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Mozart Divertimento in B-flat, K270
Beethoven Rondino
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FUNDING PARTNERS
–––––
The SCO is extremely grateful to the Scottish Government and to the City of Edinburgh
Council for their continued support. We are also indebted to our Business Partners,
all of the charitable trusts, foundations and lottery funders who support our projects,
and to the very many individuals who are kind enough to give us financial support and
who enable us to do so much. Each and every donation makes a difference and we truly
appreciate it.
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We are also incredibly thankful to the many individuals not listed who support the Orchestra
with either regular or one-off donations. Thank you.

CAN WE COUNT ON YOUR SUPPORT?
We are incredibly thankful to the many individuals who are kind enough to support the
Orchestra financially. Every donation makes a difference and helps us to travel across the
length and breadth of Scotland this summer.
We aim to make live orchestral music accessible to everyone and to keep the price of
concert tickets as fair as possible. Each donation is so appreciated and enables us to
bring music to audiences from Drumnadrochit to Dunoon.

To find out how to make a donation, please get in touch with Mary Clayton
on 0131 478 8369 or on our website at www.sco.org.uk/donate.

SCO.ORG.UK/SUPPORT-US
The SCO is a charity registered in Scotland No SC015039.
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Oboe
Robin Williams
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Maximiliano Martín
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Jamie Shield
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W H AT YO U
ARE ABOUT
TO HEAR
Mozart (1756-1791)

Poulenc (1899-1963)

Divertimento in B-flat, K270 (1777)

Sonata for Clarinet and Bassoon

Allegro molto

(1922 rev.1945)

Andantino

Allegro

Menuetto

Romance

Presto

Final

Beethoven (1770-1827)

Hummel (1778-1837)

Rondino (1793)

Octet-Partita in E-Flat Major S48 (1803)

Andante

Allegro con spirito
Andante più tosto Allegretto

Seiber (1905-1960)
Serenade for Wind Sextet (1925)
Allegro moderato

Telemann (1681-1767))
Ouverture from Quintett
in F Major TWV 44:10
(Circa 1712-21)
Ouverture

Vivace assai

–––––
The humble wind ensemble has an
illustrious and long-standing history.
The wind band – or Harmonie, to give
it its proper name – was all the rage in
central Europe during the second half of
the 18th century, as nobility and wealthy
landowners demanded light music from
their house ensemble’s wind players for
the purposes of entertainment. At its
simplest, it meant a few popular opera
tunes as background music for dinner.
At its most sophisticated, however, it led
to elaborate rearrangements of
symphonies or even whole operas,
intended as serenades for banquets or
garden parties, to charm and delight
hunting expeditions, or even as
‘morning music’ to wake particularly
esteemed guests.

Spring 1782 marked quite a turning
point for the form: Austrian Emperor
Joseph II ordered that an eight-piece wind
ensemble assembled from his Vienna court
orchestra (which would later become the
Vienna Philharmonic) should provide his
‘table music’, comprising pairs of oboes,
clarinets, horns and bassoons. It was a
group that included some of the most
illustrious players in Europe at the time,
including one Anton Stadler, for whom
Mozart had written his Clarinet Quintet
and Concerto.
If Joseph II set the trend, then many others
across Europe followed, thereby expanding
hugely the repertoire for wind groups –
and also encouraging some unscrupulous
money-making. Before any concept of
copyright, arrangers might be expected to
leap on the latest operatic hit and extract
its big tunes for Harmonie versions, whether
the original composer knew about it or not.
Mozart, for example, wrote from Vienna
to his father in Salzburg that he planned
to rearrange the whole of his opera Die
Entführung aus dem Serail before anyone
else could get their hands on it. It was also
Mozart who remembered being serenaded
by a sextet of street wind musicians on his
way home late one night – playing music
that he himself had composed.
We step back in time a few years from the
Harmonie’s heyday, however, for tonight’s
first piece. Mozart’s Divertimento in B-flat
Major, K270, was written before the
composer’s move to the bright lights and
gold-paved streets of Vienna, while he
was still a jobbing musician at the court of
the city of his birth, Salzburg. Not a lot is
known about the piece’s origins, but it was
probably written as ‘Tafelmusik’ (literally
‘table music’, in other words dinner

Wolfgang Amadeus Mozart

accompaniment) for Salzburg’s PrinceArchbishop Hieronymus Colloredo, and its
score is dated January 1777.
Mozart’s sextet of players – pairs of oboes,
horns and bassoons – was a well-established
ensemble, with plenty of music composed
for it – and after all, this was a good decade
before the Austrian Emperor set the trend
for a more elaborate wind octet. But what
Mozart did with his six musicians is anything
but conventional. Perhaps predictably, he
takes a sophisticated, innovative approach
to his medium, scoring his material freely
across the ensemble and making great play
of the individual instruments’ distinctive
personalities.
After a summons to attention (Mozart
wouldn’t want his diners ignoring the
musicians entirely), the first movement
opens with a perky theme in the oboes,
who follow it with a gentler second theme,
moving through a brief though stormy

central development section before the
two themes return. His second movement
is a stately, sonorous gavotte, and his third

20s. The older Beethoven can perhaps be
heard most clearly, however, in the Rondino’s
assertive closing section, in which he leaves

is an elegant minuet dance with a more
rustic, waltz-like Ländler as its central trio
section. Mozart puts his players firmly
through their paces in his sparkling,
breathless finale, with witty writing that
whizzes from instrument to instrument,
and a treasured moment in the spotlight
for the bassoons just before the end.

his two horns to sign off, alternating muted
and unmuted playing as they seem to slip
ever further into the distance.

If Mozart was pushing the capabilities
and ambitions of the wind ensemble in his
Divertimento, Beethoven was going ever
further a bit more than a decade later in his
rarely-heard Rondino. It adds two clarinets
to Mozart’s line-up, in line with the Austrian
Emperor’s fashion, and it was probably also
written as a piece of ‘table music’, this time
for Maximilian Franz, Elector of Cologne, for
whom Beethoven had been working since
1784. It’s been suggested that the Rondino
might have originally been intended as the
finale to Beethoven’s more extensive Octet,
Op 103. It seems unlikely, though, that the
composer would have considered such a
mellow, easy-going piece to bring that larger
work to a rousing conclusion.
And part of the Rondino’s mellowness comes
from the spotlight it shines on the ensemble’s
horns. It’s the first horn that sings out the
piece’s lilting recurring theme at the start,
which is followed by a more melancholy
melody for clarinet, leading to the return of
the opening rondo theme. The horns come
back, however, for the second contrasting
episode, and return again to close the piece
as it began, with intricate accompaniment
from the rest of the ensemble.

From the heyday of the Classical wind
ensemble in the late 18th century, we jump
forward to 1925 for tonight’s next piece.
Mátyás Seiber was born in Budapest,
where he studied with the eminent
Hungarian composer Zoltán Kodály,
later building on the pioneering research
carried out by Kodály and his friend and
fellow composer Béla Bartók into the folk
music of central Europe. Forced to flee
the Nazis in the 1930s, Seiber eventually
settled in London, where he taught at
Morley College on the invitation of Michael
Tippett and lectured at Goldsmiths
College, also championing his compatriots
Bartók and Kodály’s music in the UK at a
time when they were rather disregarded.
Indeed, part of the support that Seiber
himself had received from Bartók was in
connection with his Serenade for wind
sextet, which you hear tonight. Seiber had
entered it into a Hungarian composition
competition, and it stood a good chance
of winning before more traditionalist
members of the jury rejected it because
of its musical innovations and its folk
inspirations. Also on the judging panel,
Bartók stormed out in protest.

It’s an early piece in Beethoven’s output,

Almost a century later, it’s hard to see what
all the fuss was about. The Serenade is a
warm-hearted, thoroughly lyrical, slightly
jazzy piece: its folk origins are clear in the
bracing opening movement, with Bartók’s
influence evident in its embrace of gentle

written when the composer was in his early

dissonance. The slower second movement

Ludwig van Beethoven

Mátyás Seiber

builds from a gentle opening to a more
strident climax, while the perky final
movement plays mischievous games with
its scampering dance tune. Watch out,

well-to-do in the early 1700s, but in the
case of this piece, Telemann drew more
directly on wind and brass instruments’
roles in military music, no doubt inspired

however, that the music really has finished
if you feel like applauding…

by the music he heard played by the famed
town garrison of Frankfurt, where he was
city music director at the time.

From the early 20th century, we leap back in
time three centuries for the Ouverturefrom
the Quintett in F Major TWV 44:10 by Georg
Philipp Telemann. He was a contemporary
(and close friend) of JS Bach and Handel,
an astonishingly prolific composer who was
hugely popular in his day, though rather lesser
known today. But if Mozart and Beethoven
showed us the wind ensemble as high-class
entertainment for 18th-century gentry,
Telemann’s Ouverture – probably written
some time between 1712 and 1721 – takes us
back towards the wind group’s origins.

Telemann’s Ouverture serves as an
introduction to the broader suite of dances
which make up the Quintett, following the
much-copied French model of a striding,
swaggering section followed by faster,
more athletic music.

The Harmonie was already becoming

Just two instruments – clarinet and
bassoon – remain on stage for tonight’s
next piece. Indeed, French composer
Francis Poulenc had something of a
penchant for unusual instrumental
combinations for his sonatas: alongside
ones for violin, cello, flute, clarinet and

established as entertainment music for the

oboe, he also produced a sonata for two

clarinets, another for horn, trumpet and
trombone, and yet another for piano duet.
Poulenc was a Parisian through and
through, born into the comfort and security
of a well-heeled family whose copious
wealth had come from pharmaceuticals.
(His father’s company would later become
the well-known Rhône-Poulenc, which –
following a couple of buyouts and mergers
– is now part of Sanofi, a major developer
of one of the Covid-19 vaccines.) Without
the necessity of finding himself a job,
the young Poulenc was able to devote
himself to his passion for music, and
taught himself almost entirely unaided
as a composer. He delighted in hanging
out in Parisian bars and cafés as one of a
loose composer collective dubbed ‘Les Six’
(alongside Georges Auric, Louis Durey,
Arthur Honegger, Darius Milhaud and
Germaine Tailleferre). It was a gang that
idolised Erik Satie and Jean Cocteau for
their iconoclastic aesthetics, and gleefully
stuck two fingers up at the serious-minded
refinement of the French impressionist
composers who had preceded them
(though Poulenc maintained a quiet
reverence for Claude Debussy).
Poulenc merrily pilfered influences
from the music hall and the circus,
from boulevard cafés and friteries,
blending his sarcastic satire with
a deep thread of heart-on-sleeve
sentimentality, both sides exquisitely
delivered with sophistication and
impeccable craftsmanship. Indeed,
Poulenc succeeded in transforming the
unabashed sentimentality of his earlier
music into something entirely sincere and
genuinely moving in many of his later
works, often his religious music. Raised a
devout Catholic, he returned to explore

Poulenc merrily pilfered
influences from the music
hall and the circus, from
boulevard cafés and
friteries, blending his
sarcastic satire with a deep
thread of heart-on-sleeve
sentimentality

his faith anew in works such as his solemn
Stabat Mater and his deeply moving
opera Dialogues des Carmélites, about
the gruesome fate of a group of nuns
during the French Revolution.
His miniature Sonata for Clarinet and
Bassoon, however, comes very much from
his days of Parisian revelry. He wrote it
between August and October 1922, while
receiving coaching from fellow composer
Charles Koechlin on counterpoint,
form and structure. However casual
were Poulenc’s studies, he clearly took
Koechlin’s guidance to heart in a Sonata
that’s proudly concise, bracing and direct.
The circus or music hall are never far
away from the opening movement’s
rhythmic clarinet melody – listen closely,
and you’ll hear that the two instruments
are effectively playing in two competing
keys at once. The movement is full of
Poulenc’s characteristic mischievous

Francis Poulenc

Johann Nepomuk Hummel

wit, and he even manages to cram in
some birdsong at one point. By way of
complete contrast, his melancholy, gentle
second movement is full of Mozartean
gracefulness, while Stravinsky is never

elder composer’s fiery creativity, even as
a young man. Their friendship endured,
however, and Hummel later served as one
of the pallbearers at Beethoven’s funeral
in 1827.

far away from the lively finale, in which
Poulenc seems about to launch into
a proper Bach-style fugue, only to
abandon his invention almost as soon as
it’s begun.
We close tonight’s concert back where
we began, or at least nearby in time and
location. Johann Nepomuk Hummel
might be a lesser-known figure to us
today, but he was a hugely admired and
influential musician in Vienna at the turn
of the 18th and 19th centuries. He studied
with Mozart, Salieri, Clementi and Haydn,
and counted Beethoven and Schubert
among his friends. Indeed, he’d been a
fellow student of Beethoven’s among the
pupils of Johann Georg Albrechtsberger,
and had felt entirely overshadowed by the

As the Viennese public rushed to
embrace the new-fangled emotion
and unbridled creativity of Romantic
composers such as Mendelssohn and
Schumann, not to mention Liszt and
Wagner, Hummel found his elegant,
balanced, late Classical music rather
overlooked. Which is a shame, because
there’s much to admire and enjoy in it, not
least in his sunny, buoyant Octet-Partita,
whose score is dated 27 October 1803.
After the military-style fanfares of its
opening movement, its slow movement is
charming and simple, while the horn calls
of its dashing finale suggest we might be
out at a hunt.
© David Kettle

Biography
SCOTTISH
CHAMBER
ORCHESTRA

–––––
The internationally celebrated Scottish Chamber Orchestra is one of Scotland’s National
Performing Companies.
Formed in 1974 and core funded by the Scottish Government, the SCO aims to provide as many
opportunities as possible for people to hear great music by touring the length and breadth
of Scotland, appearing regularly at major national and international festivals and by touring
internationally as proud ambassadors for Scottish cultural excellence.
Making a significant contribution to Scottish life beyond the concert platform, the Orchestra works
in schools, universities, colleges, hospitals, care homes, places of work and community centres
through its extensive Creative Learning programme. The SCO is also proud to engage with online
audiences across the globe via its innovative Digital Season.
The SCO has long-standing associations with many eminent guest conductors including Conductor
Emeritus Joseph Swensen, François Leleux, Pekka Kuusisto, Richard Egarr, Andrew Manze and
John Storgårds.
The Orchestra also enjoys close relationships with many leading composers and has commissioned
almost 200 new works, including pieces by the late Sir Peter Maxwell Davies, Sir James MacMillan,
Sally Beamish, Martin Suckling, Einojuhani Rautavaara, Karin Rehnqvist, Mark-Anthony Turnage,
Nico Muhly and Associate Composer Anna Clyne.
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.
The SCO and Emelyanychev released their first album together (Linn Records) in November 2019
to widespread critical acclaim. The repertoire - Schubert’s Symphony No. 9 in C major ‘The Great’ –
is the first concert Emelyanychev performed with the Orchestra in March 2018.
For full biography please visit sco.org.uk

BE PART OF OUR FUTURE
A warm welcome to everyone who has recently joined our family of donors,
and a big thank you to everyone who is helping to secure our future.
Monthly or annual contributions from our donors make a real difference to
the SCO’s ability to budget and plan ahead with more confidence. In these
extraordinarily challenging times, your support is more valuable than ever.
For more information on how you can become a regular donor,
please get in touch with Mary Clayton on 0131 478 8369
or email mary.clayton@sco.org.uk.
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