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SYMPHONY NO. 3 IN E FLAT MAJOR OP. 55 THE EROICA

1 Allegro con brio 15:49

2 Marcia funebre: Adagio assai 16:12

3 Scherzo: Allegro vivace 5:47

4 Finale: Allegro molto 12:13

5 THE CREATURES OF PROMETHEUS OVERTURE OP.43 5:24

6 FIDELIO OVERTURE OP.72 6:41

7 KING STEPHEN OVERTURE OP.117 7:14

8 CONSECRATION OF THE HOUSE OP.124 10:29

79:50



the same Award in 1986 for Rimsky-Korsakov’s Third Symphony. His recording of
Glazunov’s Third Symphony is recognised by the Glazunov Society as definitive and
earned him the title of Honorary Patron of the Society. His extensive discography features
the more exotic pages of the orchestral catalogue with works by Saint-Saëns, Elgar,
Sibelius, Lalo, Grieg, Barber, Kodaly, Mahler, Strauss, Raff and Liszt. His recording of
Goldmark’s Rustic Wedding Symphony featured in the Classical Charts and was
Gramophone Magazine’s Critics Choice for 1992. In 2009 Yondani Butt was selected to be
the first conductor for the Masterworks of Giants cycle of the Brahms Symphonies with
the London Symphony Orchestra, recorded in state of the art recordings at Abbey Road
Studios. The Beethoven Symphonies cycle follows. 

www.myspace.com/masterworksofgiants
www.masterworksofgiants.com

“These performances invite comparisions with entries by Furtwangler, Bohm, Szell,
Karajan rather than figures of lesser stature.” American Record Guide

“An outstanding talent. Butt is absoluely the master of Strauss’ dramatic style” Robert
Marsh, Chicago Sun-Times

“Butt performs with brilliant imagination and dramatic command.” Music and Musicians

“Yondani Butt conducts with much verve and accurate colour.” The Financial Times, UK

Beethoven had originally intended to dedicate his Symphony No.3 to Napoleon; but on
discovering that his hero had declared himself Emperor, Beethoven felt betrayed and
removed the dedication. Instead, the work became known as the ‘Eroica’ – meaning
‘heroic’; and no better title could be applied to such a powerful work.

In his first two symphonies, Beethoven had attacked the form with gusto, but with the
Symphony No.3, completed in 1804, he took the genre to a new level. The first two
movements alone are twice the length of their counterparts in Nos.1 and 2, provoking
accusations that the work was overlong. Indeed, when it was premiered, the ‘Eroica’ met
with confusion, one critic writing that the ‘music could soon reach the point where one
would derive no pleasure from it unless well trained in the rules and difficulties of the
art’, complaining that the work was full of ‘unconnected and overloaded ideas’. 

This supposed lack of coherence seems an extraordinary accusation given Beethoven’s
thorough unification of the work at all levels. The famous opening theme forms the basis
of much of the first movement’s material, Beethoven weaving it into the music’s fabric. A
duet for cello and oboe that begins the development gives the impression of being a new
theme, but in fact relates directly to that of the opening. During the recapitulation,
Beethoven treats the main theme to fresh instrumental combinations, and the hugely
extended coda, with its bold harmonic excursions, stretches the material almost to
breaking point. 

The slow movement, an expansive funeral march, features contrapuntal writing that fuses
the monumentality of the Baroque with the clarity of the Classical style. This is crucial to
our understanding of the Classical epoch: whereas composers such as J.C. Bach had
eschewed the Baroque style’s contrapuntal gravitas to write music of almost two-
dimensional transparency, Haydn, Mozart and Beethoven embraced counterpoint to
create a synthesis of elegance and textural depth. 



Yondani Butt was born in Macau. He studied music at Indiana University and the
University of Michigan. He also has a Ph.D. in Chemistry, on which subject he has
published numerous research papers. As founder of Symphonie Canadiana, he has led the
orchestra on major tours throughout North America. In addition, since 1983, he has held
the position of Resident Conductor of the Victoria International Festival, creating the
highly successful Concerti Extravaganza series. Frequently in demand as a guest

conductor, Yondani Butt has recorded
and performed in the US, Canada,
Latin America, Asia and Europe. He
has conducted the Philharmonia
Orchestra of London, London
Symphony, Royal Philharmonic,
American Symphony, Hamilton
Philharmonic of Canada, Orquesta
Sinfónica del Estado de Mexico,
Singapore Symphony, Seoul
Philharmonic, Japan Gunma
Symphony and Het Gelders Orkest,
amongst many others. Hailed by
Robert Marsh of the Chicago Sun-
Times as “an outstanding talent” and

acclaimed by critics and audience alike for his many CD recordings and concert
performances, Yondani Butt received an MRA Gramophone Award in the Symphony
Category 1995 for his recording of Glazunov’s Sixth Symphony. He had previously won

Yondani Butt ~ conductor
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Syncopation pervades the brilliant Scherzo and Trio, and the finale, for which Beethoven
adapted music from the last movement of his ballet, The Creatures of Prometheus,
integrates moments of Haydnesque wit into Beethoven’s own, more powerful, musical
language.

Yet despite Beethoven’s extraordinary achievements when writing for the orchestra, his
style was not naturally suited to producing stage works; as a consequence, these works
are rarely performed in full. Nevertheless, how much poorer would the concert repertoire
be without the overtures to these works, which have taken on a life of their own in the
concert hall. 

One example is the Overture to the work from which Beethoven borrowed when writing
the ‘Eroica’: Die Geschöpfe des Prometheus (The Creatures of Prometheus). Beethoven
wrote a complete score to this ballet in 1801, collaborating with Italian choreographer
Salvatore Viganò for performance in Vienna. The Overture begins with typically
arresting chords, before Beethoven unfolds a charming, pastoral melody. This lulls the
listener into a false sense of security, acting as a slow introduction to the more vigorous
and spirited music which follows, full of boisterous, youthful exuberance. 

As with almost all of Beethoven’s output, however, there is an underlying gravitas to the
Prometheus Overture which, though perfect for dramatic scene-setting, does raise the
question of Beethoven’s suitability as a composer of ballet: the robust weight of his
orchestral statements is, surely, not easily matched in the form of dance. This is perhaps
why the ballet is so rarely staged nowadays; yet the Overture merits its position in the
canon for its deft shifts in mood, dramatic gestures and exhilarating orchestral sonorities,
which are not, as one might expect, concluded with a bang, but instead are gently
extinguished, fading to an enigmatic close.



taken at face value these shifts might almost seem absurd. Yet it is also possible that
Beethoven intended to provoke a degree of unease or intrigue with these contrasts,
playing with our expectations in the way that Mahler would in years to come. 

Beethoven was commissioned to write The Consecration of the House in 1822 for the
opening of a new theatre in Vienna. As with Fidelio, the writing process for Beethoven’s
Ruins of Athens, Op.113, had not been straightforward, and resulted in more than one
overture, of which this is the second. Beethoven had recently been studying the music of
J.S. Bach and Handel, and this Overture bears their influence, with contrapuntal lines
threading their way through much of the work. Rather like the Overture to The
Creatures of Prometheus, this piece opens with bold chords preceding a slow
introduction. 

However, in the case of The Consecration of the House, this slow introduction has a
stately, marching quality like that of a procession, slowly building to create the
impression that persons of note are arriving in state. This gives way to a quicker section
in which heraldic brass writing is underpinned by the contrapuntal elements one would
expect from a composer so recently immersed in the intricacies of Baroque music. As
with the contrapuntal depth of the ‘Eroica’, Beethoven here succeeds in fusing Classical
and Baroque techniques. The main body of the Overture unfolds, and at its heart
Beethoven unleashes the full force of his mastery of counterpoint: a wonderful fugal
treatment of the theme. This builds in complexity and excitement, before Beethoven
successfully ties up the maelstrom of ideas woven into this texture, at once resolving the
demands of both Classical sonata form and Baroque fugue – a magnificent achievement.

© Joanna Wyld, 2011

Beethoven’s ‘Fidelio’ Overture (1814) is justly famous; perhaps not until Richard Strauss’
Don Juan would an orchestra be given such a thrilling work-out in so short a piece.
Fidelio is Beethoven’s only opera, yet its rather tortuous gestation from conception to
completion generated no fewer than four overtures. Three of these are now known as the
‘Leonore’ Overtures Nos.1-3, named after the opera’s principal female role. Beethoven
deemed these overtures too weighty; though musically mature, they would have set too
sombre a tone. Eventually, Beethoven came up with a solution that pleased him: the
lighter, virtuosic Fidelio Overture, which perfectly captures the adventurous spirit he
wished to convey.

Written in 1811, Beethoven’s King Stephen comprises an Overture and nine vocal pieces;
but, again, it is only the Overture which is performed with any regularity, and even this is
heard all too rarely. The work was commissioned by Emperor Francis I of Austria to
commemorate King Stephen I, who founded Hungary in c.1000 A.D. The Emperor’s
motivation was, as might be expected, political: he wished to placate Hungarian unrest
and to celebrate Hungary’s loyalty to Austria by opening a large theatre in Budapest, for
which occasion Beethoven’s music was intended. 

The Overture opens with an intriguing series of juxtapositions: proud, heraldic brass
fanfares are contrasted with woodwind solos supported by a light, carefree
accompaniment. The second time this lighter material appears, Beethoven allows slightly
unsettling material to creep in, before noble, rugged music sets off at a great pace,
conjuring up a sweeping landscape and the promise of adventure. This Overture is,
perhaps, rather underrated; possibly because it is unclear what effect Beethoven intended
to create with the slow introduction’s rather unnerving juxtapositions. Possibly he
misjudged the result of rather grave fanfares followed immediately by dancing levity: if
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