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13 MARCH 
THURSDAY SERIES 8
Helsinki Music Centre at 19.00

Hannu Lintu, conductor
Helena Juntunen, soprano
Jenny Carlstedt, alto 
Tuomas Katajala, tenor
Neal Davies, bass-baritone
Helsinki Music Centre Choir, coach. Tapani Länsiö  

Aarre Merikanto: Genesis 20 min

INTERVAL 20 min

Ludwig van Beethoven: Symphony No. 9 65 min

I Allegro ma non troppo, un poco maestoso 
II Molto vivace 
III Adagio molto e cantabile 
IV Presto – Allegro assai (An die Freude)

Interval at about 19.30. The concert ends at about 21.00. 
Broadcast live on Yle Radio 1, the internet (yle.fi/klassinen) and Yle Teema. 
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AARRE MERIKANTO 
(1893–1958): GENESIS

The career of Aarre Merikanto has of-
ten been roughly divided into an early 
radical period and a more conventional 
later one tempered by the disappoint-
ments suffered in his youth. While it is 
true that Merikanto was indeed embit-
tered by never hearing his opera Juha 
and certain other masterpieces of the 
1920s performed, the simpler style that 
began in the 1930s may just as well 
have been the result of his own person-
al development.

Genesis (1956) is a setting of a poem 
of the same name by Toivo Lyy. The ti-
tle alludes to the first book in the Bible, 
telling how the world and man were 
created. These are also the topics of 
Lyy’s poem: the wonder of creation in 
the metaphorical and artistic sense.

Merikanto’s work is shaped by Lyy’s 
poem, its rises and falls. A mysterious 
primeval void prevails at the begin-
ning; the mood is one of expectation. 
The music gradually gains strength and 
builds up to the first climax, the mo-
ment of fertilisation. This is followed by 
a more static passage before reaching 
a second climax. The end is tranquil, 
but still not without an air of mystery.

Genesis, and the Tuhma that fol-
lowed, were to be Merikanto’s last lar-
gish works. The closing years of his life 
were overshadowed by the lung cancer 
diagnosed in summer 1957 that led to 
his untimely death in September 1958.

LUDWIG VAN 
BEETHOVEN 
(1770–1827): 
SYMPHONY NO. 9
Beethoven’s Ninth was not only the 
crowning glory of his achievement as 
a symphonist; it also marked the start 
of something new. Both the unprec-
edented scale of the work, and the 
use of voices and a text in the finale 
meant a radical new departure in the 
history of the symphony and point-
ed the way to the monumental works 
of the Romantic era, right up to the 
world-embracing symphonic visions of 
Mahler.

The premiere of the Ninth Symphony 
in Vienna on 7 May 1824 was a to-
tal triumph for the deaf master. The 
Allgemeine musikalische Zeitung wrote: 
“Beethoven’s inexhaustible genius has 
shown us a new world, revealing the 
magical secrets of a holy art that we 
had never before heard or imagined!”

The scale of the symphony is mani-
fested in the first movement in musical 
thinking of quite new and monumen-
tal proportions. The movement emerg-
es out of empty space, first with a bare, 
open fifth, then swelling into a rugged 
unison outburst. The Scherzo is – un-
usually – the second movement and 
the slow one the third. The outer sec-
tions, initially airy but later boisterous, 
are offset by a sunny trio that already 
shows a glimpse of the “joy theme” of 
the finale. The slow movement, of su-
pernatural beauty, was to serve as a 
model for many Romantics, above all 
Bruckner.
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Using a text faced Beethoven with a 
completely new conundrum in the fi-
nale, because he had to construct it on 
new premises instead of falling back on 
the conventional formats. The complex 
structure may be seen as constituting 
a four-movement symphonic format in 
miniature. It begins with a sort of in-
troduction the groping impression of 
which is enhanced by flashbacks to the 
three previous movements, and the 
statement in several variations of the 
hymn-like joy theme at the core. The 
baritone’s proclamation (Beethoven’s 
own words) turns the music towards 
“pleasing and more joyful sounds” and 
the hymn theme now erupts in all its 
splendour. The tenor’s military march 
(“Froh, wie seine Sonnen”) and the 
double orchestral fugue create a scher-
zo-like section in 6/8 time. A new ver-
sion of the Ode to Joy carries the music 
on to a “slow movement” as the male 
voices enter with “Seid umschlungen 
Millionen”, and the “finale” culminates 
in an ecstatic burst of joy.

Kimmo Korhonen (abridged)

HANNU LINTU

Hannu Lintu, to begin this concert you 
have chosen to conduct Aarre Merikanto’s 
Genesis, a work composed in 1956. People 
today tend to think Merikanto produced 
his best works during his modernist period 
of the 1920s, so has the more conserva-
tive Merikanto of the 1950s quite simply 
been overshadowed?

Merikanto was one of the 1920s mod-
ernists who did not get a very favour-
able press at home in Finland. It’s true 
that he got frustrated by this hostility 
and gave up using certain expressionist 
devices from the late 1930s onwards. 
But was that early style fundamentally 
the true Merikanto, or was it to some 
extent the wavering of a young com-
poser between avant-gardist influences 
from abroad and the search for a style 
of his own? It’s a mistake to imagine 
that Merikanto later drifted into com-
posing in a way that went completely 
against his own style or vision. He per-
sonally thought Genesis was a very suc-
cessful work.

The texture of many of the orches-
tral pieces of Merikanto’s early period 
is sometimes rather messy. I cannot 
help feeling that he had a somewhat 
one-sided understanding of Scriabin. 
Although his later output does carry an 
air of renunciation, it does embrace a 
lot of music I value because of its clar-
ity. There is more evidence in them of 
the technical skills he learnt from, say, 
Reger. Genesis belongs in this category. 
It doesn’t attempt to bluster and there 
is no world-embracing symbolism; in-
stead, the poem and the music are 
touchingly and beautifully balanced. In 
style, and especially its harmonies, it is 
very modern in fact.

What does Merikanto’s Genesis have 
in common with Beethoven’s Ninth 
Symphony?

It’s interesting to compare composi-
tions that count among their com-
poser’s last great works. Here are two 
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examples of what a creative person’s 
world may look like. Despite their mu-
sical differences, both have depth and 
clarity of content: you don’t have to 
rack your brains to understand what 
they’re about. Beethoven’s Ninth 
Symphony can very well be paired with 
another work. This is not very often 
done, because it’s often felt that, be-
ing an epic work with weighty content, 
it’s longer than it actually is. But then 
Merikanto’s Genesis is a bit difficult to 
place in any programme because of its 
scoring and its length.

Beethoven in general and his Ninth 
Symphony in particular are known to be 
extremely tough to sing, and it’s no easi-
er for the players. Can the conductor do 
anything to make life easier for the per-
formers?

Not much. Take the last pages in the 
score, for example: if you do them so 
that there really is time to play every 
note, you have to reduce the tempo 
considerably. The friction generated by 
the difficulties is what gives the work 
its specific colour. The choir’s parts real-
ly are terribly high. I don’t know wheth-
er it’s because we tune higher nowa-
days than they did in the early 19th 
century, or because Beethoven’s inner 
ear worked in a different way after he 
went deaf. Beethoven often calls upon 
his interpreters to seek extreme solu-
tions, and I’m not talking just about 
tempos, but also about rhythm, tim-
bre and form. To my mind, Beethoven 
shouldn’t let anyone have an easy time; 
it’s part of his charm.

What do you think about Beethoven’s 
motive? Why did he feel compelled to in-
clude a text in his symphony?

Thinking of Beethoven’s output as a 
whole, it even seems a surprisingly nat-
ural solution. After all, he had already 
composed some cantatas and a cho-
ral fantasy. He had, right from the very 
outset, had an obsession for breaking 
with the symphonic tradition. The First 
Symphony, after all, begins with a sev-
enth chord, a secondary dominant. It’s 
an effect that must have caused his 
contemporaries some serious physi-
cal reactions. To the finale of the Fifth 
Symphony he adds trombones and a 
piccolo. To me, it’s no wonder that he 
ultimately ended up using a human 
voice as well.

His use of a text, and the one he 
chose, was of course also a social 
statement. Beethoven was a political-
ly aware member of society, even if an 
extremely wavering one. He composed 
works for the Congress of Vienna, for 
example, among them the cantata Der 
glorreiche Augenblick. For a former 
fan of Napoleon, this shows him as a 
phenomenal political weather vane. 
He nevertheless lived long enough to 
see that not even the decisions of the 
Congress of Vienna would hold. In the 
end he seemed to transform his politi-
cal views into an ideal, because he saw 
that none of the social upheavals in his 
day led to a workable solution. Maybe 
he thought the only remaining option 
was a great unity, a sort of utopia in 
which all love one another under the 
aegis of a wise divinity.
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How do you approach a work like this, 
such a powerful icon? Do you have to 
strip it of its iconic essence?

Whether or not the performer wants to 
create that icon undoubtedly depends 
on the individual. Each time I begin to 
read the score of Beethoven’s Ninth, I 
try, as it were, to think clearly and clas-
sically: “no lingering there”, “must keep 
it moving there” and “and don’t make 
too much of this point”. Once rehears-
als begin, these intentions always tend 
to go by the board. Theatricality and 
emotionalism begin to hit in. This is a 
work that’s easily seen through late-Ro-
mantic spectacles. Brahms, Mahler, and 
even the second Viennese school owe a 
lot to late Beethoven. Which is possibly 
why readings of Beethoven nowadays 
easily acquire features that would have 
seemed alien in the early 19th century.

The finale reminds me more of an 
iconostasis than a symphonic con-
struct. This, of course, is also because 
of Schiller’s poem, which is – if I may 
say so – made up of fragmentary and 
somewhat grandiloquent phrases. The 
poem “Ode an die Freude” does not re-
ally speak to me, except where it clear-
ly spoke to Beethoven. An example is 
“Ahnest du den Schöpfer, Welt”, where 
Beethoven momentarily divests him-
self of his hardened deist robe and ad-
mits that the invisible world is present 
in all our lives.

Lotta Emanuelsson

HELENA JUNTUNEN

Helena Juntunen is one of the most il-
lustrious young Finnish sopranos now 
making an international career. It be-
gan with victory in many competi-
tions, starting with the first prize for 
women in the Lappeenranta Singing 
Competition in 2002. In October 2006 
she was awarded the Karita Mattila 
Prize.

A graduate of the Sibelius Academy, 
where she studied with Anita Välkki, 
Helena Juntunen made her profes-
sional breakthrough as Marguerite 
in Gounod’s Faust at the 2002 
Savonlinna Opera Festival. It was also 
as Marguerite that she made her de-
but at Connecticut Opera in the USA 
in 2004. Two years later she won 
European hearts as Pamina in Mozart’s 
The Magic Flute at the Vienna Festival 
– a role she has since sung in Brussels, 
Nancy, Minnesota, Vienna, Aix-en-
Provence, at the Finnish National 
Opera and elsewhere.

Highlights of recent seasons have in-
cluded a recital at the Wigmore Hall in 
London, a Finnish tour with the Radio 
Symphony Orchestra and conductor 
Hannu Lintu, and appearances with 
orchestras as far apart as London and 
Sydney under the baton of Vladimir 
Ashkenazy.

In January 2009, BIS Records released 
a disc of Sibelius songs sung by Helena 
Juntunen and mezzo-soprano Monica 
Groop with pianist Folke Gräsbeck as 
part of its project recording the com-
plete Sibelius works. One of Helena 
Juntunen’s most recent solo discs is of 
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Mozart arias and overtures (Alba) with 
the Oulu Symphony Orchestra and 
Dmitri Slobodeniouk.

JENNY CARLSTEDT
Jenny Carlstedt’s career dates back to 
1999, when she won the second prize in 
the Lappeenranta Singing Competition; 
this brought her invitations to appear 
with many Finnish choirs and orches-
tras. She has also been the winner of 
the Susan Longfield Competition and 
the Harold Rosenthal Prize.

Having completed her voice studies 
at the Sibelius Academy in 1999, she 
continued at the Guildhall School of 
Music & Drama in London from 1998 
to 2000, in the opera class directed by 
Rudolf Piernay.

Jenny Carlstedt made her oper-
atic debut in 2000, as Cherubino in 
Mozart’s The Marriage of Figaro, at 
Clonter Opera in England. She has been 
a member of the Frankfurt Opera solo 
ensemble since autumn 2002, singing 
such parts as Gretel in Humperdinck’s 
Hansel and Gretel, Varvara in Janáček’s 
Kát’a Kabanová, Rosina in Rossini’s The 
Barber of Seville, Dorabella in Mozart’s 
Così fan tutte, Siebel in Gounod’s 
Faust and Pauline in Tchaikovsky’s The 
Queen of Spades.

Baroque music, and especially Bach, 
has always held high priority for Jenny 
Carlstedt and she has many oratorios in 
her repertoire. In addition to the Nordic 
countries she has sung at the Wigmore 
Hall in London, been the soloist with 
Helmut Rilling’s Bach Collegium on tour 
to Italy and Germany, and in Singapore, 
Tokyo and elsewhere. Her discogra-

phy includes the opera Katrina with 
the Radio Symphony Orchestra under 
Petri Sakari, Nordic songs with Gustav 
Djupsjöbacka (Naxos) and Wagner’s 
Rheingold and Korngold’s Die tote 
Stadt with Frankfurt Opera (Oehms).

TUOMAS KATAJALA
Tuomas Katajala studied with Esko 
Jurvelin and Peter Lindroos at the 
Sibelius Academy and spent autumn 
2003 studying with Stephen Kramer 
and Sergio La Stella in Rome on a grant 
from the Finnish Cultural Foundation. 
He also built up his Lied repertoire in 
the masterclass of Udo Reinemann at 
the Amsterdam Conservatory.

Winner of the first prize in the 
Jyväskylä International Tenor 
Competition in 2002, Tuomas Katajala 
went on to claim the top prize in the in-
ternational Musica Sacra competition 
– the only one of its kind in the world 
– in Rome in 2003.The following year 
he came second in the Gösta Winbergh 
Tenor Competition in Stockholm.

His solo engagements have tak-
en Tuomas Katajala across Finland 
and Europe, for appearances in such 
works as Bach’s St. Matthew Passion, 
St. John Passion, Christmas Oratorio 
and Magnificat, Handel’s Messiah, 
Beethoven’s Ninth Symphony, Mozart’s 
Requiem and Verdi’s Requiem. He is 
also an active champion of contempo-
rary music. In 2004 he was one of the 
soloists with the FRSO in the premiere 
performance of Armas Launis’s opera 
Aslak Hetta, which was recorded on the 
Ondine label.
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Tuomas Katajala has also been 
the soloist with, among many oth-
ers, the London Festival Orchestra, 
the St. Petersburg Philharmonic, the 
St. Petersburg Hermitage Orchestra, 
the Stockholm Baroque Ensemble, 
the Sixth Floor Orchestra, the Helsinki 
Baroque Orchestra, the FRSO and 
the Helsinki Philharmonic Orchestra. 
He has been a soloist at the Finnish 
National Opera since the 2009/2010 
season, his assignments there includ-
ing the part of Fenton in Falstaff, 
Ferrando in Così fan tutte and the title 
role in Albert Herring.

NEAL DAVIES
Neal Davies studied at King’s College, 
London, and the Royal Academy of 
Music, and won the Lieder Prize at 
the 1991 Cardiff Singer of the World 
Competition. He has appeared with the 
Oslo Philharmonic, the BBC Symphony, 
the Cleveland Orchestra, the London 
Symphony, the Vienna Philharmonic 
and many other prestigious orches-
tras and been a regular guest of the 
Edinburgh Festival and the BBC Proms. 

His wide discography includes 
Messiah, Theodora, Saul and The 
Creation (Gramophone Award 2008), 
and Britten’s Billy Budd (Grammy 
Award, 2010). He has recorded 
Beethoven’s Ninth Symphony with 
Osmo Vänskä and the Minnesota 
Orchestra.

Operatic appearances have in-
cluded performances in Julius Caesar 
and The Marriage of Figaro at the 
Royal Opera House, Covent Garden, 
Radamisto for the Opera de Marseille, 
Don Giovanni for the Scottish Opera 

and the Montreal Opera, and Così fan 
tutte, The Magic Flute and Madama 
Butterfly for Welsh National Opera. 
He made his debut with Lyric Opera 
of Chicago as Major General Stanley 
in Gilbert & Sullivan’s The Pirates of 
Penzance and with William Christie 
and Les Arts Florissants has sung in 
the Aix-n-Provence Festival production 
of Charpentier’s David et Jonathas at 
Aix, Edinburgh and New York.

His engagements this season include 
a return to both English National Opera 
and the Royal Opera, Covent Garden.

THE HELSINKI MUSIC 
CENTRE CHOIR
Founded in autumn 2011 on the ini-
tiative of Hannu Lintu, Jukka-Pekka 
Saraste and John Storgårds, the 
Helsinki Music Centre Choir of about 
80 singers can, as required, regroup 
as a male, female or chamber choir. 
It works in close partnership with the 
main Helsinki Music Centre occupants: 
the Finnish Radio Symphony Orchestra, 
the Helsinki Philharmonic Orchestra 
and the Sibelius Academy. Its Artistic 
Director has from the very beginning 
been composer Tapani Länsiö.

The Helsinki Music Centre Choir 
made its debut in 2012 with a per-
formance of Brahms’s Ein Deutsches 
Requiem with the FRSO under Jukka-
Pekka Saraste and ended its first year 
with Beethoven’s Ode to Joy. On that 
occasion Leif Segerstam conducted 
the Helsinki Philharmonic Orchestra.

All in all, the Choir’s repertoire con-
sists mainly of symphonic choral and 
orchestral works. It is jointly planned 



8

THE FINNISH 
RADIO SYMPHONY 
ORCHESTRA

The Finnish Radio Symphony Orchestra 
(FRSO) is the orchestra of the Finnish 
Broadcasting Company (Yle). Its missi-
on is to produce and promote Finnish 
musical culture and its Chief Conductor 
as of autumn 2013 is Hannu Lintu.

The Radio Orchestra of ten players 
founded in 1927 grew to symphony or-
chestra strength in the 1960s. Its previo-
us Chief Conductors have been Toivo 
Haapanen, Nils-Eric Fougstedt, Paavo 
Berglund, Okko Kamu, Leif Segerstam, 
Jukka-Pekka Saraste and Sakari 
Oramo. The FRSO has two Honorary 
Conductors: Jukka-Pekka Saraste and 
Sakari Oramo.

The latest contemporary music is 
a major item in the repertoire of the 
FRSO, which each year premieres a 
number of Yle commissions. Another 
of the orchestra’s tasks is to record all 
Finnish orchestral music for the Yle ar-
chive. During the 2013/2014 season it 
will premiere six Finnish works commis-
sioned by Yle. 

The FRSO has recorded works by 
Eötvös, Nielsen, Hakola, Lindberg, 
Saariaho, Sallinen, Kaipainen, Kokkonen 
and others, and the debut disc of the 
opera Aslak Hetta by Armas Launis. Its 
discs have reaped some major distinc-
tions, such as the BBC Music Magazine 
Award and the Académie Charles Cros 
Award. The disc of the Sibelius and 
Lindberg violin concertos (Sony BMG) 
with Lisa Batiashvili as the soloist recei-
ved the MIDEM Classical Award in 2008, 
in which year the New York Times chose 
the other Lindberg disc as its Record of 
the Year.

The FRSO regularly tours to all parts 
of the world. During the 2013/2014 sea-
son it will be visiting Central Europe un-
der the baton of Hannu Lintu.

All the FRSO concerts both in Finland 
and abroad are broadcast, usually live, 
on Yle Radio 1. They can also be heard 
and watched with excellent stream qua-
lity on yle.fi/klassinen.

over the long term by the three 
Helsinki Music Centre occupants and 
also includes unaccompanied music 
for large choir, not forgetting contem-
porary music. Each year the Helsinki 
Music Centre Choir gives its own a cap-
pella concert devoted to hymns in the 
Centre’s main concert hall on the even-
ing of All Saints’ Day.

The Choir appears in concert from 
eight to ten times a year, mainly at the 
Helsinki Music Centre but also at oth-
er venues, such as the Organ and Aria 
festival in Espoo. The members of the 
Choir are amateurs with a passion for 
singing.


