first digital download 
released under the Live from Orchestra Hall label.  Watch free 
Live from Orchestra Hall webcasts at dso.org/live or via the 
DSO to Go mobile app—free for iOS or Android devices.

CREDITS

Recording Producer: Blanton Alspaugh
Recording Engineers: John Newton, Matthew Pons

For the DSO:

Phillip Wm. Fisher, Chairman
Michael J. Keegan, Vice Chair, Strategy and Innovation
Liz Boone, Chair, Live from Orchestra Hall Advisory Board
Anne Parsons, President and CEO
Paul W. Hogle, Executive Vice President
Patricia Walker, Chief Operating Officer
Scott Harrison, Executive Producer of Digital Media
Eric Woodhams, Manager of Digital Media and Engagement
Valerie Sobczak, Digital Media Intern
Erik Rönmark, Artistic Administrator
Kathryn Ginsburg, Artistic Coordinator
Alice Sauro, Director of Operations and Executive Assistant to  
   the Music Director
Frank Bonucci, Stage Manager

Special Thanks to DSO Assistant Conductor Teddy Abrams and 
conductors Oriol Sans, Robert Boardman, and Christopher Lees for 
their assistance in the recording booth and webcast booth.

Recorded live at Orchestra Hall in Detroit, MI in 
February 2013 as part of the DSO’s Beethoven 
Festival, made possible with generous support 
from the National Endowment for the Arts.

 
This box set was sponsored in part by MGM Grand 
Detroit.

Live from Orchestra Hall is presented by the Ford Motor Company 
Fund and made possible by generous support from the John S. 
and James L. Knight Foundation.

 



ABOUT THE DSO
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