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The city of Vienna – surely the musical 
capital of Europe in the 18th and 19th 
centuries – unites the two very different 
composers in tonight’s concert. It was the 
birthplace of Anton von Webern in 1883, 
and the adopted home of this evening’s 
first composer. When Wolfgang Amadeus 
Mozart relocated there from his birthplace 
of Salzburg in 1781, Vienna was a thriving, 
cosmopolitan hothouse, the gleaming 
capital of the Habsburg Empire under the 
enlightened and culturally interested rule 
of Emperor Joseph II. It was the place to be 
for a young composer/teacher/pianist, and 
Mozart knew it.

By the time he completed tonight’s opening 
Piano Concerto – No.21 in C – on 9 March 
1785, he was at the height of his popularity, 
and exceptionally busy. He’d spend his 
days composing and teaching – his pupils 
were often the less than naturally talented 
offspring of Vienna’s wealthiest families, 
sometimes to Mozart’s frustration and 
consternation – and his evenings would be 
devoted to performing or hobnobbing at 
some of the city’s high-class social functions. 
The young musician was in his element, 
with a new-found creative freedom (he was 
effectively one of the world’s first freelance 
composers), acclaim and adoration from 
Viennese audiences, and a new wife, 
Constanze Weber, who he married in 1782 
in a union of genuine affection (despite the 
numerous personal and financial challenges 
that the couple would face).

The piano played a crucial role in Mozart’s 
success in Vienna. If he was going to 
establish himself his own terms through 
his own skills – rather than through 
the patronage of the court, church or 
aristocracy (and he’d had more than 
enough of that under the pernickety, 

MOZART (1756-1791)

Piano Concerto No.21 in C major, K467 
(1785)

Allegro maestoso 
Andante 
Allegro vivace assai 

WEBERN (1883-1945)

Symphony, Op.21 
(1927–1928) 

Ruhig schreitend 
Variationen

MOZART (1756-1791)

Piano Concerto No.24 in C minor, K491 
(1786)

Allegro 
Larghetto 
Allegretto



as a musical form, and he’d go on to 
influence Beethoven (especially through the 
second of tonight’s concertos, as we’ll see) 
and subsequent composers. But we should 
probably pause and consider terminology. 
It’s a moot point whether we can legitimately 
call these pieces ‘piano’ concertos, when 
the modern pianoforte – with its metal 
innards, its immense range and its huge, 
robust sonic power – wouldn’t be properly 
developed until the early 19th century. While 
Mozart was writing his concertos, the earlier 
harpsichord with its plucked strings was 
itself being superseded by the louder, more 
assertive fortepiano, which hit its strings with 
hammers – though its wooden frame and 
lighter action meant it had nowhere near 
the volume and power of the pianofortes 
that were to come. Why does all this matter? 
Well, without getting into the intricacies 
of arguments about historically informed 
performance, it at least means that a 

controlling Prince-Archbishop Hieronymus 
von Colloredo, ruler of Salzburg) – he’d 
need more than one string to his bow. 
Teaching would be one of them, but he 
could likewise show off both his keyboard 
and creative skills to a broad, wealthy and 
discerning public through the vehicle of 
piano concertos, composed for himself to 
perform. He wrote no fewer than six in 1784 
and another six in 1785. No.21 is the second 
from that later year, and Mozart premiered 
it himself at Vienna’s Burgtheater on 10 
March (just a day after he’d finished writing 
the piece – as if more proof were needed 
of his hectic lifestyle). Viennese audiences 
lapped it up, and one critic went as far as 
stating that the performance ‘captivated 
every listener and established Mozart as the 
greatest keyboard player of his day’.

In that sense, Mozart was a crucial figure in 
the early development of the piano concerto 

A chamber orchestra, rather 
than a bigger symphony 
orchestra, offers a balance 
with tonight’s soloist that’s 
probably closer to what Mozart 
himself had in mind when he 
wrote the piece.

Wolfgang Amadeus Mozart



chamber orchestra, rather than a bigger 
symphony orchestra, offers a balance with 
tonight’s soloist that’s probably closer to 
what Mozart himself had in mind when he 
wrote the piece.

There’s a sense of gleeful expectation to 
the strings’ quiet unisons that open the 
Concerto’s first movement, in a smiling, 
march-like theme that gradually grows 
in splendour and volume. A briefly stated 
second main theme trades questions and 
answers between the orchestra’s horns 
and higher woodwind, but the opening 
melody quickly returns. The music seems 
to slide towards slightly different emotional 
territory to make way for the keyboard 
soloist, and when they finally enter, it’s with 
new, quicker and more sparkling material. 
The central development section takes the 
music through some remote and colourful 
harmonic regions, as well as putting the 
soloist through their paces in some intricate 
keyboard writing, before the opening steals 
back in with very little fanfare.

The Concerto’s slow second movement is 
one of Mozart’s dreamiest, most enchanting 
creations, and was used prominently in the 
soundtrack to the 1967 Swedish film Elvira 
Madigan (the entire Concerto is occasionally 
referred to by that title). Details matter here 
in how the music conjures its distinctive 
mood, from the gently throbbing harmonies 
in the middle strings to the soft bursts of 
sound from the pizzicato bassline, from the 
piquant melody that soars high in the violins’ 
range to the piano’s bell-like interpretation 
of the same tune.

In stark contrast, Mozart’s finale is full of 
scampering, mischievous energy as the 
orchestra announces the movement’s perky 
main tune and the piano soloist quickly 

responds. After a couple of contrasting 
episodes and an appropriately showy solo 
cadenza, the pianist drives the movement to 
its dazzling conclusion.

Almost exactly a century after Mozart was 
writing his Piano Concerto No.21, it was 
quite a different Vienna into which Webern 
was born in 1883. There were growing 
tensions within the centuries-old Habsburg 
Empire, and competing ideas about 
politics, freedoms, traditions and cultures 
across its vast territories. Vienna-born poet 
Stefan Zweig would later call the time a 
‘golden twilight’, as the old order gave way 
to new and often radical ways of thinking 
across many public and private spheres. In 
visual art and architecture, the Secession 
movement rejected age-old tradition in 
favour of striking new images blending 
nature, eroticism and abstraction (just think 
of Gustav Klimt’s iconic painting The Kiss). 
In the still new field of psychology, Sigmund 
Freud was delving deep into his patients’ 
subconsciouses and childhood traumas to 
offer sometimes shocking insights into their 
urges, desires and neuroses. In music, too, 
figures such as Gustav Mahler – Director 
of the Vienna Court Opera from 1897 to 
1907 – were pushing musical conventions 
to their limits in a quest for new means of 
expression, expanding traditional key-
based tonality almost to breaking point in 
the process.

It was another Viennese composer – Arnold 
Schoenberg – who would dare to do the 
unthinkable and abandon traditional 
tonality completely, so that earlier ideas of 
a hierarchy of keys and tonal centres would 
be replaced by – well, total freedom, a sense 
that anything goes. And while pieces such 
as Pierrot lunaire and the Second String 
Quartet find enormous, vivid expressivity 
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in this new-found atonal freedom, in many 
ways, that very liberty was itself a problem. 
If anything goes, how does a composer 
impose control on their material, and 
thereby prevent it descending into chaos? 
Schoenberg’s answer was an elaborate, 
intricate system that he devised in the early 
1920s. According to its rules, a composer 
would begin with the 12 notes of the 
chromatic scale (in other words, all the white 
and black notes on a piano keyboard before 
they start to repeat), then shuffle them 
around into a particular order, from which 
new orderings might be derived by turning 
them backwards, upside down and putting 
them through many other permutations. 
What’s now known as serialism, or by 
Schoenberg as his ‘12-tone method’, was 
born.

Schoenberg’s most famous students – 
Alban Berg and Anton von Webern – took 

their teacher’s ideas in very much their own 
directions. For Berg, that meant a deeply 
expressive musical language that, while 
never abandoning serial rigour, looked 
back with deep affection to the expressivity 
of a composer like Mahler. For Webern, it 
was more of a case of looking deeply into 
the music itself, its forms and structures, 
its symmetries, in a collection of bracingly 
brief, crystal-like works that distil the 
expression that another composer might 
have spread over half an hour into just a 
few, short minutes. The Symphony that 
Webern completed in 1928 is a perfect 
example.

Think of a symphony, and you might 
imagine a piece lasting 30-40 minutes 
(or possibly an hour or more with certain 
composers), spread across four or more 
movements, and probably requiring quite 
a large band of musicians. Webern’s is 

Even almost a century after its 
premiere, Webern’s Symphony 
still has the power to shock and 
confound listeners – with its 
sparse textures, its gnomic 
utterances, its baffling brevity. 

Anton Webern
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about ten minutes long, in just two succinct 
movements, and uses an idiosyncratic 
ensemble of clarinet, bass clarinet, two 
horns, harp and strings (but no double 
basses). Even Schoenberg was astounded 
by the work’s concision and power. It 
received its premiere in New York’s Town 
Hall on 18 December 1929, from the 
Orchestra of the League of Composers 
conducted by Alexander Smallens, 
where it was met with a certain degree 
of bewilderment. The New York Times 
described it as ‘one of those whispering, 
clucking, picking little pieces that Webern 
composes, when he whittles away at small 
and futile ideas, until he has achieved the 
perfect fruition of futility’. Nonetheless, 
fellow musicians were fascinated, and 
Webern reportedly received inquiries from 
conductors including Otto Klemperer, 
Hermann Scherchen and Leopold 
Stokowski, who all later took the Symphony 
into their repertoires.

Even almost a century after its premiere, 
Webern’s Symphony still has the power 
to shock and confound listeners – with its 
sparse textures, its gnomic utterances, its 
baffling brevity. But don’t be put off. 

Before the interval, tonight’s conductor 
Andrew Manze provides an introduction to 
Webern’s Symphony, shedding light on its 
intricacies with the help of some Orchestra 
members.  They will then perform the work 
itself – a piece whose entirely expressive, 
musical intent surpasses any hint of it being 
a mathematical or intellectual exercise – to 
open the second half of the concert.

We return to 18th-century Vienna for 
tonight’s final piece, more specifically to 
the year after Mozart wrote the Concerto 
we heard earlier. He worked on his Piano 

Concerto No.24 during the winter of 
1785-86, and again premiered it himself 
in Vienna’s Burgtheater, in April 1786. It 
was at almost precisely the same time that 
Mozart was writing his opera The Marriage 
of Figaro, which charmed and entertained 
Viennese audiences with its joy and wit at 
its premiere on 1 May 1786 in the same 
venue. But if the opera is all sunny optimism 
and dashing, rapier humour, then the Piano 
Concerto No. 24 couldn’t be more different.

It's even been suggested that the two works 
are mismatched musical siblings – one 
bright, the other dark – that couldn’t exist 
without each other. Indeed, the Piano 
Concerto No.24 is one of the composer’s 
most daring pieces, set in a minor key 
from start to finish (bar its central slow 
movement) and seeming to delve into 
despair, even tragedy, despite its energy 
and elegance of form. It does so using 
the largest orchestra of any of Mozart’s 
keyboard concertos – bringing together 
strings, woodwind (including both oboes 
and clarinets, the only one of his piano 
concertos to do so), horns, trumpets and 
timpani – which is employed for both 
power and nuance throughout the piece. 
Beethoven was a huge fan: he famously 
muttered to a friend at a rehearsal of the 
Mozart Concerto, ‘ah, we shall never be 
able to do anything like that!’ It’s even been 
suggested that he may have modelled 
his own Piano Concerto No. 3, also in a 
tragic C minor, directly on Mozart’s earlier 
Concerto.

And in the light of Webern’s intricate pitch 
orderings, which we encountered earlier 
this evening, the opening theme of the 
Concerto’s first movement feels particularly 
appropriate. In it, Mozart works his way 
through all 12 notes of the chromatic 



theme (first introduced by the piano 
alone), traditionally the form employed 
for concerto finales. With a rondo finale 
therefore out of the question, in his final 
movement Mozart instead plumps for a 
set of variations on a somewhat brusque, 
minor-key opening theme. Again, the 
movement’s very form ensures we never 
escape from the theme’s seriousness 
and darkness, despite the creativity and 
inventiveness of the eight variations that 
Mozart spins from it. He shifts gear in the 
last of them into a far more lilting, dance-
like rhythm, but though it might seem to 
offer the opportunity for a brighter, major-
key happy ending – well, Mozart is having 
none of it. His rhythms might be sprightlier, 
but the mood remains sombre, and the 
Concerto dashes to a resolute if despairing 
close.

© David Kettle

scale in the space of 11 bars, in a jagged, 
angular melody whose uncertain direction 
and uneven phrasing seem intentionally 
designed to disconcert. It’s probably no 
coincidence that the orchestra’s initial 
statement of the theme simply dies away 
to nothing, as if exhausted, so that when 
the pianist makes their first entry, it seems 
as if it’s with entirely new material (in fact 
closely related to the opening). There’s no 
escaping that angular theme, which lies 
behind almost everything heard during 
the movement. Yes, there are moments of 
brightness, but they’re made all the more 
poignant by the inevitable return to the 
movement’s opening turmoil and darkness.

The slower second movement offers 
respite with its brighter, more positive 
major key, though again the composer 
perhaps upsets expectations by framing 
it as a slow-tempo rondo with a recurring 

The Burgtheater in Vienna, where both of tonight’s  
Mozart piano concertos were premiered.

(Painting by August Gerasch - Dorotheum)
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Conductor

Andrew Manze is widely celebrated as one of the most stimulating and inspirational conductors 
of his generation. His extensive and scholarly knowledge of the repertoire, together with his 
boundless energy and warmth, mark him out. He held the position of Chief Conductor of the NDR 
Radiophilharmonie in Hannover from 2014 until 2023. Since 2018, he has been Principal Guest 
Conductor of the Royal Liverpool Philharmonic Orchestra. Last September he was appointed 
Principal Guest Conductor of the Scottish Chamber Orchestra.

In great demand as a guest conductor across the globe, Manze has long-standing relationships 
with many leading orchestras, including the Royal Concertgebouworkest, the Munich Philharmonic, 
Rotterdam Philharmonic, Royal Stockholm Philharmonic, Bamberg Symphoniker, Oslo 
Philharmonic, Finnish Radio, Mozarteum Orchester Salzburg, Chamber Orchestra of Europe, RSB 
Berlin, and the Dresden Philharmonic among others. In the 24/25 season, Manze will also make 
debuts with the Toronto Symphony Orchestra and the Orchestre Symphonique de Montréal, and 
return to the Hallé Orchestra, the Atlanta Symphony Orchestra, and the Salzburg Festival.

From 2006 to 2014, Manze was Principal Conductor and Artistic Director of the Helsingborg 
Symphony Orchestra. He was also Principal Guest Conductor of the Norwegian Radio Symphony 
Orchestra from 2008 to 2011, and held the title of Associate Guest Conductor of the BBC Scottish 
Symphony Orchestra for four seasons.

After reading Classics at Cambridge University, Manze studied the violin and rapidly became a 
leading specialist in the world of historical performance practice. He became Associate Director of the 
Academy of Ancient Music in 1996, and then Artistic Director of the English Concert from 2003 to 2007. 
As a violinist, Manze released an astonishing variety of recordings, many of them award-winning.

Manze is a Fellow of the Royal Academy of Music, Visiting Professor at the Oslo Academy, and has 
contributed to new editions of sonatas and concerti by Bach and Mozart, published by Bärenreiter, 
Breitkopf and Härtel. He also teaches, writes about, and edits music, as well as broadcasting 
regularly on radio and television. In November 2011 Andrew Manze received the prestigious ‘Rolf 
Schock Prize’ in Stockholm.

For full biography please visit sco.org.uk
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Yeol Eum Son is known for poetic elegance, expressive nuance, and electrifying contrasts in 
performances that span repertoire from Bach and Mozart to Shchedrin and Kapustin. Praised for 
her refined artistry and flawless technical control, she is in high demand worldwide as a recitalist, 
concerto soloist, and chamber musician, collaborating with conductors including Antonio Pappano, 
Roberto González-Monjas, Jonathon Heyward, Ryan Bancroft, Maxim Emelyanychev, Jaime 
Martín, Andrew Manze, Alexander Shelley and Omer Meir Welber.

The 2025–26 season features debuts with the Danish National, Swedish Radio, London 
Philharmonic, and São Paulo State Symphony Orchestras, alongside returns to the BBC Symphony, 
Scottish Chamber, and Singapore Symphony. In summer 2025, she made her New York orchestral 
debut with the Festival Orchestra of Lincoln Center and appeared at the Colorado Music Festival 
following a collaboration with the Colorado Symphony earlier this season.

Son’s recent North American and Canadian appearances include collaborations with the Los 
Angeles and Naples Philharmonics; Baltimore, Detroit, and St. Louis Symphonies; Saint Paul 
Chamber Orchestra; and Ottawa’s NAC Orchestra. International highlights include the London 
Symphony, Budapest Festival Orchestra, Dresden Philharmonic, Finnish Radio Symphony, Oslo 
Philharmonic, and major orchestras across Australia and New Zealand. Recent recital highlights 
include the Edinburgh International Festival (Scotland), Duszniki-Zdrój Chopin Festival (Poland), 
Mänttä Music Festival (Finland), and the Rosendal and Risør Chamber Music Festivals (Norway).

Renowned for her Mozart interpretations, Son joined the Academy of St. Martin in the Fields and 
Sir Neville Marriner in 2016, performing Piano Concerto No. 21 for his final recording. Her live 
Tchaikovsky Competition performance of the same work has been viewed nearly 23 million times 
on YouTube — a record for Mozart on the platform. Her Naïve recordings include Ravel: Piano 
Concertos – Bach/Wittgenstein, Love Music with Svetlin Roussev, and Mozart’s complete piano 
sonatas, as well as albums of Berg, Prokofiev, Stravinsky, and Kapustin.

Born in Wonju, South Korea, Son studied at Korea National University of Arts and with Arie Vardi in 
Hannover. She won silver medals at both the 2009 Van Cliburn and 2011 International Tchaikovsky 
Competitions.



The Scottish Chamber Orchestra (SCO) is one of Scotland’s five National Performing Companies 
and has been a galvanizing force in Scotland’s music scene since its inception in 1974. The SCO 
believes that access to world-class music is not a luxury but something that everyone should have the 
opportunity to participate in, helping individuals and communities everywhere to thrive. Funded by 
the Scottish Government, City of Edinburgh Council and a community of philanthropic supporters, 
the SCO has an international reputation for exceptional, idiomatic performances: from mainstream 
classical music to newly commissioned works, each year its wide-ranging programme of work is 
presented across the length and breadth of Scotland, overseas and increasingly online.

Equally at home on and off the concert stage, each one of the SCO’s highly talented and creative 
musicians and staff is passionate about transforming and enhancing lives through the power of music. 
The SCO’s Creative Learning programme engages people of all ages and backgrounds with a diverse 
range of projects, concerts, participatory workshops and resources. The SCO’s current five-year 
Residency in Edinburgh’s Craigmillar builds on the area’s extraordinary history of Community Arts, 
connecting the local community with a national cultural resource.

An exciting new chapter for the SCO began in September 2019 with the arrival of dynamic young 
conductor Maxim Emelyanychev as the Orchestra’s Principal Conductor. His tenure has recently been 
extended until 2028. The SCO and Emelyanychev released their first album together (Linn Records) 
in 2019 to widespread critical acclaim. Their second recording together, of Mendelssohn symphonies, 
was released in 2023, with Schubert Symphonies Nos 5 and 8 following in 2024.

The SCO also has long-standing associations with many eminent guest conductors and directors 
including Principal Guest Conductor Andrew Manze, Pekka Kuusisto, François Leleux, Nicola 
Benedetti, Isabelle van Keulen, Anthony Marwood, Richard Egarr, Mark Wigglesworth, Lorenza 
Borrani and Conductor Emeritus Joseph Swensen.

The Orchestra’s current Associate Composer is Jay Capperauld. The SCO enjoys close relationships 
with numerous leading composers and has commissioned around 200 new works, including pieces 
by Sir James MacMillan, Anna Clyne, Sally Beamish, Martin Suckling, Einojuhani Rautavaara, Karin 
Rehnqvist, Mark-Anthony Turnage, Nico Muhly and the late Peter Maxwell Davies.
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Each year, the SCO must fundraise around £1.2 million to bring 
extraordinary musical performances to the stage and support 
groundbreaking education and community initiatives beyond it. 

If you share our passion for transforming lives through the power 
of music and want to be part of our ongoing success, we invite you 
to join our community of regular donors. Your support, no matter 
the size, has a profound impact on our work – and as a donor, 
you’ll enjoy an even closer connection to the Orchestra. 

To learn more and support the SCO from as little as £5 per month, 
please contact Hannah at hannah.wilkinson@sco.org.uk  
or call 0131 478 8364.

Support Us

Photo: Stuart Armitt

The SCO is a charity registered in Scotland No SC015039.


