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DAVID GRAY, who was born in Liverpool, studied
at the Royal Manchester College of Music with

both Jameg Eastham and Sidney Coulston.

He has played with the Royal Liverpool

Philharmonic Orchestra and the Liverpocl Mozart

Players.

For the past four years he has been on the staff

of the Wolverhampton Tducation Authority.
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THE THIEVING MAGPIE crasessssssane GTOACCHINO ANTONIO
ROSSIWI 1792-1868

Me overture to the Thieving Magpie is the only part of this
opera to survive in todayls repertoire, although the whole
opera was produced in 1817 =~ just. Rossini, like many of
us, worked best under pressure and was often late delivering
music to be performed although his output was copious. On
the opening day of this opera, not a note of the overture
had been written, and the theatre manager locked Rossini in
an upstairs room guarded by 4 stage hands and ordered him

to start composing. Each page of his memuscript was thrown
through the window to the waiting copyists, and the stage
hands had ingtructions to throw out the ccomposer should he
£2il in his task. This rousing overture is a testimony to
the effectiveness of this desperate procedure.

BORN (ONCERTO WO. 5 in E FLAT. Kn447 sessasnsens W.hs MOZART
1756-1791

Mozarh!s development of the concerto was probably his greatest
achievement in the field of ingtrumental music. Apart from
his numerous piano concertos, he produced solo works for
violin, flute, clarinet, bassoon, and horm. One also for
violin and viola, and even one for flute and harp. Most of
these works show a greab understanding of the capabilities
end depths of expression of the solo instruments concerned.

Three of the four Mozart horn concertos were written
expressly for the galzburg born player, Ignaz Leitgeb. The
aubographed scores of these contain many good~natured jokes
at Leitgebls expense, and the fourth is labelled "fur der
Leitgeb".

The third concerto does, however, gtand apart from the other
three works. No aubographed score has ever come to light
but, judging by the demands made of the soloist, it seems



unlikely to have been written for "that ass Leitgeb". The hymn for choir and orchestra. The hymn~tune presumably

orchestration is algo different to that of the earlier represents the unity of the Finnish people in the face

works ~ clarinets and bassoons replace oboes and horms. of oppresgion. The contrast between the harsh brass
chords at the opening and the warmth of the hymn fune

The type of instrument for which Mozart would have written which persistently returns and eventually dominates

the concertos would be very different from the modern valve the texture has obvious political implications.

horn. Throughout the classical period only natural horns

were avallable. This meant that certain notes vwhich could The original version of 1899 was scored for choir and

not be produced by the lips alone had to be obtained, with orchestra, but in 1900 it was revised for orchesiras alone.

various degrees of success, by inserting the right hand into The work became a great popular success outside Finland

the bell of the ingtrument, thus altering the pitch of the and did much to esbablish Sibelius's reputation throughout

exigbing notes. Inevitably the tone quality must have been Europes.

very umeven in comparison with the modern horn, and it is
interegting to imagine just how such a work would have
sounded on eighteenth century instruments.
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The concerto is in three movements -

Allegro
Larghetto
Allegro

FINLANDIA A R R R N YR RN R RN NN SI:.BELIUS S'ﬂ‘[PHOM NO' 1inCMEIOR AL RS EEELE SR BRAHIVIS
1865-1957 1833-1897
Apart from his seven symphonies, the symphonic poems of Apart from the two early orchestral serenades and the
Sibelius constitute his greatest contribution to the orches- I ¥Minor Pianc Concerto all of the Bralm's orchestral
tral repertoire. mugic was wyitten within 14 years - between 1873 and 1887.
Part of the reason for this would be due to Bralms!

. In the 1890's, Sibelius became acquainted with a mumber of notorious ruthlessness towards his own work. Early works
nationalist writers. Indeed, a surge of discontent and and those with which he had grown dissatisfied were merci-
nationalism was sweeping through Finland as a direct result lessly destroyed. His first attempt at a symphony is
cf the ever-tightening grip of Tmarist Russia. The influence Imown to have suffered thig fate, although much of the -
of these nationalist writers, together with his owvm passion- material found its way inbto the D Minor Piano Concerto
ate love of Finnish folk-lore, made the symphonic poem the and the German Regquiem,
ideal vehicle for the expression of his ideas and interests
in mugic. The C Minor Symphony, then, is not as we might expect

an early work written in Brahms'!' apprenticeship, bub
Finlandia was compoged in 1899 when anti-Rugsian feelings a firgt symphony by an already mature and experienced
were rumming high. It does not describe an actual historic compoger who had perfected his technique in the realms

or legendary event, but is rather a form of nationalist of pieno music and chamber music. In fact, Brehms was



in his fourth-third year when the work was completed in

1876.

The symphony was received with hostility by one seobtion of
German gociety to whom the work was too backward-looking

as it disregarded the recent experiments in orchestration
and colour carried out by Wagner and Lizst in their more
complex tonal explorations. Hugo Wolf complained that
"Brahms writes symphonies regardless of what has happened
in the meantime"., On the other hand, the more conservative
element of society hailed the work as a masterpiece and even
labelled it - much to Brahms'! exasperation - "Beethoven's
Tenth Symphony'.

Clearly many parallels may be drawn with the Beethoven
Symphonies, particularly the 5th (also in C Minor). Brahms
contents himself with an orchestra no larger than that used
by Beethoven, and even then the trombones have to sit
patiently through three movements to meke their appearance
in the Finale. It is too easy to overstate the influence of
Beethoven on Brahms. More recent compogers,such as Mahler
and Schoenberg, grew to look upon Brahms as an innovation
rather than merely the traditionalist that many of his cone
temporaries took him for.

The First Movement - Un poco sostenuto; Allegro - begins
with a slow, ominous introduction of such dramatic intensity
as to immediately distinguish it from any 'classical' sy~
- phony with its persistent pounding of the timpani adding a
feeling of menace. Moreover, this introduction contains
most of the musical threats which make up the Allegro
section.

Phe Second Movement ~ Andante Sostenuto - is a return to
tranquility after the tragedy of the opening. In this
movement we find Brahms at his most romantic.

The Third Movement - Un pocc allegretio e grazioso -
is another departure from classical tradition.
Although it is constructed in three sections conform-
ing to the standard scherzo - irio - scherzo pattern,
it is less a scherzo than a short, delicate inbtermezzo
movement,

The Fourth Movement = Adagios; Allegro non troppo -
begins, as did the first movement, with a dark,
sinister introduction. Out of the gloom a solo horn
emerges like a ray of sunghine transforming the whole
atmogphere. Again the material of the introduction

is expanded and developed in the allegrc section which
proceeds in a similar spirit of triumph and jubila-
tion to the finale of the Beethoven C Minor Symphony.
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