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Tonight’s concert is dedicated to Dr John Capey OBE who died last year 
during lockdown. John played first violin with us for many years and kindly 
donated some music to the orchestra. We remember his proudest moment 
came when his son, Jeremy, was our soloist for Elgar’s cello concerto in   
March 2008. John will be sadly missed. 
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Programme 
 

Polonaise & Waltz from ’Eugene Onegin’ 
Pyotr Ilyich Tchaikovsky (7 May 1840 – 6 November 1893) 

 

Tchaikovsky started work on an operatic treatment of Eugene Onegin, 
Pushkin’s great verse novel, in the spring of 1877, at the same time his 
extraordinary epistolary affair with Antonina Milyukova began. He was deeply 
struck by the parallels between Tatiana’s love and Onegin’s treatment of her 
and the similar letters from Antonina and his own response. Tchaikovsky’s 
emendations of Pushkin reinforce the biographical connections, as life became 
an odd counterpoint to art in the creation of his new opera, or, as he preferred, 
“lyric scenes.” 
 
The inevitably disastrous marriage of Tchaikovsky and Milyukova took place in 
July 1877. The composer almost immediately fled the relationship. He had 
completed the sketches for Onegin during his correspondence with Antonina, 
and finished orchestrating the opera in the early months of 1878, while travelling 
in Italy in the highly charged emotional aftermath of the marriage. 
 
Onegin is a group of telling, deeply felt character portraits in the context of a 
sharp social critique. The scenes that open Acts II and III of the opera are vivid 
social vignettes, parties complete with vivacious dance music. The centerpiece 
of the Moscow ball in Act III is a polonaise, a robust dance of Polish origin, done 
in Tchaikovsky’s grand manner. The party for Tatiana’s name day that begins 
Act II is a provincial version of the scene, with a surprise appearance by a 
regimental band that provides a plump waltz in which Onegin flirts with both 
Tatiana and her sister Olga.  

 
L‘Arlesienne Suite No.1 
Georges Bizet (25 October 1838 – 3 June 1875) 

 
Prélude – Minuet – Adagietto – Carillon 

 
Bizet composed L'Arlésienne as incidental music to Alphonse Daudet's play of 
the same name, usually translated as The Girl from Arles. It was first performed 
on 1 October 1872 at the Théâtre du Vaudeville in Paris. Bizet's music consists 
of 27 numbers (some only a few bars) for voice, chorus, and small orchestra, 

ranging from short solos to longer entr'actes. Bizet himself played the 
harmonium backstage at the premiere performance. 
 
The suite opens with a strong, energetic theme, which is based on the Epiphany 
carol "March of the Kings", played by the violins and horns. (This tune had also 
been used two centuries earlier in Jean-Baptiste Lully's Marche de Turenne.) 
Afterwards, the theme is repeated by various sections. After reaching a climax, 
the theme fades away. It is followed by the theme associated with L'Innocent 
(the brother of Frédéri, the hero). The Prélude concludes with the theme 
associated with Frédéri himself. The second movement resembles a minuet, 
while the third is more emotional and muted. The last movement, Carillon, 
features a repeating bell-tone pattern on the horns, mimicking church bells. 

 
Wiener Blut Waltz 
Johann Strauss II (25 October 1825 – 3 June 1899) 

 

Wiener Blut ('Viennese Blood', 'Vienna Blood' or 'Viennese Spirit') Op. 354 is a 
waltz by Johann Strauss II first performed by the composer on 22 April 1873. 
The new dedication waltz was to celebrate the wedding of the Emperor Franz 
Joseph I's daughter Archduchess Gisela Louise Maria and Prince Leopold of 
Bavaria. However, the waltz was also chiefly noted by Strauss' biographers as 
the début of Strauss with the Vienna Philharmonic Orchestra where for many 
years, the Philharmonic had dismissed any association with the 'Waltz King' as 
it had not wished to be associated with mere 'light' or 'pops' music. The festival 
ball celebrating the event was held at the Musikverein Hall which is the venue 
for the present day Neujahrskonzert. 
 
'Wiener Blut' is one of a handful of late works by Strauss that were not 
composed for the stage; at this point in his career, he was concentrating on 
writing for the performing stage, and not for the ballroom, and had written at 
least two operettas before penning this waltz, with Die Fledermaus still to come. 
 

Jubel Ouverture  

Carl Maria von Weber (18 November 1786 – 5 June 1826) 

 

It was during his directorship of the opera at Dresden in 1818 that Weber was 
commissioned to compose a cantata in honor of the fiftieth anniversary of the 
accession to the throne of the King of Saxony. He wrote the cantata called   



"The Jubilee" in eleven days but owing to Italian cabals against him it was not 
performed on that occasion. When Weber found it was not be given, he wrote 
the overture known as "The Jubilee," which is entirely distinct from the cantata. 
It opens with a bold and striking Adagio, in which a passage for the basses 
leads to the principal movement. After the development of the first theme, which 
is taken fortissimo in full orchestra, an episode leads to the second theme, a 
light dance rhythm. This theme is developed at considerable length and leads to 
the free fantasia. In the concluding section the opening themes are repeated. 
After further development the first subject repeats, and the violins finally lead to 
a vigorous intonation of the anthem, "Heil dir im Siegerkranz" (God Save the 
King) which is played fortissimo by the wind instruments with string 
accompaniment. 
 
The British National Anthem in its present form dates back to early eighteenth 
century. The author of the tune is unknown, and it may originate in plainchant; 
but an attribution to the composer John Bull is sometimes made.  In September 
1745 the 'Young Pretender' to the British Throne, Prince Charles Edward Stuart, 
defeated the army of King George II at Prestonpans, near Edinburgh. In a fit of 
patriotic fervour after news of Prestonpans had reached London, Thomas Arne 
the leader of the band at the Theatre Royal Drury Lane (and composer of ‘Rule 
Britannia’), arranged 'God Save The King' for performance after a play. It was a 
tremendous success and was repeated nightly.  This practice soon spread to 
other theatres, and the custom of greeting monarchs with the song as he or she 
entered a place of public entertainment was thus established. 
 
 

INTERVAL 
(refreshments available in the hall) 

 

 
Symphony No.6 in F major ‘Pastoral’ 
Ludwig van Beethoven (17 December 1770 – 26 March 1827) 

 

1. Awakening of cheerful feelings on arrival in the countryside 
2. Scene by the brook 
3. Merry gathering of country folk 
4. Thunder and Storm 
5. Shepherd's song. Cheerful and thankful feelings after the storm 

 

The first sketches of the Pastoral Symphony appeared in 1802, but Beethoven 
was not ready to complete it for a further six years. He titled only two of his 
symphonies, and the only time in Beethoven’s symphonic career that he wrote 
any “program notes” occurred at the premiere of his Sixth Symphony on 
December 22, 1808, at the Theater an der Wein.  In the printed program that 
evening, this guide appeared: 
 
“Pastoral Symphony, more an expression of feeling than painting. First piece: 
pleasant feelings, which awaken in men on arriving in the countryside. Second 
piece: scene by the brook. Third piece: merry gathering of country people, 
interrupted by the fourth piece: thunder and storm, which breaks into the fifth 
piece: salutary feelings combined with thanks to the Deity.”  The choice of the 
countryside would have been natural for the composer.  He loved his daily 
walks “where nature is so beautifully silent. How happy I am to be able to 
wander among the bushes and grass, under trees and over rocks, no man can 
love the country as I love it.” (Beethoven’s Letters to Therese Malfatti, 1808.) 
 
Opus 68 debuted on a gigantic, benefit program, conducted by Beethoven, 
which also included the premiere of the Fifth Symphony, his Fourth Piano 
Concerto, three excerpts from his Mass in C major, the aria Ah, Perfido and 
concluded with the Fantasy in C minor for Piano, Chorus and Orchestra.  The 
extended event was further complicated by the fact that all the heating went out 
in the concert hall, but the audience loyally remained seated, for four hours, 
undoubtedly shivering, until the end.  Beethoven wrote to his publisher, “In spite 
of the fact that various mistakes were made, which I could not prevent, the 
public nevertheless applauded the whole performance with enthusiasm.” 
 
The first movement opens with a direction that it should be played “cheerfully, 
but not too fast.“ First and second violins proclaim a simple theme, which 
provides the basis of the movement.  

 
Contrary to intense thematic development in his previous symphonies, 
Beethoven chooses a far less complicated path for this melody. Simple 
repetitions of the theme, and repetitions of thematic segments served the 
composer’s wishes.  Owen Downes observed, “At one point a tiny five-note 



figure derived from the second measure is repeated some eighty times without 
interruption, and yet the whole movement makes an impression of inexhaustibly 
fertile imagination.”  Secondary themes emerge, but never displace the 
importance of the initial theme. 
 
‘Scene by the brook’ continues the gentle mood of the first movement and is 
written in sonata-allegro format. Second violins set up the watery vision with 
murmuring triplet figures, while violins produce two main themes. A 
development follows, and a recapitulation recalls the opening themes (now with 
heavier orchestration.) An area including the chirping of a nightingale (flute), 
quail (oboe), and cuckoo (clarinet) prefaces the small coda, which closes the 
movement.  Beethoven once commented that these avian appearances were 
“nothing but a joke.”  
 
The third movement ‘Merry gathering of country folk’ provides a boisterous 
scherzo, probably a parody of rustic bands the composer had heard in Viennese 
taverns.   
 

 
 
Anton Schindler commented, “Beethoven asked me if I had noticed how village 
musicians often played in their sleep, occasionally letting their instruments fall 
and keeping quite still, and then waking up with a start, getting in a few vigorous 
blows or strokes at a venture, although usually in the right key before dropping 
to sleep again.” Apparently he had tried to portray these people in the “Pastoral 
Symphony.”  The most famous is a caricature of an inept bassoon player 
occurring in the middle of the first section.  Herein, the bassoon player seems 
capable of only a few notes. Cello and violas later mock the bassoonist with 
descending pitches as the bassoon drops. 
 

In the fourth movement, the fun at the merry gathering is interrupted by a 
fearsome thunderstorm, possibly representing a tumult both in nature and in 
Beethoven’s psyche. At this time his deafness had progressed at an alarming 
speed over the past seven years. By 1805 he had acknowledged, “winds for me 
are lost in any orchestral tutti.”  Thus, we arrive at a terrifying, stressful 
experience. What could be worse for a composer than losing hearing?  “It is no 
longer just a wind and rain storm; it is a frightful cataclysm, a universal deluge, 
the end of the world,” Hector Berlioz commented. 
 
Softly, the movement tiptoes in, with violin “raindrops.”  This imagery will appear 
several times in the movement. The intrusion of a ramming F minor triad 
signifies that all the merry-making is at risk.  Nature takes over with violence 
and the music is filled with dissonant passages.  Piccolos scream and shoot 
lightning bolts; timpani hammer thunderclaps; volcanic rhythmic patterns shift 
the winds.  In a remarkable climax Beethoven summons a huge chord (including 
trombones) over the long span of six measures. Gradually, the storm subsides 
and Beethoven provides an exquisite rainbow in a long melodic line. 
 
The fifth movement, ‘Cheerful and thankful feelings after the storm’ begins with 
simple songs spun from the clarinet, followed by solo horn.  It is likely that the 
composer was recalling little melodies he had heard on the outskirts of Vienna. 
The orchestra seizes the modest ideas and provides extensive development 
and ornamentation for the duration of the movement.  
 

 
 
 
In the manuscript of the symphony Beethoven wrote, “We give thee thanks for 
thy great glory.” His pantheistic philosophy consistently found proximity to God 
in nature.  Five years would pass before another symphony would be 
forthcoming. 
 


