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University of Maryland School of Music Presents

BEETHOVEN’S “PASTORAL” SYMPHONY

University of Maryland Symphony Orchestra

David Neely
Music Director

  

Overture No. 1 in E Minor, Op. 23 ..........................................................................Louise Farrenc
(1804–1875)

Legacy for Oboe and Symphony Orchestra ........................................................ Oscar Navarro
(b. 1981)

Michael Helgerman, oboe

2021 UMD Symphony Orchestra Concerto Competition Winner

INTERMISSION

Symphony No. 6 in F Major, Op. 68 “Pastoral” ..................................... Ludwig van Beethoven
(1770–1827)

 I. Awakening of cheerful feelings upon arrival in the countryside:  
  Allegro ma non troppo

 II. Scene by the brook: Andante molto mosso

 III. Merry gathering of villagers: Allegro—

 IV. Thunder, storm: Allegro—

 V. Shepherd's song. Joyful and thankful feelings after the storm: Allegretto
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ABOUT THE MUSIC DIRECTOR
Described by Opera News as "a ninja warrior with a baton" for his 
performances of Berg's Wozzeck with Des Moines Metro Opera, DAVID 
NEELY maintains an active career in symphonic, opera, ballet and 
teaching settings. Previously serving on the conducting faculty of the 
Indiana University Jacobs School of Music, he joined the faculty of 
the University of Maryland School of Music as Director of Orchestral 
Activities and Associate Professor of Orchestral Conducting in 2019. 
Highlights at Maryland include Mahler’s Symphony No. 2, Emilie Mayer’s 
Symphony in F minor, Carlos Simon’s The Block and the world premiere 
of Maria Newman’s Our Rights and Nothing Less.

As Music Director and Principal Conductor of Des Moines Metro Opera, Neely has elevated 
the company’s musical profile with critically acclaimed performances of a wide range of 
new and traditional repertoire, including the recent world premiere of Kristin Kuster and 
Mark Campbell’s A Thousand Acres and the in-person premiere of Damien Geter and Lila 
Palmer’s American Apollo. He has led productions with Atlanta Opera, Sarasota Opera, 
Bonn Opera, Halle Opera, Dortmund Opera, Saarland State Opera, St. Gallen Opera, Coburg 
Opera, the Eutiner Festspiele, and concerts with the Memphis Symphony Orchestra, 
Portland Symphony Orchestra, Bochumer Symphoniker, Dortmunder Philharmoniker, the 
Symphonieorchester Vorarlberg, and orchestras of the Indiana University Jacobs School 
of Music, and The Chicago College of the Performing Arts at Roosevelt University, among 
others. His performances have been praised in Opera News, Opera Today, the Chicago 
Tribune and the Wall Street Journal. 

He recently collaborated with Washington National Opera’s American Opera Initiative 
and the American Lyric Theater in New York. 2022–23 appearances include concerts with 
Washington D.C.’s Apollo Orchestra (with soloists Jennifer Koh and Roberto Díaz), the 
National Orchestra Institute and Osvaldo Golijov’s Ainadamar with Indiana University Opera 
and Ballet Theater. 

Neely has performed concertos with numerous prominent artists including Joshua Roman, 
Bella Hristova, Benjamin Beilman, Rainer Honeck, Nicholas Daniel, Delfeayo Marsalis, 
Phillippe Cuper, Ben Lulich, Ricardo Morales and Roberto Díaz. He has appeared as a 
collaborative pianist with numerous singers, including a recent recital with Joyce Castle and 
Schubert’s Winterreise with David Adam Moore.

MICHAEL HELGERMAN is a candidate for the Doctor of Musical Arts degree at the University 
of Maryland, College Park, where he studies oboe performance with Mark Hill. He holds a 
Master’s degree in Oboe Performance & Literature from the University of Illinois, Urbana-
Champaign, where he studied with John Dee, and a Bachelor’s degree in Music Education 
from the University of Maryland, College Park. Michael has enjoyed multiple performances 
as a soloist and prize winner. At the 2018 Delaware Master Players Festival, he won first 
prize in both the solo competition and concerto competition. He also won second prize 
at the 2019 Miami (OH) Lorée Oboe Day solo competition. Michael has also performed 
professionally with the Danville Symphony Orchestra and the Sinfonia da Camera (Urbana, 
IL). He currently teaches concert band, concert orchestra, class piano, and music technology 
at Walter Johnson High School in Bethesda, MD.
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“LEGACY” Concerto for Oboe and Symphony Orchestra 
For Ramón Ortega

The passage of time is something we cannot stop. We can remember moments from the 
past, enjoy the present and imagine the future. Along life’s path we leave indelible marks; on 
places, on people and there are the moments in life that leave their marks on us… 

The oboe is a faithful instrument that has survived the passage of time from antiquity and 
to which many composers have dedicated their most profound inspiration since time long 
passed. In the history of music great works have been dedicated to this instrument and over 
time they continue to be a part of our lives. 

With this concerto, I wish to leave my mark or legacy, looking to the past, the present and 
the future, which is symbolized in a large part of the work with a hidden “tick-tock” of a 
clock. This “tick-tock” transports us through various time periods of our history.

We begin in the times of antiquity, at the beginning symbolized by melodic lines with an 
improvised quality, mysterious, ethereal, with a slight ethnic touch. Later, after having 
again heard the hidden “tick-tock” of the clock and a reminder of the improvised lines in the 
beginning of the concerto, we transition or jump to a period in which Spanish nationalist 
music takes the lead. A period represented by a gypsy song led by the oboe and accompanied 
by an energetic heel stamping (generated through the percussion section) transports us to 
a Spain profoundly charged with emotion in which the oboe functions as the gypsy singer 
who leads a section inundated with feeling, passion and frenzied abandon.

After this glance at our Spanish roots, a new section is born with brushstrokes that remind 
us of the opening of the work and that transport us now to a romantic period involving great 
melodic lines, passion and emotion in its purest state. The oboe initiates this new section 
with a simple, intimate, reserved main melody which, little by little becomes more ornate, 
becoming charged with emotion and power as we proceed through time until we reach 
the climax offered the by the entire band in which feelings overflow and reach their purest 
state, fading in an infinite pianissimo that is interrupted by another jump in time to the 
present day. This last section, which is fresh and rhythmic, takes us to today’s music with 
a cinematographic style and color with suggestive band colors. The section is full of life in 
which we can symbolically appreciate the livelier “tick-tock” of the clock; stubborn and ever 
present in this last section of the work, particularly in the playful low section of the band.

Finally, I couldn’t conclude this work without a glance at the quintessential period for the 
oboe, the Baroque. A cadence dedicated to the great period of musical history that left so 
very many works for the oboe and which I could not let go unacknowledged. After this wink 
to the Baroque and a grand epic cadence, a speeding, chaotic clock drags us to a lively, 
speeding finale in which the oboe exploits all its technical possibilities to the end, where our 
clock reveals the end of our travels.

— Oscar Navarro
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Overture No. 1 in E Minor, Op. 23
LOUISE FARRENC
BORN May 31, 1804, in Paris; died September 15, 1875, in Paris
PREMIERE Composed 1834; first performance 1835, in Paris

THE STORY

There are few better examples in the history of music of innate genius, rigorous training, 
steadfast ambition, and sheer hard work overcoming seemingly insurmountable obstacles 
than Louise Farrenc. She was born in Paris in 1804 into a distinguished artistic family — her 
father and brother were both Prix de Rome-winning sculptors — and began studying piano 
and music theory at age six. At 15, she broke a significant gender barrier by being accepted 
into the previously all-male composition class at the Paris Conservatory. Two years later she 
married Aristide Farrenc, a flutist at the Théâtreitalien, respected teacher, and founder of a 
music publishing firm.

During the 1830s, Louise Farrenc established an impressive career in Paris as a pianist, 
composer, and teacher, and undertook several concert tours around the country. She began 
composing seriously during those years — not just small pieces for piano, but also large-
scale chamber and orchestral works, including two piano quintets, two piano trios, a nonet 
and sextet for mixed ensembles, and sonatas for cello and violin, as well as two overtures 
and three symphonies, which received notable performances.

Hardly any other significant French composer was then writing such challenging abstract 
works. In 1842, Farrenc was appointed piano professor at the Paris Conservatory and 
distinguished herself in that capacity for the next three decades — the only woman to hold 
such a prominent permanent position at the school during the entire 19th century. When 
Louise Farrenc died in Paris on September 15, 1875, she was regarded as one of the foremost 
female musicians of her time. 

LISTENING TIPS

Each of Farrenc’s two overtures follow a well-crafted and finely orchestrated sonata form. 
The Overture No. 1 opens with an introduction whose broad gait and noble gravity pay 
homage to the opening of many of Haydn’s mature symphonies. The main theme is swift 
and agitated; the complementary subject, begun by the clarinet, is lyrical and more relaxed 
in mood. The development section skillfully weaves the lyrical phrases of the second theme 
with the restless rhythms of the main theme. After a full stop, the earlier musical ideas return 
to close this unjustly little-known work of one of the 19th century’s most gifted musicians. 

PROGRAM NOTES
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Symphony No. 6 in F Major, Op. 68 “Pastoral”
LUDWIG VAN BEETHOVEN
Born December 16, 1770, Bonn
Died March 26, 1827, Vienna

Beethoven composed his Sixth Symphony in 1807 and 1808 and conducted the work’s premiere 
in Vienna on December 22 of the latter year. The score, dedicated to Prince Franz Joseph von 
Lobkowitz and Count Andreas Rasumovsky, calls for 2 flutes and piccolo, 2 oboes, 2 clarinets, 2 
bassoons, 2 horns, 2 trombones, timpani, and strings. Duration, 40 minutes.

Between the first and last versions of his opera Fidelio, which, in 1805 and 1814, respectively, 
more or less marked the beginning and end of his middle period, Beethoven composed a 
number of dramatic or descriptive works for orchestra. Among these were the Overture 
and incidental music for Goethe’s Egmont; the Overture to Heinrich Joachim von Collin’s 
Coriolan; the curious forerunner of Tchaikovsky’s 1812 called Wellington’s Victory, and 
Beethoven’s only declaredly descriptive symphony, the one he himself designated the 
Pastoral.

Beethoven made his descriptive intent apparent in his layout of his Sixth Symphony as 
well as its labeling. This is one of the relatively few works in such categories as symphony, 
concerto and sonata to which he himself affixed descriptive titles. He not only called 
this work Sinfonia pastorale but gave each of its five movements a heading of its own: 1. 
AWAKENING OF CHEERFUL FEELINGS UPON ARRIVING IN THE COUNTRY; 2. SCENE BY THE 
BROOK; 3. MERRY GATHERING OF COUNTRY FOLK; 4. THUNDERSTORM; 5. SHEPHERD’S 
SONG: GLAD AND THANKFUL FEELINGS AFTER THE STORM. He designed the last three 
movements to flow without pause from one to the next, to heighten the dramatic effect. 
At the same time, however, he pointed out that these titles were to be regarded as only the 
most general indications of his motivation in composing the music:

The listener should be allowed to discover the situation. All painting in instrumental music, 
if pushed too far, is a failure. People will not require titles to recognize the general intention 
to be more a matter of feeling than of painting in sounds. Sinfonia caracteristica, or “A 
Remembrance of Country Life.” “Pastoral Symphony”: no picture, but something in which 
the emotions are expressed that are aroused by the pleasures of the country, or in which 
some feelings of country life are set forth.

While Beethoven was careful to point out that the listener ought not to expect “pictures” 
in this music, he reconfirmed the genuineness of his inspiration many times over, in his 
remarks, in various gestures, and most persuasively in this music itself. While it is not 
entirely without precedent. There had been descriptive or “programmatic” symphonies 
before Haydn’s time, and several were headed “Pastoral Symphony.” In composing this 
work, in fact, Beethoven apparently followed the outline of a Pastoral Symphony composed 
in 1784 by Justin Heinrich Knecht (1752-1817), who designated his score “A Sound-Portrait 
of Nature.” Not actual themes were borrowed from Knecht, however, and the dimensions of 
Beethoven’s Pastoral are altogether grander than those of its forgotten model.

Indeed, Beethoven’s own Pastoral not only established itself as the first big orchestral 
work “about” Nature, but set the pattern for a number of overtly descriptive or dramatic 
symphonies, which followed its five-movement format later and have at least something 
to do with the outdoors. Berlioz’s Symphonie fantastique (1830), Schumann’s “Rhenish” 
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Symphony (1850), and Karl Goldmark’s charming Symphony in E-flat (sometimes classified 
as a five-part symphonic poem) called The Rustic Wedding (1876) come to mind most readily 
among those that appeared within fifty years of Beethoven’s death.

While Beethoven himself was careful to point out that the listener ought not to expect 
“pictures” in this symphony, he reconfirmed the genuineness of his inspiration many times 
over, in various remarks but most persuasively in the music itself. Sir George Grove, in his 
book on the Beethoven symphonies, pointed out that the “program” for the Sixth, and the 
descriptive headings for the individual movements as well, were not at all essential to an 
understanding of the work, and indeed they are not, but there is little point in trying to 
ignore them or pretending they don’t exist. The title Pastoral, after all, was Beethoven’s 
own, as were those descriptive movement headings, which remain the most authoritative 
and comprehensive guide to what this work is all about. The direct quotations of the 
nightingale, quail and cuckoo by the flute, oboe and clarinet, respectively, toward the end 
of the second movement can hardly be missed, nor can the thunderbolts and raindrops 
in the fourth, while in the hymnlike concluding movement, as Basil Lam pointed out in a 
splendid essay on this work, “the Creator is thanked, not for ending the storm, but for the 
glory of Nature, of which the storm is a part.”

 — Notes by Richard Freed

PROGRAM NOTES
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David Neely, Music Director
Mark Wakefield, Orchestra Manager

VIOLIN
Glen Kuenzi, Concertmaster 

(Farrenc)
Zoe Kushubar, Concertmaster 

(Navarro, Beethoven)
Yuan-Ju Liu, Principal 2nd 

(Navarro, Beethoven)
John Park, Principal 2nd 

(Farrenc)
Darragh Fitzgerald
Emily Flores
Jose Antonio Guzman
Justin Hung
Maximilian Jacobs
Jason Lu
Mykenna Magnusen
Kevin Mitchell
Leah Mitchell
Amirhossein Nourouznasseri
John Park
Elisa Pierpaoli
Nina Stanizszewska
Hannahlise Wang
Anna Weiksner
Joey Yeoh
Qian Zhong 

VIOLA
Seth Goodman, Principal 

(Navarro, Farrenc)
Yu-Hsuan Chen, Principal 

(Beethoven)
Emily Bussa
Caitlin Cribbs
Alanah Cunningham
Seth Goodman
Nathan Hoffman
Ayocuan Pacheco
Rohan Prabhakar
Madeleine Stohl

CELLO
Simone Pierpaoli, Principal
David Agia
Gavriel Eagle
Rory Gallo
Rachel Hagee
Noah Hamermesh
Roland Kahn
Simone Pierpaoli

BASS
Daphine Henderson, Principal
Kayla Compson
Asa Dawson
Britney Hansford
Omar Martinez
Ethan Schwartz

FLUTE/PICCOLO
Lisa Choi
Ksenia Mezhenny
Matthew Ober

OBOE
Aaron Emerson
Laura Riley 

CLARINET
Kyle Glasgow
Terrence Sotillo

BASSOON
Joseph Florance
Jimmy Ren

HORN
Alex Choiniere
Emerson Miller
Owen Miller
Drew Mincey

TRUMPET
Antonios Eleftheriou
Julia Tsuchiya-Mayhew
Jacob Weglarz

TROMBONE
Eusung Choe
Marlia Nash

BASS TROMBONE
Austin Fairley

TUBA
Grace Tifford

TIMPANI
Nate Fuerst
John Plate

PERCUSSION
Maia Foley
Nate Fuerst
Robert Rocheteau

PIANO / CELESTE
Ria Yang

OPERATIONS ASSISTANT
Erica Spear

ORCHESTRAL LIBRARIAN
Mariana Corichi Gomez


