
 

A VOYAGE OF MUSICAL DISCOVERY 2019 
Education Kit 

PROGRAM #2 
Australian Romantic & Classical Orchestra | Jane Rutter 

Cultural & Historical Contexts – Overview 

Welcome to the Australian Romantic & Classical Orchestra’s second Voyage of Musical 
Discovery Education Kit for 2019. This kit provides teachers and students with information 
about the different ways that Cultural & Historical Contexts influence composition and 
performance from the early-Classical Mannheim School to Australian contemporary and 
Chinese music. 

The works presented in the Voyage of Musical Discovery concert on May 14 2019 are: 

Australian Romantic & Classical Orchestra 
Sinfonia in A major by Johann Stamitz 
Sinfonia in B-flat major by Franz Richter 

Jane Rutter and her Third Culture World Music Ensemble 
Lift Up Your Veil traditional, arranged by John Huie 
Nanni Wan arranged by John Huie 
Largo from 1421 Suite by John Huie 
Papadum by Jane Rutter 
Jasmine Flower traditional, arranged by John Huie 
La Reunion by John Huie 
Kava Time by Jane Rutter 
Far Distant Place by Jane Rutter 
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SECTION ONE 

Australian Romantic & Classical Orchestra 

The Australian Romantic & Classical Orchestra is dedicated to the performance of late 18th- 
and 19th-century music in historically-informed style. Founded under the artistic direction of 
Richard Gill AO, Australia’s most accomplished performers on period instruments come together 
to interpret Romantic and Classical music, and to share their expertise with musicians of all 
ages and levels. If you would like to participate in our youth orchestra project – the Young 
Mannheim Symphonists – or find out more about the orchestra and its activities, visit 
arco.org.au. 

Cultural & Historical Contexts – Mannheim School 

The Mannheim Court of the 18th century was a special period of endeavour and achievement in 
the arts. Between 1748 and 1778, Germany reached a high point in compositional craft and 
influence. The Mannheim School – as it is now known – supported a group of talented 
musicians that would become unrivalled for their musical activity and innovation, and their 
influence on European music continued for the next half a century and beyond. 

The composers and performers of Mannheim included Stamitz, Richter, Wendling, Fränzl, 
Cannabich, Toeschi, Holzbauer and Filtz. They developed a new symphonic language and the 
Mannheim orchestra was regarded as the definitive performing vehicle of the time. The overall 
style of the music is energetic and exuberant, and was inspired in part by some of the strong 
structural forms of the earlier Baroque period including the concerto grosso, trio sonata, and 
the overture or sinfonia. 

• Concerto Grosso literally means big concerto. Musical material is passed between a 
small group of soloists (the concertino) and full orchestra (the ripieno or concerto 
grosso). This is in contrast to the concerto which features a single solo instrument with 
the melody line, and accompanied by the orchestra 

• Trio Sonata typically consists of three or four movements with two contrasting melody 
instruments and basso continuo (bass and chords). A favourite chamber combination of 
the Baroque era, these were expanded and more fully orchestrated by the Mannheim 
School composers 

• Overture or Sinfonia refers to any of several instrumental forms, primarily of Italian 
origin. For most of the 17th and 18th centuries, these were the orchestral introductions 
to operas and cantatas, and evolved into the self-contained orchestral symphony as we 
know it today  
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Overall Impressions 

→  listen to the Sinfonia by Stamitz 

Without referring to the score, try to identify the following: 

• What is the instrumentation? 

• Which instruments play the melody, and which instruments play chordal 
accompaniment? 

• Is there melodic material that is repeated, and how does it undergo change and 
development? 

• Does the tonality remain the same or change? 

• What is the overarching musical structure across the entire work?  

• Are there changes of tempo, meter or any other notable rhythmic features within single 
movements? 

The Music in Detail 

→ listen to the final Movement – Presto 

There are a number of interesting and unexpected rhythmic features: 

 

Identify specific points in the music where these rhythms occur. 

As a class, have a go at playing the three parts in the arrangement below (from bars 39–48 of 
the original) – try each line separately and then put them together. Make use of any instruments 
you have at hand, or outline the rhythms only with body percussion or voices in three groups. 

!  3

a) b) c)

d) e)

https://www.youtube.com/watch?v=Z9l2_mb3m2o
https://youtu.be/Z9l2_mb3m2o?t=571


How do the rhythmic groupings and accents shift and alter as the parts are combined? 

Notice in particular how the bass line (referred to as basso continuo – continuous bass) 
connects and unifies the material rhythmically as well as harmonically. There are some 
similarities with this and the role of the bass in mainstream jazz of the mid-20th century. 

Composition Activity #1 

Compose your own four-part rhythmic composition of approx. 10–12 bars based on the sort of 
cells introduced above – think about shifting the accents throughout by overlapping different 
parts. 

Extension: Listening with the score – online score 

• Identify the chords that appear in the first 8 bars of the final movement, and label them 
with their corresponding function e.g., I, II, IV or V etc. By looking at the inversions, can 
you work out specifically what the numerals above the bass are telling the players? 

• Identify examples of imitation and sequence. Why has the composer chosen to use 
these Baroque techniques? What is their function and purpose in compositional terms? 

• What is the musical form or structure of the final movement? How have the Baroque 
elements of form undergone change to become the more formalised architecture of the 
Classical period? 
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https://imslp.org/wiki/Sinfonia_in_A_major,_WolS_I._A-3_(Stamitz,_Johann)


• Compare the rhythmic features of bars 39–48 with those of bars 87–98. Why has the 
composer chosen to combine these rhythmic and melodic ideas? What is the musical 
impact? 

→  listen to the Sinfonia by Richter 

The first movement (Allegro Assai) is built around Sonata Form – which began to establish 
itself as the standard form for the Classical symphony’s first movement. These early string 
symphonies by Stamitz and Richter are now considered the prototypes for the structures that 
were later developed and mastered by the likes of Mozart and Beethoven. 

Sonata Form is a structural system in which two themes (or subjects) are presented and 
developed according to a predefined set of harmonic conventions. The three main sections in 
sonata form are the exposition, development and recapitulation. 

Sonata Form in a Richter First Movement 

The roadmap of the B-flat major Sinfonia can be summarised as follows (locate these sections 
in the score if you have access to it): 

Exposition – first subject (bars 1–7): 

A short bridge (bars 13–21) functions as a transition to the second subject (bars 22–26):  

Development (bars 34–69) – first and second subjects are varied and extended including by 
modulation 

Recapitulation (bars 70–102) – return of material from the exposition 

Coda (bars 103–106)  
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https://www.youtube.com/watch?v=2Q5s5v67Cts


Extension: Listen to the movement again – how recognisable are the different structural 
divisions in the work? 

Composition Activity #2 

Composing for musicians and instruments you have access to is invaluable in gaining insight 
into how instruments work. You can learn to write idiomatically for each instrument and player, 
and make the most of their idiosyncrasies and capabilities. 

1. Compare bars 1–2 from the first violin part of Stamitz’s Sinfonia with bars 1–2 from the first 
violin part of Richter’s. In what ways are these opening bars similar? In what ways are they 
different? How are the melodic lines constructed? 

2. Compose an 8-bar melody that begins with bar 1 from either the Stamitz (a) or the Richter 
(b). Your melody should in some way continue the musical qualities established in the 
respective opening bars. After composing your melody, consider adding slurs to indicate 
phrasing, articulation, dynamics and other expressive techniques to sculpt your melody and 
influence the way it could be interpreted by a performer. 

3. In the opening bars of the Richter (bars 1–7), the violin parts bounce back and forth in a type 
of call and response. Compose a countermelody that complements your original melody by way 
of call and response. You might need to edit and modify your original melody to accommodate 
this additional line.  
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(a)

(b)



Extension: Continue the above exercise by adding further instrumental layers to your duo. 
Consider assigning different roles to the instruments, and refer to the opening of the Stamitz or 
Richter for ideas and inspiration on how the instruments might accompany and interact with one 
another. 

Composition Activity #3 

Compose a short piano piece based on the template below, the bass line from Stamitz’s 
Andante. 

1. Before you begin writing, play the bass notes and the chords – separately and together – on 
the piano and experiment with different inversions. The right-hand part that you compose may 
be influenced by your understanding of how the chords lead to one another. Remember, this 
movement is in E major; you might want to add a resolution after the last notated bar. 

2. To understand how different lines can work together, listen to the first violin part in the Stamitz 
and particularly to the rhythmic and melodic dialogue between it and the viola, cello and double 
bass layers. 
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3. Harmonically add to the left-hand part –  this could include changing inversions, adding upper 
chordal extensions, or introducing bass notes from outside the diatonic key. For example, work 
out the function and identify the notes of the diminished 7th chord in the second last bar! 

Extension: Arrange and develop your piano work for a small ensemble. To decide on the 
combination and number of instruments, work out how many separate lines you can extract 
from your piano score, and which instruments are the best match for these. 

Mannheim Musical Legacy 

The influence of the Mannheim School on subsequent generations of composers cannot be 
overestimated. The main points: 

• refining of structures, including the four-movement symphonic form 

• development and standardisation of sonata form 

• introduction of recognisable Mannheim characteristics (see below)  

Mannheim Characteristics and Devices 

• Mannheim Crescendo – full orchestral crescendo with sudden piano release (e.g., 
Stamitz bars 19–25) 

• Mannheim Rocket – ascending arpeggiated melody 

• Mannheim Roller – crescendo passage with a rising melody over an ostinato bass 

• Mannheim Climax – climactic point featuring the strings (e.g., Richter bars 38–45) 

• Grand Pause – total silence where all playing stops 

Composers such as Mozart and Beethoven incorporated and adapted many of these in their 
works – two of the most famous examples of the Mannheim Rocket are at the beginning of the 
fourth movement of Mozart's Symphony No. 40, and the opening of the first movement of 
Beethoven's Piano Sonata No. 1 in F minor. 

Collaborative Composition 

What is often forgotten when listening to and studying the great composers of the past is that 
they did not work in isolation. One of the reasons that the Mannheim School was such a 
creative and productive period in the development of composition is that performers, 
composers, teachers and listeners were in constant dialogue with one another. Take risks and 
experiment when composing, but above all be open to and seek advice, feedback and 
information on the process from those around you. 
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SECTION TWO 

Jane Rutter and her Third Culture World Music Ensemble 

Cultural and Historical Contexts – Third Culture 

Third Culture refers to children who spend a significant part of their formative years outside their 
parents’ culture. They do not belong to any one place, but to many. They mix and merge their 
birth culture with their adopted culture, creating a new third culture. Following this line of 
thought, the music of Jane Rutter consists of a similar blending of the melodies, styles and 
musics of different and contrasting places and cultures of the world. 

The members of Third Culture World Music Ensemble began their music making together in an 
earlier ensemble called THE POSH. That group’s musical aim was to develop a new type of 
world music – it had acoustic instruments take on rhythmic roles in place of a drummer, and 
based new compositions on adaptions of Baroque and Classical forms. Enhanced versions of 
these techniques can be heard now in the music of Third Culture, and these can in turn be 
traced back to the clarity, energy, coherence and communication at the epicentre of the 
Mannheim School. 

Lift Up Your Veil 

→  listen to the track 

Lift Up Your Veil originated in the former Soviet Republic of Uzbekistan as the Black Eyebrow 
Girl. It was eventually rewritten and sung in the Uyghur language of Xinjiang, North Western 
China. In 1932, Armenian composer Aram Khachaturian (1903–78) featured the melody in Two 
Pieces on Themes of Uzbek Folk Songs for Wind Orchestra. In 1939, Wang Luobin – who 
specialised in publishing Mandarin-language songs from ethnic minorities in Western China – 
picked up the song in Jiuquan, Gansu Province. He translated the lyrics to Chinese, making it 
an instant hit. It is a simple and playful love song about a groom as he lifts up the veil of his 
bride, and to the groom’s delight a beautiful woman is revealed.  

Musical Observations and Analysis 

Lift Up Your Veil is an example of the harmonic universality of music, as it is based on three 
standard chords. This style is often referred to as redgrass music – stemming from Russia or 
China but reminiscent of American roots bluegrass music. The cultural connection is 
reinforced by the presence of the Chinese banjo. The music’s defining features are: 

• based on a I–IV–V chord progression (compare this to the Mannheim progressions 
above) 

• raised seventh step in the subdominant (IV) and dominant (V) chords, reminiscent of a 
subset of the Eastern-flavoured Pelog scale 

• the solo section can be extended for other instruments 
• turnaround or tag that leads back to a repeat of the form 
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https://www.youtube.com/watch?v=2g_NKK0IUHY
https://en.wikipedia.org/wiki/Uyghur_language
http://en.wikipedia.org/wiki/Mandarin_Chinese
http://en.wikipedia.org/wiki/China


Improvisation activity: Take the following as a basis for a class improvisation on whichever 
instruments you have available. 

  
Before starting: 

• Listen to the recording to become familiar with the rhythmic feel of the bass line 

• Practice playing the turnaround in unison 

• Work out the practicalities – order of solos, who plays the bass line and/or chords, role 
of percussion 

Consider the following when beginning to improvise: 

• Start by sustaining the guide tones – either the 1st, 3rd, 5th or 7th of each chord. Ensure 
smooth connections to the nearest available note when the chords change 

• Create a structure from a simple idea – develop it by ascending, increasing the number of 
notes, gradually getting louder and by reincorporating earlier figures 

• Don’t always begin on the first beat of a bar, leave space, vary the phrase lengths, and 
respond and react rhythmically to what other players (rhythm, bass, percussion) are doing 

• Add non-chord tones (diatonic or outside the key), effects or non-conventional sounds 
(percussive voices, scrapes and taps) to create elements of surprise and variation 
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https://youtu.be/2g_NKK0IUHY?t=69


Extension: When improvising you often come up with spontaneous ideas that are strong 
enough to become the basis for new pieces. If possible, record your playing and transcribe any 
promising phrases or rhythms as building blocks for new works. 

Papadum  

→  listen to the track 

Papadum is an Indian-Arabic inspired flute tribute to French-born Algerian composer and 
vocalist Warda Al-Jazairia (1939–2012) – one of the biggest names in Arabic music and known 
as “The Algerian Rose” by the Western media.  

Musical Observations and Analysis 

• Based around the G harmonic minor scale 
 

• Layers built up with multi-tracked alto flute and concert flute parts 
• Can be played by flute ensemble, flexible ensemble or flute and percussion duo 
• Jane improvised a solo over the multi-track basis, then transcribed the melody 

→  listen to an alternate live version 

Composition Activity #4 

Improvise in pairs on the notes of the G harmonic minor scale, and over the bass line cell (see 
below). Alternate between one person improvising for 8 bars while the other plays the bass line, 
then switch roles. You might even like to create a unison turnaround (as in Lift Up Your Veil) to 
lead into the next solo. When playing, aim to have conversations with the other musicians – tell 
a story, respond with another story, follow then lead. Learn Jane’s solo (see below) to inspire 
melodic ideas of your own – notice the effectiveness of rhythmic and harmonic repetition.  
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Jane’s flute 
improvisation

Repeated one 
bar bass line

https://www.youtube.com/watch?v=yojI_VD-4Ok
https://youtu.be/E4ff6COECRo


In addition to the suggestions on improvisation above (page 10), build some Mannheim devices 
into your ensemble – either pre-planned or improvised: 

Crescendo – whole group gets louder 

Rocket – quickly ascend 

Roller – combine crescendo and rocket over a static repeating bass figure 

Climax – sudden explosion 

Pause – sudden total silence, used extensively in jazz and popular music to great dramatic 
effect 

Extension: Input the bass line cell into a DAW (Digital Audio Workstation) on a computer, tablet 
or phone – e.g.,  GarageBand, Soundtrap or Soundnation – by recording yourself playing, 
playing it via a MIDI keyboard, or entering it manually note by note. On a different track, add a 
melody you have composed or an improvisation. Experiment with adding different looped 
material to the mix (e.g., further rhythmic cells, sounds or textures) to complement or contrast 
your melody and bass. Work out a structure and arrange your recorded material into a self-
contained piece. 

Jasmine Flower 

→  listen to the track 

Jasmine Flower is based on an 18th-century Chinese Qing Dynasty (1735–96) melody called 
Mòlìhuā. The most well-known versions are from the Jiangsu and Zhejiang provinces. In 1924, 
Italian opera composer Giacomo Puccini (1858–1924) incorporated the melody into his final 
opera Turandot, introducing it to Western audiences. It remains one of the most widely-
recognised Chinese melodies in the world today. 

Musical Observations and Analysis 

The melody of Jasmine Flower transcribed: 
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https://itunes.apple.com/us/app/garageband/id682658836?mt=12&ign-mpt=uo=4
https://www.soundtrap.com/edu/
https://soundation.com
https://www.youtube.com/watch?v=EJRFG8AeMJ8
https://youtu.be/9c8Id1rCs94?t=35


It is based entirely on the G major pentatonic scale: 

Play, Compare and Discuss 

• Play the melody on available instruments 

• Discuss which features of the melody make it distinctive – e.g., tonality, phrase lengths, 
intervallic movement, range 

→  listen again to the Rutter/Huie version of Jasmine Flower 

• Compare it with your performed version 
• What flute techniques are used to vary the melody and change the tone colour?  
• What instrument accompanies the flute? 
• What other instruments could you use to arrange this piece? 

Extension: Listen to The Mountains of the East from Puccini’s Turandot and follow it along with 
the reduced vocal score (begins on page 58, between figures 19–21). Make a note of the 
similarities between this and and the original Chinese version of Jasmine Flower. 

The notated melody: 

 

As a further comparison, listen to a different version – for example John Huie’s Shanghai jazz 
arrangement. How recognisable is the original melody when played in different styles? 
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https://www.youtube.com/watch?v=EJRFG8AeMJ8
https://www.youtube.com/watch?v=-PkS2HQj9ZE
http://petruccilibrary.ca/files/imglnks/caimg/8/80/IMSLP35165-Puccini_-_Turandot_vocal_score_.pdf
https://www.youtube.com/watch?v=T3gIHQm53sQ
https://www.youtube.com/watch?v=T3gIHQm53sQ


Composition Activity #5 

Create your own arrangement of Jasmine Flower. Some ideas that you could implement in your 
work are: 

• Play the melody and harmonise it with your own chords. Expand this by creating a harmonic 
accompaniment that supports the melody 

• Compose a variation on the original melody. Consider how you might introduce expressive 
techniques that are idiomatic to the instrument you are writing for 

• Experiment with transforming Jasmine Flower into different musical styles – e.g., for string 
quartet in a Romantic style, an improvising ensemble, rock band or electro-acoustic 
soundscape 

Final Thoughts 

Third Culture thrives by creating a vital and inclusive musical environment. Each member is 
simultaneously composer, performer, student and teacher, and many different musical styles – 
classical, contemporary art music, rock, jazz, electronic, global and non-western classical – sit 
comfortably side by side. 

Pinpointing specific periods and their musical attributes is essential in becoming an informed 
musician or composer, but do not forget that musical innovation and inventiveness are reliant on 
developing your own musical style and direction through listening to a wide variety of music, 
along with trial and error. Compose for instruments and players you have access to, be flexible, 
and allow your compositional process to grow by absorbing what your colleagues and teachers 
think and do.
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