City of Birmingham Symphony Orchestra

Beethoven Night

Wednesday 3 July 1974 at 7.30 p.m., Town Hall Birmingham
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Phedo : Conslantine

Cover: 'Stravss Concert in Heaven', by Theo Zasche.
Jdohann Strauss Il is in the centre. The front row

ol his celestial audience comprises Mozart, Beathoven,
Schubert and Wagner, Behind are Haydn, Johann Strauss |,
Lanner, Offenbach, Brahma, Verdl and Bruckner,

CBsO

Leader : John Bradbury
Conductor : MAURICE HANDFORD

Soloist : RALPH HOLMES

Beethoven

Overture, Egmont, opus 84
Vialin Cencerto in D, opus 61

INTERVAL

Refrashments svailabla in the Basement Hall
Liconsad Bar & 45-10.00 p.m,

Light refreshments available in the Lower Gallery during the
interval

Symphaony No. §in C minor, opus 67

Patrons are asked not to enter or leave the auditerium
while the Orchestra is playing. It would be appreciated
if patrons would refrain as far as possible from coughing
during the performance

CBSO records and publications are available at the
CBS0 Information Desk in Box Office Ne. 2 during the
interval and after the concert, where CBS0 Sociely
membership subseriptions may also be paid

Floral decorations provided by the Amenities and Recrealion
Depariment, City of Birmingham

Symphonic Skelchés- An eshibitien of musical cartoons
is on view in the Basement Bar throughout the Proms.
Hand-coloured copies ol the carleons are  lor sale,
The cartoons are by the Orchestra’s resident carfconist —
Jeremy

The City of Birmingham Symphany Orchesira receives linancial
assistance from the Arts Council of Great Britain, Birmingham
Distriet Council, the West Midiands Metropolitan County
Councll and the Midlands Authgrities Orchestral Association




RALPH HOLMES was borm in Londan in
1837 and began playing the violin at the age of
four. He studied at the Royal Academy of
Music with David Martin, subsequently be-
coming a pupil of Georges Enescu in Paris
and lvan Galamian in Mew York, He has won
prizes in international competifions and is a
fellow of the Royal Academy of Music, where
he iz a Professor of Violin,

Raiph Holmes is prominenl among young
British arlists and has played in many capitals
of the world, having only recenily returned
from a successiul tour of Eastern Europe with
the Royal Philharmonic Orchestra as soloist
in the Bruch, Bartdk and Britten concerti,
Among his earlier successes have been per-
formances of the Berg concerte in Vienna and
his début recital in Carmegle Hall, New York.
He has played with all the major orchestras
in this country and appeared many times at
both the Henry Wood Promenade Concerts
and the Royal Philharmanic Seciety Concerts.
He is a frequent breadcaster in recitals and
with orchestra.

In 1972 Ralph Holmes formed the Holmes Piano Trio with Moray Welsh and
Anthony Goldstone. They gave a performance of the Besthoven Triple Con-
certo at the Henry Wood Proms last year and the Tric is now in great demand.
Ralph Holmes" most recent record is of three Delius violin and piano sonatas
with Eric Fenby and he has recorded the Tchaikovskhy Concerto for the Great
Musicians Series. Several records, including the Barték wnaccompanied
sanata, are plannad for the next few months. He plays on & Stradivarius violin
Ipaned to him by the Royal Academy of Music.

{Priory Carber

Eirensed Restuanrant

Chef will ewr off as much as yvou can eat

Where else can you get sumptuous incxpensive meals of pork, beef or lamb,
which are cut from prime English joints and be able to relax in quict surround-
ings with a wide range of starters and sweets, wines and spirits to savour and
enjov, right in the centre of Birmingham ?

Whether its Luncheon or Dinner, Business or Pleasure, phone for a reservation.
If you've less than an hour to spare vou still have plenty of time 1o enjoy the best
in English food in our restaurant.

Adeguare parking facilities are available ar the rear of the restenrant,

Available for party bookings. For table reservations Phone: 021-236 2128

KEAN and SCOTT BUILDING,
PRIORY QUEENSWAY, BIRMINGHAM

PROGRAMME NOTES

Ludwig van Beethoven (1770-1827)

Owverture, Egmont, opus &4

It was in 1810 that Beethoven wrote his incidental music 1o Goethe's drama
Egmont, Besides the magnificent overture, there are four entr'actes, two
songs, a melodrama (Egmont's dream), some music for the death of the
heroine and a concluding triumphal ‘symphony’. Though of a high quality,
much of this music is scarcely suitable for independent performance. The
whole of it is seldom heard in the concert hall but is currently available an a
gramophone recornd.
The overture is @ wonderful piece of dramatic cempression, summing up the
entire spirit of Goethe's play. Beethoven had behind him the hard, fruitful
experience of the leonora overtures and was fully consclious of his new
dramatic weapon: Leonora Mo. 3, which sums up the opera Fidelio in symphonic
terms, is the obvious reference-point. In subject-matter, too, Egmon! and
Fidelio invite comparison, as Beethoven undoubtedly realized, The play, like
the opera, is concerned with oppression and liberation. The tragic fate of
Count Egmont, one of the foremost patriol-heroes in the Dutch struggle far
indepandence, intensely inflamed the cemposer’s imagination, for Beethoven
saw it in terms of his own revolutionary liberalism: to him it was in no sense
iemote. This fervour is in the music for all to hear.
The overture is in F minor, beginning with a slowish introduction in 3/2
(scsfenufo ma non froppo). This leads into a sonata alfegro in 3/4. The two
parts are bound together thematically, for the pervasive rhythm of the intro-
duction, heard at once in the opéning bars, anticipates the second subject in
the alfegro. The first subject. which is shared between the cellos and the
first violing, is a splendid example of Beethoven's capacity for suppressed or
latent emergy, and it is this material that is further deployed in the central
development. The recapitulation begins with the same quietly urgent quaver
figure (pp - crescenda) as was heard at the outset of the alfegro. Just before
the coda there are four soft wind chords, occasioning one of Beethoven's rare
uses of the marking pop. Whatever their 'meaning', these chords are a fine
dramatic touch, giving the crescendo of the next eight bars (the beginning of
the coda) its maximum possible effect. The coda, marked allegro con brio, is
in fact the *symphony’ from the end of the incidental music. In F major and in
common lime, this is as triumphal as the finale of the Fifth Symphony. There
are no trombones here, but Beethoven uses his horns and trumpets to very
powerful effect and introduces the high, shrill tone of the piccolo.

Hugh Ottaway &

Violin Concerto in D, opus &1
allegre ma non troppo

larghetto

rondo: allegro

It is somewhat of & phenomenon that Beethoven, Brahms and Tchaikovsky,
whilst writing @ multiplicity of pianoforte concertos, produced only one vislin
cancerto. In each case a violinist was in close collaboration during the
composition and in each case the resull is regarded as one of the composer's
finest achievements, Beethoven dedicated his work to Franz Clemeant, the
director of the Theater an der Wien, who gave its first parformance on
December 23rd, 1806, the year of its composition. Beethoven, In a dreadful,
pun on the tille page, pleaded for the dedicatee's clemency towards the
composer. He also left four empty staves between the solo and the orchestral
parts on his manuscript, for alterations and amendments, This work is but
ane of the many examples of Beethoven's scrupulous polishing, and desire
to create the most effective work possible. He finally sent it to the publisher
in 1808, having used up much of the space in the four spare staves. This is
a gigantic concerto (perhaps the best ever written), but, like a Rolls Royee or
ocean liner, it achieves it by grandewr and grace of design, but with the



YEHUDI MENUHIN

Thinking of so many this great artist writes:*Music
and the people who make it give immeasurahle
delight. Yet more musicians, unprotected by pen-
sions, suffer heart-breaking hardship through
accident, ill-health or old age. Such misfortune,
after years of dedication, can bring grief and
unhappiness. They have given so much—will you
say ‘thank you' for the joy of music and help those
who have brought delight to your life?"

Please send a donation, large or small to:

M siR THOMAS ARMSTRONG, Chairman
ﬂ Dept. A.H., Musicians' Benevolent Fund,
F 16 Ogle Street, London, WiP 7LG.

minimum of engine noise. Most of the magical effects are achieved in an air
of subdued mystery and tranguility. One of the contemporary criticisms was
of its length and quietness, and quite often the first movement would be
played before the interval and the remaining two afterwards.

The Violin Concerto was composed immediately after the fourth piano
concerto, 50 we should expect surprises in form and tonality. We are not lat
down, for the work begins with tour timpani strakes on D, This is not unigue —
Bach, in whose works we seem to be able to find a precedent for everything
‘revolutionary’ in the 19h century, begings a chorus from his Cheistmas Orabario
in the same way., What is exciting is the appearance of four D25 at the tenth
bar. Although this seems very foreign at this moment in the work, later on we
shall find that it is not 30 haphazard as it appears, The orchesiral Il is a
classical one with such a fertility of themeas that Morart's Piano Concerto K_488
and the composer's own Eroica Symphony spring to mind. The second subject
group remains in the tonic key, and after a version of the main second theme
in the minor, the phrases broaden and wsher in a new idea based on the four
Dfs, thus the daring tenth bar mentioned above, makes sense. The last
theme to enter is a bold upward-striding tune, dealt with by the full orchestra,
which suddenly falls away and the soloist enters with what must be one of
the maost hair-raising entries in the whole reperfoire, namely majestic rising
octaves to a high G, and at this extreme altitude plays the first theme, and
indeed repeats with embellishments the whole orchestral exposition, A false
alarm Is sounded, for as the soloist trills as if to wind up the first third of the
movement, the timpani strokes appear underneath and then the orchestra
plunges into the dramatic theme which is third in erder of appearance and the
whole second group is played again, but with a dramatic shift inte C majar.
Again the sudden hush and the violin enters in this key with his rising cctaves
and the development begins. After passing through B minor and G minor
there is a pause and an entirely new theme of great beauty emerges (the same
happens in the Mozart concerto quoted above), Trumpets and timpani enter,
turning the key to D minor. The lead into the recapitulation is magical. Every-
thing dies except for a holding note as the violin spars with arpeggios, the
rhythm of the first subject appears in various spots and suddenly the full
orchestra bursts out forfissimo with the theme, The rest is quite regular, and
after the cadenza the gisth theme is played quietly by the bassoon answered
by the soloist and five bars of crescendo end this colossal movement,

The slow movement in G major is ane of greal stillness and beauty. Great
poignancy is achieved by the slurring of the two opening hali-bar phrases,
In form, it is a theme and variations, with some surprises, and the soloist
supplies the first variation, in the form of decorations o the theme, played on
woodwind, this continues into the second variation, with the tune played in
a lower register, The third is a statement in rich harmony by the orchestra,
and here comes the first surprise. The vielin sverlaps with arabesques and
then, in the same key, plays a new lheme which ends in a prolenged trill, one
is left high and dry for @ few seconds, then the main theme enters and the
fourth variation proceads, and as it closes, again a new theme appears which
wanders back to the first stranger, Muted horns and strings re-introduce the
main theme, decorated by the soloist in the dreamiest way possible, There
is no doubt that the ending caused Beethoven a great deal of trouble, and the
final plan of the third movement growing out of the cadenza seems a very
uliag;.clury solution. This rondo is very straight forward with two episodes
in A major and G miner, The reason for its economy of statement is evident,
for in addition to the cadenza, Beethoven indulges in his favourite gargantuan
coda, thus development within the main body, as it were, would have upset
the balance, not only of the movement, but of the work as a whole, Perhaps
the greatest surprise of all occurs as the soloist's final trill at the end of the
cadenza modulates to An, & long way from D major, and by devious and
ingenious routes the orchestra pull the main theme back to the tonic. Oboe
and violin then discuss the rondo theme, and the saloist turns schoolmaster,
silencing the rather out-of-hand orchestra with a few arpaggios and scales.

Harry Jones €
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Louis Fremaux
will be making a personal appearance at the new record department of
Messrs, W. H. Smith’s, Union Street, Birmingham, on
Friday 5 July, 12.15 — 1.45 p.m.

Copies of his CBSO
recording will be
available for him to
autograph—or bring
your own copy in!

Records are also available from the CBSO Information Desk during the
interval and after the concert ta-night.

Symphony Meo. 5, in € minoer, opus &7

allegro con brie
andante con moto
scherzo: allegro —

allegra — presto

Probably more monsense has been written about Beethoven's Fifth than
about any other symphony. Most of it beging at the beginning, with the first
four notes, which the Romantics insisted on regarding as a motto theme, the
antecedent of their own Fate motives. Beethoven's words, as reported by his
friemd Schlindler —"Thus Fate knocks at the door'=—are almost certainly
authentic, but the four-note rhythm is not a motte and attempts to trace it
throughout the symphony are misguided. This needs stressing. Nevertheless,
the Romantics were right in seeing the Fifth as the first of a new type of
symphony founded on a programme of conflict and triumph with the composger
himselt as hero.

Beethoven began the Fifth in 1805 but set it aside to compose the Fourth and
other major works. The score was completed in 1807 ar early in 18B0B. The
first shetches, however, date from 1800-01 —i.e., before the Ercica and at a
time when Beathoven was striving for the courage and the will-power to meet
tne challenje of his deafness. (The well-known words to Wegelar —'1 will
taxe Fale by the throat; it shall not wholly overcome me'— were written in
1801.) Significanily, there is nothing of the Finale in these early sketches: a
very different final movement, pathetic rather than triumphant, appears to
have been intended. Only after the psychological crisis experienced at
Heiligenstadt in 1802 was a triumphant conclusion possible for Beethaven;
and only atter the Eroica was the entire conception musically possible.

Clearly, the Fitth is in origin the most subjective of Beethoven's symphonies,
But to leave the matter there, treating the work as a piece of symphonic
autobiography, is to fail to distinguish between origin and achievement. As
listeners, | doubt whether we ever really do this, however much we may have
been misled by commentatars. For the achievement unlversalizes; it is an
affirmation of Man's resilience and heroism, the supreme expression in music
of the Kantian philosophy of the indomitable will —and, no less than the
Erpica, it iz "charged with revolutionary emotion’,

The Fifth is less complex than the Eroica and ultimately less profound.
Beethgven himself preferred the Eroica, but it wasg the Fifth that overwhelmed
o many of his contemporanes. "How big it is', exclaimed Goethe, 'quite wild!
Enough to bring the house about one's ears!' Similarly Lesueur, as reported
by Berioz: 'I's incredible! Marvellous! It has so upset and bewildered me
that when | wanted to put on my hat, | couldn't find my head'. Primarily, it was
the directness and sheer force of expression that made such an impact, the
very qualities which have appealed to all kinds of listeners ever since. And
there is something archetypal in this directness, based as it is on the minar
triad yielding to the major. The mode of address is nothing if not public: the
audience is ideally the whole of mankind,

A few remarks about each movement, Do you agree with A, K. Holland that
‘while the four-note rhythm certainly does dominate the first movement as a
whaola, the significance of its first statement is no greater than that of a chapter
heading’? In other words, do you hear this sonata form as Classical drama or
as Romantic rhetoric? The answaer may well have a bearing on your response
to the two middle movements. Molice that the imperious theme in the scherzo
does nof share the rhythm of the first movement,



The Tarm of the andante is straightiorward to the sar but difficult to describe
accurately. Variations on alternating themes? Very nearly, but the conirasting
theme is reaffirmed rather than varied, which is significant in the light of its
key — C major. Maoreover, this theme, with its emphasis an the notes of the
rising major triad, anticipate the principal theme of the Finale. The first
theme is in A major and its variations are simple 'divisions’.

The scherro is the first that might be called 'diabolical’. If it hardly seams so
to us, this is because the music is organized with a Classical contral and
deliberation. Despite the difference in rhythm, we can hardly doubt that
Beethoven intended the scherzo as a further embodiment of 8 menacing
Fate. The iric — C major again —is a landmark in the treatment of douhle-
basses.

For the triumphant finale, a piccolo, & double-bassoon and three trombones
are added to the orchestra, The reference to the scherzo (pp) at the end of
the development may well be programmatic in intent; but it is also an effective
means of giving the recapitulation an impact co mparable with that of the
opening. Inthe massive coda, C major is driven home with an uproariousness
that seems to anlicipate the ending of the Ninth Symphony.

Hugh Ottaway ©

CBSO0 Information Desk

The following records and publications are available any night
during the Proms, in the interval or after the concert. in Box Office
Mo, 2

ASD 2989 — |bart ete/Frémaux

TWO 350 — Massenet/Frémaux

TWO 388 — Offenbach Overtures/Frémaux

TWO 404 — Saint-Saéns Organ Symphony/Frémaux
ASD 27532 — Carnival of Animals ete/Frémaux, Ogdon/Lucas
TWO 319 — David Hughes/Frémaux

ASD 2904 — MeCabe/Frémaux

ASD 2878 — Arnold Symphony 5 ete/Arnold

ASD 2612 — Concertos for Phyllis & Cyril/Arnold
CSD 3713 — Sullivan/Sir Vivian Dunn

TWO 381 — Eric Coates/Kilbey

SRCS 33 — Bliss/Rignold

alsa

Prom Prospectus (in May Music Stand, 15p) — Annual Prospectus
{(published mid-July 25p) — The First Fifty ¥Years (30p) — An Orchestra
Abroad (now reduced to 25p).

Full details may be obtained from the CESO Staff, who will be pleased
to accept CBSO Society and Junior CBSO subscriptions for 1974-6_

Tomorrow

City of Birmingham Symphony Orchestra

Forthcoming Proms

JOHN LILL
Piano Recital

Chaconne in O minar o 5 Bach [Busoni
Sonata in F minor (Appassionata) .. Beethoven
Etudes, opus 25: S i ‘i i Chopin
Mo. 1in Ab
Mo. 2 in F minor
No. Tin C§ minor
MNo. 10 in B minor
Carnaval 2 i o . .. Schumann

Friday
5 July

Family Prom |
LOUIS FREMAUX
MITSUKO UCHIDA
Frank Wibaut is indisposed

Variations

Enigma Variations .. o s o Elgar
Rhapsody on a theme of Paganini . . Rachmaninov
Young Person's Guide to the Orchestra .. Britten

This concert is desigred lo end sl approsimately 9 p.m.

Saturday
6 July

LONDON MOZART PLAYERS
HARRY BLECH
ANTHONY GOLDSTONE

Mozart

Overture, Don Giovanni
Symphony No. 35 in D (Haffner)
Piano Concerto in C, K467
Symphony MNo. 38 in Ep

Tuesday
9 July

LOUIS FREMAUX

IONA BROWN

Brahms

Symphony No. 3 in F

Vialin Concerta

Hungarian Dances Mos, 1, 6 and 5

Al concerts bagin 7.30 p.m., Birmingham Town Hall

Tickets available from Box Office Mo.1 during the
interval of all CBS0 concerts
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