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CD 2 Favourites from the Time of Beethoven and Mozart 
Born in Salzburg in 1756, the son of a leading musician in the employment of the 

ruling Archbishop, Wolfgang Arnadeus Mozartwon a reputation as a child prodigy. 
He and his older sister played the keyboard, and he himself, like his father, also 
played the violin and began at a very early age to compose. Adolescence was spent 
largely insahburg, where his full potentiality could not be realised by employment 
as concert-master of the court orchestra. Eventually, after unsuccessful attempts to 
find a place for himself in Munich, in Mannheirn and in Paris, he secured his 
dismissal from the Archbishop's senrice and settled in Vienna. Here he was not 
only deprived of the relative financial security of permanent employment, however 
irksome, but also of the very necessary advice of his father, whose family obligations 
compelled him to remain in Salzburg. Mozart's breach with the Archbishop took 
place during a visit to Vienna in 1781. Now independent, he won early success 
both as a performer and as a composer, not least in the opera house. By the end of 
the decade, however, life had become more difficult. An imprudent marriage had 
not helped, and now audiences in Vienna sought something new. By the time of 
his death in the winter of 1791 things had begun to change for the better. The 
German magic opera The Magic Flute was casting its spell over audiences, while 
there seemed hope of succession to the position of organist at St Stephen's Cathedral. 
The hope was not to be realised. 

In the present collection Mozart is represented fist by the Rondo alln turca (4) 
from a piano sonata probably written during his early years in Vienna. It was, in 
any case, published in 1784. The movement reproduces a kind of music that had 
become fashionable, bearing in mind the proximity of the Turkish armies that had 
in 1683 nearly captured Vienna, leaving coffee behind as they retreated, and now 
were intermittentlv en~arred in combat with the Austrian forces on the Balkan 
borders of the ~ m d r e .  'i%kish music, as perceived invienna, involved percussion, 
but was also characterized by a repeated harmony and melody that might suggest 
the Janissary band. 



The symphony had developed as an instrumental form during the second half 
of the eighteenth century. Mozart wrote his last three symphonies in the space of 
a few weeks in the summer of 1788, presumably hoping to use them in subscription 
concerts in the coming winter season. This never happened. The second of the 
three, Symphony No. 40 in G minor (6), has served, in its opening, to hook some 
listeners on classics. It deserves, of course, very much better and is, in itself, a noble 
and dramatic work, with that ever-present suggestion of the underlying sadness of 
the human predicament. 

In Salzburg Mozart followed the usual practice of composers by writing music 
to be performed by known players in the immediate circumstances of the day. In 
the pragmatic eighteenth century composers did not write music without such a 
definite intention of performance. In 1775 Mozart wrote five violin concertos, 
works that, as concert-master, he might play himself with the court orchestra, or 
might entrust to others in Salzburg. 

Of the five, the last three are the better known. The Violin Concerto No. 3 in G (7), 
completed on 12th September, has a fine-spun slow movement, an aria for the solo 
violin, over a delicate orchestral accompaniment. 

In 1791 Mozart received a commission for a setting of the Requiem Mass, 
through a sinister messenger, agent for a minor nobleman who had every intention 
of passing the work off as his own. To Mozart, in a weakened state of health, the 
commission seemed an ominous one and it was, in fact, never completed, although 
a substantial amount of the work was either finished or sketched before he died 
One of the most moving parts of the setting is the Lacrimosa (8), from the Dies irae, 
the hymn that lists the terrors of the Day of Judgement, turning here to the tears 
and lamenting that there will be. Parts of the Requiem were sung as Mozart lay 
dying, until he broke off, unable to continue. 

The last year of Mozart's life also brought important additions to the repertoire 
of a relatively new instrument, the clarinet, or, more accurately in this case, the 
basset-clarinet. This last had been invented by Anton Stadler, one of the clarinettist 
brothers employed since 1787 in the Vienna court orchestra, and it was for Stadler 
that Mozart wrote a clarinet quintet and the moving Clnrinet Concerto (10) from 
which the present slow movement is taken. 
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Ludwig van Beethoven, born in Bonn in 1770, son of a singer in the chapel of the 
Archbishop-Elector of Cologne and grandson of the old Director of Music, had 
hoped to study with Mozart, but his own mother's illness and death made this 
impossible. He moved from Bonn to Vienna in 1792 and took lessons that he 
claimed were useless from Haydn, with study of counterpoint from Albrechtsberger 
and of vocal setting from the court composer Antonio Salieri. He had come to 
Vienna with the encouragement of the Archbishop, a member of the imperial 
family, and introductions to leading members of the aristocracy brought hi 
immediate support that was later to be formalised. Success as a virtuoso pianist 
and as a composer of powerful imagination won him a position that seemed 
imperilled with the onset of deafness at the turn of the century. He was able, 
however, to surmount this impediment, creating music that won inevitable respect 
and did much to pave the way for the later developments of the century. 

Beethoven's Fifh Symphony (I), even if he never said "Thus Fate knocks at the 
door" of the opening figure, is a remarkable enough work, novel in its scoring and 
immensely powerful. Completed in 1808, it was written at a partimarly turbulent 
time in history, as the war with Napoleon brought imminent danger again to 
Vienna. 

There is only one completed violin concerto by Beethoven, although he attempted 
to compose such a work while he was still in Bonn. It has seemed possible that the 
two Romances for violin and orchestra were actually intended as slow movements 
for this early C major concerto. The first of them in F major, was written in 1798 
and the second, in G major, probably in 1801 and 1802. The earlier work, confusingly 
numbered second, the Romance in F major (Z), allows the elaborate violm aria to 
soar above the orchestral accompaniment, in figuration that suggests Beethoven's 
own command of sustained melody. 

The 32 numbered piano sonatas published in Beethoven's life-time reflect in a 
remarkable way his development from a pupil of Haydn to a genius of startling 
originality. Many of the sonatas have nick-names and the best known of all is 
probably the Sonata quasi una fantasia known as The Moonlight Somata (3). The 
moonshine is not Beethoven's, but the invention of the writer Rellstab, who 



imagined the moon shining over a Swiss lake. The name has stuck, although other 
writers in Beethoven's time were happy to imagine an equally arbitrary sunlight in 
describing an opening movement of great originality. 

Beethoven's little piano pieceFur Elise (5) (For Elise) has suffered at the hands of 
beginners, happy to hammer out the first notes. As it goes on, it is a very much 
more substantial work than the opening might suggest. It was not published until 
forty years after Beethoven's death and may, in any case, have been dedicated to 
Therese Malfatti, a pupil, rather than some mysterious Elise. The title of the work 
describes it as a Bagatelle. It is in fact rather more than this. 

The present collection ends with the monumental last movement of Beethoven's 
ninth and last symphony, the Choral Symphony (ll), a setting of that celebrated ode 
to freedom and the brotherhood of man. Schiller's Ode to low. The music has 
continued to represent a fundamental element in ~ u r o ~ e & t ~ ~ o l i t i c a l  thought, 
whether as the Berlin Wall was demolished or as a suggestion of the essential unity 
of the continent. 

Franz Schubert, born in 1797, the son of a schoolmaster who had settled in 
Vienna, is typical in many ways of the new middle class that was now coming to 
prominence. He never enjoyed the aristocratic patronage that Beethoven had 
found, nor did he ever have official employment in the musical establishment of 
the Empire. Instead much of his short life was spent in the company of like- 
minded friends. Schubert's music, above all his songs, provided entertainment, as 
did his piano pieces. Among these were two sets of Impromptus, the title chosen by 
his publisher. Schubert's Impromptu in Aflat major (9), with its three companion 
pieces, was written in December 1827, but not published until twelve years later. It 
opens simply, with the inevitable suggestion of a song, growing sterner as it 
progresses, and at its heart makes greater demands on the performer, before 
serenity is restored. 
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CD 3 Romantic and Twentieth Century Music 

Romanticism, a word that defies exact definition, encompassed many 
things, among them an interest in nationalism. In Russia this was reflected 
in the activities of the group the librarian and polymath Stasov called The 
Mighty Handful, five composers under the dominant influence, at first, of 
Balakirev. More successful internationally than any of these was Pyotr 
Tchaikovsky, no amateur but the product of the St Petersburg Conservatory 
set up by the pianist and composer Anton Rubinstein, much to the disgust 
of Balakirev, who regarded the enterprise as German and foreign. 
Tchaikovsky, however, combined Russian inspiration with sound 
technique, exhibited not least in his three colourful ballet scores. Here he 
was able to use two great gifts, the gift for melody and a talent in 
orchestration, combined in the short forms that ballet demands. This is 
evident in his Sleeping Beauty Waltz (7), part of the ballet on the well 
known fairy-story. 

Later generations in Russia also benefited from rigorous Conservatory 
training, coupled with purely Russian sources of national inspiration. 
Sergey Prokofiev, an enfant terrible who set out to shock his elders at the 
St Petersburg Conservatory, was undoubtedly one of the leading Russian 
composers of his generation. Leaving Russia with official permission 
from the new government in 1917, he settled briefly in America and then 
more congenially in Paris. His return to Russia in 1936 was ill-timed, 
since it was in that year that Stalin condemned the previously successful 
Shostakovich opera, A Lady Macbeth of the Mtsensk District, an edict that 
implied danger for any other composer writing music in a style acceptable 
in the capitalist West. Overt condemnation of Prokofiev by name came in 
1948. He died in 1953 on the same day as Stalin, the announcement of his 



death delayed to allow Stalin to go first. His ballet Romeo andJuliet had at 
first met with resistance from dancers, but is now a popular part of 
Russian ballet repertoire. In Montagues and Capulets (8) the two rival 
families are depicted, with all their long-standing quarrels and enmities. 

Nationalism in Norway found a potent voice in Edvard Grieg, a 
composer of remoter Scottish descent. Grieg was trained in Germany, 
although he later, perhaps unfairly, criticized the bias of his teachers 
there. He established himself in his own country and internationally, 
seeking inspiration in the folk-music and folk-dance of Norway and in 
collaboration with leading dramatists, inevitably including Ibsen. Grieg's 
music for Ibsen's Peer Gynt is more often heard than the play is seen. In 
the Hall of the Mountain King (2) depicts a sinister episode in the picaresque 
adventures of Peer. The moving elegaic Last Spring (9) still remains 
firmly Norwegian in its melodic implications. 

In another part of Scandinavia, Finland, Jean Sibelius triumphed in 
another direction. While much of Grieg's music is in shorter pieces, 
Sibelius was one of the major symphonic composers of the late nineteenth 
and earlier twentieth centuries, with seven symphonies and a series of 
symphonic poems, the latter often based on early Scandinavian sagas and 
legends. His popular Finlandia (4) is a tribute to his own country, derived 
from celebratory music written in 1899 for the Press Pension Fund. 

In Spain nationalism found a significant champion in Manuel de Falla, 
and, in our own time, in the blind composer Joaquin Rodrigo, whose 
splendidly evocative guitar concerto, the Concierto de Aranjuez, has at its 
heart a fine Adagio (5), one aspect of the spirit of Spain, enshrining the 
instrument with which the country is most closely connected. 



France showed a frequent fascination with its Western neighbour, 
whether in Bizet's operacarmen or in Lalo's Symphonic espagnole. Maurice 
Ravel was the son of a Swiss father and a mother from the Basque 
country. From the first he inherited a certain g f t  of precision and from 
the second a close association with the Spanish language and the culture 
of the country. Something of this is heard in the ballet he wrote for Ida 
Rubinstein, Boliro ( l l ) ,  an orchestral tour de force that the composer 
himself described as simply an orchestrated crescendo. 

Ravel, like his older contemporary Debussy, was influenced by the 
curiously eccentric Erik Satie, a composer who invented his own mock 
religion, the Church of Jesus Christ the Conductor, issuing formal edicts 
and condemnations, as the mood took him. His music, however, had at 
heart a more serious purpose, a reaction against the complex and 
pretentious, in favour of absolute simplicity, in this respect sometimes 
antiapating late twentieth century minimalists. His Gymnopidie No.1 (6) 
is a haunting piece, showing little evident connection with a title that 
suggests the more vigorous pursuits of Spartan boys at naked exercise. 

Music that, rightly or wrongly, has haunted many, with its cinematic 
associations of devilry, is heard in the Bavarian Carl Orff's insistent and 
obsessive 0 Fortuna (1) from the choral setting of verses from the medieval 
Carmina Burana, poems often secular in nature preserved at the Benedictine 
monastery of Beuron. The opening sings of the variability of Fortune, as 
the wheel turns and kings become beggars, beggars kings. 



The United States of America took an unconscionably long time to 
develop a recognisable national style in music. Formative in this was 
George Gershwin, son of immigrant parents, who won a name for himself 
in Tin Pan Alley, but at the same time was able to turn his attention to a 
blend of lighter music with a derivative of classical musical forms. His 
piano concerto Rhapsody in Blue (3), written for the Paul Whiteman band, 
but an acceptable part of general orchestral repertoire, is a remarkable 
synthesis of the two styles. 

Britain has all too often seemed a right little, tight little island, isolated 
by a stretch of water from the mainland of Europe. Edward Elgar, bomin 
the West Country of England, where he was always most at home, was 
nevertheless very much in the German tradition of composition, particular 
in his two symphonies. A man of great sensitivity and in many ways an 
outsider in English society, both by birth and by religion, he is often 
popularly associated with the height of British imperialism, in particular 
in his Pomp and CircumstanceMarch No. 1 (lo), to which words of patriotic 
and imperial triumph were added. 
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