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TONIGHT’S PROGRAMME MIN

1 WEBER 1786–1826

Overture to Oberon, J. 306
9′

2 BRUCH 1838–1920

Violin Concerto No. 1 in G minor, Op. 26
25′

3 BEETHOVEN 1770–1827

Symphony No. 7 in A major, Op. 92
37′

TOTAL MUSIC 71′

Carl Maria von Weber
1786–1826

Overture to Oberon, J. 306
WHAT TO LISTEN FOR

The seed of the whole work is sown in the very first bar: a soft,
unaccompanied  horn-call,  Oberon’s  magic  horn,  three  rising
notes that conjure the fairy realm out of silence. Listen to how
quietly  the  piece  begins,  the  hushed  strings  and  answering
woodwinds (a little march for muted brass, a stirring in the viol‐
ins) painting an enchanted twilight before the music has prop‐
erly started. This slow introduction is all  atmosphere and ex‐
pectancy.

Then the Allegro bursts in, and the overture becomes a swift,
brilliant sonata movement. Two ideas dominate: a darting, scur‐
rying string theme full of fairy quicksilver, and a broad, soaring
clarinet melody, followed by a theme from the heroine Reiza’s
great  aria  ‘Ocean!  thou mighty monster’,  that  swells  into the
overture’s emotional high point. Listen for the contrast between
the gossamer fairy  music  and this  full-throated Romantic  ar‐
dour. Weber’s orchestration is the real marvel: the writing for
horns and woodwinds, the way the orchestra glints and shim‐
mers,  points  directly  toward  Mendelssohn’s  fairy  music

9 minutes

1



(Mendelssohn even quoted Oberon in his Midsummer Night’s
Dream overture)  and Wagner’s  instrumental  colour.  The coda
gathers  everything  into  a  headlong,  glittering  rush  to  a  tri‐
umphant close: nine minutes that open the evening with pure
enchantment.

Max Bruch
1838–1920

Violin Concerto No. 1 in G minor, Op. 26
WHAT TO LISTEN FOR

The first movement opens not with a flourish but with a ques‐
tion: soft,  brooding timpani and woodwind phrases, answered
each time by the solo violin in free, almost improvisatory recit‐
ative: a true ‘prelude’ that feels like a singer warming up before
the aria. From these murmured exchanges the violin launches
the movement’s two great themes, passionate and full-throated,
before the music dies away and slides, without pause, straight
into the slow movement.

The Adagio is the heart of the concerto and the reason so many
violinists  love it:  an outpouring of  long-breathed,  deeply Ro‐
mantic melody, three song-like themes layered over one anoth‐
er, that lets the soloist simply sing. Listen for the warmth of the
violin’s middle and lower register here; Bruch keeps the orches‐
tra subdued so the line can soar. It is one of the most lyrical
slow movements in the literature.

The Finale wakes the music from that reverie. A quiet, expectant
build-up in the orchestra sets up the soloist’s entry with a bold,
gypsy-flavoured main theme in double-stops: fiery, dance-like
and brilliantly virtuosic. Listen for the broad second theme that
the orchestra takes up grandly, and for the steadily accelerating
drive to the close,  the solo line blazing ever higher until  the
whole  concerto  ends  in  a  jubilant  rush.  After  the  Vorspiel’s
questions and the Adagio’s song, the Finale is pure release.

25 minutes
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Ludwig van Beethoven
1770–1827

Symphony No. 7 in A major, Op. 92
WHAT TO LISTEN FOR

The symphony opens with a long slow introduction, grand, spa‐
cious  and full  of  rising  scales,  before  it  quietly  gathers  itself
onto a single repeated note that turns into a skipping dotted
rhythm.  That  dotted  figure  is  the  engine  of  the  whole  first
movement (Vivace): once it starts,  it  never stops, driving for‐
ward with an almost  obsessive  joy.  Listen for  how the entire
movement is generated from this one bounding rhythmic idea.

The second movement (Allegretto) is the symphony’s most fam‐
ous music, and it was the hit of the premiere. It is not a true
slow  movement  but  a  steady,  processional  tread:  a  solemn
theme built on a simple long-short-short rhythm that repeats
hypnotically,  growing from a  bare  whisper  in  the  low strings
into a great chorale and back again. Mournful yet strangely con‐
soling, it has been borrowed by countless films; listen for the
way the haunting melody is  passed up through the orchestra
and for the gentler major-key episode that offers a glimpse of
light.

The third movement is a lightning-fast scherzo, twice interrup‐
ted by a broad, hymn-like Trio said to derive from an Austrian
pilgrims’ hymn. Beethoven brings the Trio back an extra time,
then cuts it off with comic abruptness. The Finale (Allegro con
brio) is a whirlwind: a stamping, almost Bacchanalian dance of
unstoppable force, propelled by hammered accents and a churn‐
ing bass line that drives the symphony to one of the most exhil‐
arating conclusions Beethoven ever composed. By the end, Wag‐
ner’s ‘apotheosis of the dance’ feels exactly right.

37 minutes
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