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Incidental music to “A Midsummer Night's Dream”
[1] Intermezzo 21 Nocturne

Mendelssohn wrote a concert overture to “A Midsummer
17 - when most of us ordinary mortals are just contemplating A levels.
international fame but it was not until twenty years later that he tus his m SO
music for a production of the play itself which was staged in Berlin. His style, of course,

the meantime (not always for the better) but here he seems to have had no difficulty in throwing his mind
back to his youth and recapturing the atmosphere of his first success. The play was not received with much
enthusiasm - Shakespeare’s comedy did not seem to find sympathy with German humour - but the music
was acclaimed by all. Tonight we will perform three from this incidental music. The first paints
a picture of the anguish of Hermia and Helena as they are lost in the forest, which leads into a comically
rustic snapshot of Bottom and his friends. This is followed by a Nocturne in which various characters are
lulled into sleep, and we finish with a Scherzo in which we are transported into fairyland with wonderful
lightness and delicacy.

Concerto in A minor for Violin and Cello [Op 103] Johannes Brahms [1833 - 1897]
[1] Allegro [2] Andante [3] Vivace non troppo

In 1887 Brahms embarked on what would be his last major orchestral work, a concerto for the unusual
combination of violin and cello. Inspired in large by the ples of Beeth ’s Triple Concerto
and Mozart's Sinfonia C the poser’s thoughts also may have been influenced by his love of
the old Baroque concerto grosso. There was another reason for his particular choice of instruments. He
wanted to write something for his old friend Joseph Joachim. Their relationship had had been somewhat
turbulent over the years but a welcome reconciliation had once more fired Brahms’ enthusiasm for the
playing of this brilliant violinist and had given him the opportunity to admire the talents of the cellist in
Joachim’s string quartet, Robert Hausmann. The idea of combining these two very different sonorities is
first mentioned in a letter to Clara Schumann almost as a joke. “I can tell you something funny, for I have
had the amusing idea of writing a concerto for violin and cello. .. you can well imagine the sort of pranks
one can play in such a case.” But as so often with Brahms, once he had immersed himself in the project, the
music became much more serious and the work which emerged after much technical consultation with
Joachim and H was one of iderable stature and i

In it Brahms abandons the symphonic four nent format he had used for the second piano concerto and
returned to the more conventional three movement structure of his violin concerto, But this does not prevent
a weighty symphonic feel emerging particularly in the first movement in which the two soloists weave 2
complex texture around forceful A minor harmonies within a strictly disciplined framework. After this
somewhat aggressive opening the D major glow which greets the central Andante acts a gentle balm and 'M
soft horn and woodwind calls which are built in to the musical fabric perhaps grew in Brahms' mind
through the beautiful Alpine scenery with which he was surrounded as he conceived the work. For the
finale, as with the violin concerto, the composer tumns to his love of folk music and treats us to a rondo
which contains more than a hint of a Magyar-style dance. The mood here lightens considerably and we are
at last able to catch a glimpse of the humorous ideas he had originally suggested to Clara Schumann.

INTERVAL



Symph"“y No 7in A major [Op 92]
Ludwig Van
[2] Allegretto [3] Presto
No regular listener can doubt the individualj
! e ty of each of i }
No 1 with the ‘Eroica’ or the ‘Pastoral® with No 5. o(:' al:e E: :l'xhoven’:hyn!rh?me" Y'W
composer 1o turn what was basically an e i g . e

] Poco sostenuto - Vivace

how :ns amasz c?mposgr achieves this often by using devices which, far from being confined to
symp ony, can be .ound in many olh.er works without in any way spoiling their distinctive qu
ufsu.mce. the A major sound into which Beethoven throws us at the beginning of No 7 is
distinguishable from any other A major sound we may know and as the wonderfully impres
progresses we are led through all sorts of other keys and then find ourselves back where we s
looking back on this longest of all Beethoven slow introductions it is not difficult to see th
extension of what he had done at the beginning of No 4 but using very different material. What is more
No 4, he gradually prepares you for what is to come next. When this initial paragraph has run its cou
are left with a conversation between strings and wind on one note in which the rhythm becomes the m
important entity. This rhythm is taken down to its bare bones and, almost before we realise it, has been
transformed into a jaunty dance-like measure which builds up through the orchestra and, after holding us
suspense for a moment, hurls us pell-mell into the main part of the movement. Once launched the energy of -
the music is virtually unstoppable and we are hurtled along as though on the crest of a giant wave. At the
end, when we are dep d hat t hless on the beach we suddenly realise that the whole of the fast
section was built out of that little thythm in much the same way as the famous “fate” motif dominates the
first movement of No 5.

The Allegro which follows was the most popular part of lhe_ symphqny in ils carly days and was encored in
many performances. Like the first movement its most essential constituent is the rhyl'hm - h.ere a march - 9ut
of which the various themes are allowed to grow- Again this central pulse keeps an iron grip on the music -
even the sunny middle section with its lovely clarinet tune cannot escape its beat in the bx‘nsscs. - a‘nd the dark
bine with it to prod! distant echoes of the funeral march from the ‘Eroica’.

'y tones

T e ek el mean ks ad e was o f e oot LS
face value. Because of over familiarity much of the humour i sl AR
instance, although modelled on the format he had already used in a number 0 s¥mp omes,nd think fori
playing pranks on our ears. The sheer exuberance of the music drives us along but i n{ou |swp :o s,
minute you realise how the composer cunningly varies phrase lengths lhall over ehs ac:e et otk
surprises hidden in the texture. At this point you vould DT explecl m:( mu:l:e(ﬂoliscv\:e are captured in
of maximum vivacity but you would be wror:lgn.dze\; ::.Zﬂ :: ;::( ﬁ:a eLs s‘ ;Nindividual gy
. nd we can g oy ise
:;:’l:;:)nr;ag:s(:ﬁz yoorurs?nui:g :ack {0 the little gigue-like figure near the b‘fglﬂ"“;s \‘,’f ‘h;a‘;""::dy‘:: ::l;“
: i which has made rhythm the centre-piece of every 3
that we have been taken on a joumey ¢ b the final pages we understand why, many years after his
propelled with ever increasing exhilaration throug!

b u i of the dance™.
inception, Richard Wagner called this symphony e R
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Over the last twenty years, Julian Williamson has been associated with a large number of orchestras and
choirs. He has performed regularly at the South Bank, at St. John’s Smith Square and the Barbican Hall
where, apart from his many concerts with the Camden Choir, he has appeared with the London Bach
Orchestra and the English Festival Choir. His work has taken him not only to many parts of Great Britain
but also to Germany, Holland, Zimbabwe and the USA.

Frances Mason was a scholar at the Royal College of Music where she won all the top prizes including the

Tagore Gold Medal. She was a prizewinner in the Carl Flesch I ional Viclin Competition, the BBC
Violin Competition and the Budapest Sonata Competition. She has broad regularly for the BBC, played
concertos in the Proms and with many well-known orch Her distinguished ch: music career

started in the Julian Bream Consort, the Zorian String Quartet and then the Music Group of London. She
now leads the Rasumovsky String Quartet and the Dartington Piano Trio, and formed the Tagore String Trio
in 1996. Frances has made dings and is a prof at the Royal College of Music.

James Halsey studied at the Royal College of Music where he won many solo and chamber music prizes.
He was the cellist in the Auriol String Quartet for ten years and now plays with the Bingham String Quartet.
He has toured throughout Europe, the Middle East and Australia, and has recently performed Bach Solo
Suites and Beethoven sonatas in Japan. James has broadcast regularly, has made numerous CDs and gives
many solo concerto performances ranging from Haydn to Shostakovich. He has recently completed a cycle
of the six Bach solo suites in London. He teaches at the Royal College of Music Junior Department and
once a month he is flown up to teach at the North East Scotland School of Music in Aberdeen.

Paula Tysall studied the violin at the Royal College of Music and the National Centre for Orchestral
Studies. She won the Associated Board Silver Medal for Grade 7. As a member of the New London
Orchestra she has taken part in many acclaimed dings for Hyperion R ds, Radio 3 and Classic FM
Quartet.

The Dulwich Symphony Orchestra gratefully acknowledges sponsorship from First Property Sales Ltd.
PATRONS: Roger Best, Mayling Chen, Charlotte & Zara Ezaz, Alex Facey, Martha Hinnigan, Hilary
Jacobs, Shelagh MclInnes, Brian & Diana Toyn.
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