THANK YOU
Thank you for supporting the 2010 Perth Festival Education Program and providing
your lucky students with a Festival experience. We are very pleased to be able to
offer you this resource pack in conjunction with your attendance of ACO2.
This document is designed to support you in the role of facilitating learning and
organising Festival excursions. It is highly recommended that students know some
background information about the performance before they attend.
Should you have any feedback or queries, please contact me on 6488 8636 or at
schools@perthfestival.com.au. You will also find up-to-date information on our
website perthfestival.com.au/schools.
I look forward to hearing from you soon and truly hope you and your students have
an unforgettable Festival.
Kind regards,

Mandy Hawkhead
Perth Festival Education Officer
PS Don’t miss out on ACO2‘s string classes. Delivered by young Australian
musicians, these sessions are a wonderful opportunity for both teachers and
students to refine their skills. For more information visit aco.com.au.
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George Frederick Handel (b. Halle 1685 – d. London 1759)
Concerto Grosso in D Major Op. 6, No. 5 (1739)
Larghetto e staccato
Allegro
Presto
Largo
Allegro
Menuet: Un poco larghetto

Background
‘Resourceful’ is the word which comes to mind with Handel. His compositional technique was so assured that he
could confidently turn his hand to whatever best seemed to suit the public mood (and therefore improve his
financial situation). Thankfully, his musical skill was such that even when he composed at speed, hoping to make a
quick buck, the results have usually endured as wonderful works of art.
Speed was of the essence in the autumn of 1739. Handel had, in the past few years, seen his position as London’s
pre-eminent opera composer fade, as his audience’s tastes moved towards more down to earth fare, and as he
battled a rival opera house. Appealing to their better selves, he won back considerable ground with a series of
oratorios; but these were chiefly associated with Lent and Easter, and public sentiment was anyway divided over
the propriety of spending the holiest time of the year in a concert hall.
In response, on November 22 (St Cecilia’s Day), fittingly, he opened a concert series, including his new Ode for
that patron saint of musicians. Unfortunately the series was wracked with problems. Passing not quite unnoticed in
this ill-fated concert series was a collection of ‘Grand Concertos’, which were designed as interludes to rest ears
wearied by the mostly vocal content of the program. Between September 29 and October 30 Handel wrote at
unbelievable speed, producing a concerto grosso every two days or so. The result was his Op.6, containing
‘Twelve Grand Concertos, in Seven Parts, for four Violins, a Tenor [viola], a Violoncello, with a Thorough-Bass for
the Harpsichord’. The set is now widely considered the pinnacle of Handel’s composition for instrumental
ensemble.
Although the concert series for which the concertos were designed didn’t make him wealthy, Handel had the
satisfaction of seeing published copies of Op.6 sell to subscribers for their own use. Fans included most of the
royal family, London’s two biggest impresarios, and a number of the major musical societies in England and
Ireland. The resourceful composer had judged his public well and triumphed once again.
Activities
1. Discuss concerto grosso as a Baroque form. Point out to the students that the title concerto grosso is
literally ‘big concerto’ or ‘grand concerto’. In other words, a group of soloists instead of just one. In this case
they are a group of three, the ‘concertante’, working alternately with and against their colleagues in the
larger ‘ripieno’.
2. Discuss the origins of the work, that Handel borrowed materials for the work from other colleagues,
including George Muffat’s keyboard suites and Scarlatti’s harpsichord exercises. At the time, this was
considered the sincerest form of flattery. Discuss the impact of this in contemporary society. What aspects
of the students’ lives can this relate to?
3. It was a convention of the time to begin with a slow, stately section, which made much use of ‘dotted’ or
long-short rhythms. Have the students clap this rhythm. Have a student ‘conduct’ the rest of the class by
maintaining a slow tempo clapping this rhythm, followed by a fast section (like the Allegro second
movement), then a super-fast Presto, then Largo (like the fourth movement), then an Allegro and a
moderato to finish (the Minuet).
4. Have the students research Handel as a Baroque composer and listen to some of his most famous work
e.g. Water Music, Messiah, Arrival of the Queen of Sheba and discuss the features of his music in relation
to the Baroque period of musical history.
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Paul Hindemith (b. Hanau, 1895 – d. Frankfurt am Main, 1963)
Trauermusik (Mourning Music)
Langsam
Ruhig bewegt (Poco mosso) –
Lebhaft (Vivo) –
Choral: Sehr langsam (Largo)

Background
Hindemith, as player, composer, conductor, teacher and administrator, was at the centre of German musical life in
the 1920s and ‘30s. These days it is probably seen as a badge of honour that Goebbels once denounced him as
‘an atonal noisemaker’, but at the time it was extremely serious; and despite public support from figures such as
Furtwängler, Hindemith was forced to leave Germany in 1940. He took up a teaching post at Yale and continued
his career from this base in the US.
Obviously an outstanding musician, Hindemith played almost every instrument with at least competence, and over
the years methodically composed sonatas for most of them too. This has been a blessing to some for which there
is little other acceptable solo repertoire. Hindemith himself was a virtuoso of the viola, one such relatively
neglected instrument.
The irony of Goebbels’ critique is that while Hindemith certainly took a fairly cerebral approach to composing, many
of his most enduring works are filled with folk music. His viola concerto, Der Schwanendreher, is one such piece.
In 1936 the BBC invited him to perform this work in London under Sir Adrian Boult. But alas, the day before the
concert, King George V died. There was much consternation at the BBC, as the cheery concerto was now
thoroughly inappropriate to the public mood – but there were not many alternatives for solo viola.
In the end, Hindemith was persuaded to draw on his remarkable skills and he composed an entirely new work in
about six hours. Trauermusik received its premiere the next evening, after a day of rehearsals. Some of the
musicians were reported to have wept during the performance.
Trauermusik has much of the sweeping lushness associated with late Romantic music, but it is also possible to
sense its composer’s rigorous intellect, and that seems to make it somehow sadder. It is as though he is
acknowledging that it is no longer possible to hide behind simple emotion when there are such sad things going on
th
in the world. The 20 century demanded a more thoughtful response. The form is typically neatly defined: it is a
work in one movement, with four sections, the final of which touchingly draws on the Bach chorale known to the
British as ‘Old Hundredth’.
Activities
1. Discuss the meaning of the title of the work and the context in which it was written. Explore other
examples of music written for a funeral or sad occasion e.g. Mozart’s Requiem.
2. Explore the life of Hindemith, particularly in the context of Nazi Germany. Discuss the place of Hindemith
in the funeral of a member of the British monarchy.
3. Look at the example of the funeral of the late Diana Princess of Wales and the adaptation of Elton John’s
song Candle in the Wind for this sad occasion.
4. Listen to some other examples of the music of Hindemith, compare them to the style of Trauermusik.
Discuss the emotional aspects, which separate this from his other compositions, and why this piece has
been compared to Romantic period compositions.
5. Search the Internet or through hymnbooks to find Bach’s hymn the ‘Old Hundredth’. Have the students
learn to sing or play this hymn. What features does this hymn have to make it accessible to a public
audience for such an occasion?
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6. Using either this hymn or a familiar piece for the students, have them work in groups to transform it for a
set occasion. For example, have one group transform it for a happy occasion such as a birthday or party,
another for a potentially nerve racking situation such as starting at a new school, or another for a sombre
occasion such as a funeral. This transformation may involve compositional techniques or may be a way of
arranging such as using particular instruments or ways of singing etc.
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Edward Elgar (b. Broadheath, near Worcester 1857 – d. Worcester
1934)
Introduction and Allegro, Op.47

Background
British string music dates back at least to the consort music for viols of the 16th and 17th
centuries; yet Elgar professed to be more influenced by the string works of that honorary
18th-century Briton, the German-born Handel. It isn’t surprising, therefore, that his
Introduction and Allegro for string quartet and string orchestra has a certain affinity with
the Baroque concerto grosso, in its concertante and ripieno divisions of players, and in
the central fugal section.
After the London premiere in March 1905, there was a further performance at the Worcester Three Choirs Festival
in September. The composer Hubert Parry noted that it was ‘very ecstatic, with the usual rits and accelerandos and
spasms’ (‘rit’ being the common abbreviation for ritenuto, or slowing down). At the opening concert of that festival,
Elgar, in the major centre close to his birthplace, was granted the Freedom of the City by his old schoolfriend
Hubert Leicester, now the Mayor. This was another great honour for the composer, who had been knighted the
previous year. There had been only seven other such Freedoms granted, and the first had been to Horatio (Lord)
Nelson.
Activities
1. Jaeger mentioned Bach in reference to a performance of the third Brandenburg Concerto they had heard
together recently in Cologne. In the work that Elgar subsequently wrote, the connection was only kept in
respect of the key centre of G: the Introduction and Allegro shifts between G minor and G major
throughout. Have the students learn to play both of these keys on melodic instruments, to compare and
discuss.
2. Discuss with the students the Baroque concerto grosso form. Have the students listen to a typical example
of this form, such as Handel’s Opus 3 or 6 or a Bach Brandenburg Concerto (Number 3 was particularly
noted by Elgar) and research this musical form. Ask the students how the influence of this Baroque form is
evident in Elgar’s work (the quartet working both with and against the orchestra) and what other Baroque
features are evident (the use of fugue the repetition of themes and notes, the expectation that the cello and
bass should play parts of equal virtuosic standards to the rest of the orchestra). How is it different (the
instruments all share the solos-not just the quartet, it is polyphonic, use of extremes of dynamics,
harmonies, use of folk tunes etc)?
3. Elgar claimed to have been thinking of a work for strings as early as 1901, and he noted down the simple
melody that first appears in the solo viola while on holiday in Wales that year. Later, he wrote of that
moment of creative inspiration that ‘on the cliff, between blue sea and blue sky…there came up to me the
sound of singing’. Have students think of and discuss places or things they turn to for sources of
inspiration.
4. Elgar wrote this piece with the intention of combining old techniques (Baroque concerto grosso) with his
“modern” techniques (harmonies, dynamics, influence of folk music, practical challenges for the instrument
etc). Discuss the use of folk tunes such as how they are often transformed e.g. turned into popular tunes
through the use of modern vocal techniques and accompanying instruments (as is commonly done on
Australian Idol for example). Ask the students to work in pairs or small groups and create a work that
reflects this same notion. Allocate each group an Australian folk tune such as Waltzing Matilda and ask
them to transform it using modern techniques. This may be as simple as transforming the melody, or may
include the addition of unusual instruments, accompaniment, harmonies, effects etc). Have them perform
this to the class.
5. Ask the students what a fanfare is (a statement or opening introduction to something). Play them a
common example such as Fanfare for the Common Man by Copland). Have the students compare this to
the opening of Elgar’s Introduction and Allegro and discuss occasions where fanfares are used and why.
Ask the students to create a fanfare to introduce their folk tune as created in the previous activity. This
may be as simple as a loud statement on non-melodic percussion or as complex as a short melodic
composition. Perform this to the class.
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6. Discuss what a fugue is and how Elgar uses it as a feature of the Introduction and Allegro. What effect
does this have (very dramatic and complex for the listener)? As a class, develop a fugue based upon a
simple scale passage. For example, using a C major scale develop a pattern of repetition and in groups
perform this by entering one after the other, repeating until all are instructed to stop by the conductor
(teacher or leader).
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Roger Smalley (b. UK 1943)
Footwork
Background
The composer writes:
In general I am no fan of popular music, but I do like a good tango. When I was offered the
‘Barbara Blackman commission’ for 2006 to compose a celebratory piece for the ACO’s
th
30 anniversary, I remembered that one of the most enjoyable of their previous concerts was an evening of tangos
with accordionist James Crabb. I decided that this was the moment to try my own hand at one.
Lacking the instrumental variety of the traditional tango quintet (piano, violin, double bass, guitar and accordion) I
attempted to conjure a wide range of textures from the string orchestra and in so doing, give everyone something
substantial to play.
The piece is in a simple A-B-A form. The central episode is Milonga, a type of tango which emphasises the
subdivision of a 4-crotchet bar into 3+3+2 quavers. It eventually sinks into a reverie before being brought back to
earth by the return of the opening gesture on double bass. The work is – naturally – dedicated to the visionary
Barbara Blackman.
Activities
1. Have the students listen to and watch some examples of tangos using YouTube. Describe and discuss
this dance style, in particular the way it makes you feel etc. What are some of its strongest musical
features?
2. Listen to the sound of a Tango Quintet also using YouTube, particularly focus upon the unusual sounds of
the accordion. Compare and discuss this with the instrumentation of a string orchestra. How has or would
Smalley use only stringed instruments to replicate this?
3. Find an example of a Milonga Tango on YouTube. Practise clapping the rhythm that underlies it i.e. 123,
123, 12 (try saying the words strawberry, strawberry, apple). Transfer this to non-melodic percussion
instruments and create an arrangement, bringing in different groups at different times (or layering them in
together so that they are eventually all together), but all playing the same rhythm.
4. The piece is written in ternary form. What is this? Discuss and describe. If possible, listen to a recording
of the work and identify these sections or A – B – A structure.
5. Listen to a nursery rhythm or song such as Twinkle Twinkle Little Star, which is in ternary form. Have the
students in groups create a work in this form. Theme A could start using non-melodic percussion
instruments playing the Milonga Tango rhythm.
Section B could perhaps vary this rhythm or
instrumentation. Then return to section A again.
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Benjamin Britten (b. Lowestoft, UK 1913 – d. Aldeburgh, UK 1976)
Variations on a Theme of Frank Bridge, Op.10
1. Introduction & Theme (Himself) [i.e. Frank Bridge]
2. Adagio (His depth)
3. March: Presto alla marcia (His energy)
4. Romance: Allegretto grazioso (His charm)
5. Aria italiana: Allegro brillante (His humour)
6. Bourrée classique: Allegro e pesante (His tradition)
7. Wiener Walzer: Lento – vivace (His enthusiasm)
8. Moto perpetuo: Allegro molto (His vitality)
9. Funeral march: Andante ritmico (His sympathy)
10. Chant: Lento (His reverence)
11. Fugue and Finale: Allegro molto vivace – molto animato – Lento e solenne (His skill
and dedication)
Background
‘To F.B. A tribute with affection and admiration.’ – Composer’s dedication
Frank Bridge (1879-1941) was a notable personality in the British music scene of the early 20th century. His rather
abrupt manner and unwillingness to suffer fools gladly probably hindered his career as a performer and composer.
Bridge is almost solely known through this tribute from his only composition student, Benjamin Britten.
Britten’s musical training began with private piano and viola lessons, and he also began to write his own music at a
very early age – at first because he just liked the look of notes on the page. As he grew older, and his talent
became even more apparent, the pressure to conform at school grew increasingly burdensome. Excerpts of his
schoolboy journal make sad reading: ‘Originality (oh! that blessed thing) is completely discouraged. If you are
original, well you are considered a lunatic, and consequently become unpopular.’ This gives a clue to the special
relationship that was to develop between Britten and Bridge, two tough and distinctive musicians.
In May 1937, the prestigious Salzburg Festival asked British conductor Boyd Neel for a new work to premiere at the
Festival in August. The Boyd Neel Orchestra was founded from ‘the best 18 string players in the country’, and
performed repertoire from Corelli through to Stravinsky – not entirely unlike the ACO, perhaps. Neel was very keen
for his orchestra to be heard at the Festival, but it was extremely short notice for a composer to write a brand new
work for such a high-profile performance.
Britten was the composer selected and he took as his starting point a theme by Frank Bridge: to be precise, the
principal theme from No.2 of Three Idylls for string quartet. Choosing to write a set of variations gave Britten a
ready-made structure, too, and meant that he was really writing and orchestrating a series of smaller works rather
than trying to compose a single massive one. It was an ideal choice in other ways, because it gave this young,
almost unknown musician the opportunity to show his flair in a great variety of styles and forms.
More endearingly, he also assisted his structural thinking by deciding that each movement would represent
something about his esteemed teacher. Although he probably wouldn’t approve of us for publishing those
descriptions here, they are quite an interesting insight into the character of each variation, and useful signposts for
the listener.
Activities
1. If you had to dedicate a major creation (composition, story, artwork etc), who would it be and why?
Discuss this in relation to the story of Britten and Bridge and the creation of each variation.
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2. Have the students create such a work (in any medium), by first analysing the subject of the dedication in
terms of different aspects of character etc for dedication, and thus the different parts of their work or
creation. Have them decide on an overall theme or core for their work and then vary it in accord with each
aspect of the personality being written about.
3. Analyse the meanings of each of the Italian terms associated with the variations of the work. Write them
up and then discuss in terms of their relevance to the personality aspect it relates to.
4. Create a word bank of Italian musical terms and their meanings.
5. Working with a partner, have each student write down five aspects of their partner’s personality. Next to
each trait find an Italian musical term to describe each appropriately.

**END OF NOTES**
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