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26 SEPTEMBER  
FRIDAY SERIES 2 
Helsinki Music Centre at 19

Thomas Zehetmair, conductor & violin

György Ligeti: Ramifications 8 min

Robert Schumann: Violin Concerto in A Minor, Op. 129 31 min

I Nicht zu schnell 
II Langsam 
III Sehr lebhaft

INTERVAL 20 min 

Charles Ives: The Unanswered Question 8 min

Franz Schubert: Symphony No. 6 in C Major D. 589,  30 min

The ‘Little’ C Major 
I Adagio – Allegro 
II Andante 
III Scherzo (Presto) – Trio (Più lento) 
IV Allegro moderato
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The LATE-NIGHT CHAMBER MUSIC will begin in the main Concert 
Hall after an interval of about 10 minutes. Those attending are asked to take 
(unnumbered) seats in the stalls.

Petri Aarnio, violin
Siljamari Heikinheimo, violin 
Ilari Angervo, viola
Jussi Tuhkanen, viola 
Tuomas Lehto, cello 

Johannes Brahms: String Quintet No. 2 in G Major,  29 min
Op. 111 

I Allegro non troppo, ma con brio 
II Adagio
III Un poco allegretto 
IV Vivace, ma non troppo presto

Interval at about 19.55. The concert ends at about 21.05. 
The late-night music ends at about 21.55.
Broadcast live on Yle Radio 1 and the internet (yle.fi/rso).
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GYÖRGY LIGETI 
(1923–2006): 
RAMIFICATIONS

György Ligeti has gone down in histo-
ry as the micropolyphony man. While 
many others were messing about with 
grey, undifferentiated clusters, Ligeti 
was addressing the anatomy of com-
plex situations. One of the results was 
Atmosphères (1961), in which the myr-
iad details of webs of sound confute 
one another to create a hum like star-
dust in outer space. His later, more 
finely-filtered departures along this 
same micropolyphonic road, such as 
Lontano (1967), Ramifications (1969), 
the Chamber Concerto (1970), Melodien 
(1971) and San Francisco Polyphony 
(1974) were all highly individual compo-
sitions with an aesthetic of their own, 
and each added something that had 
never been heard before.

Ramifications has to some extent 
been overshadowed by the cult works 
Atmosphères, Lontano and Melodien, 
possibly because the new element was 
one of quantity rather than of quality. 
For in it Ligeti experimented with even 
denser clusters by introducing pitch-
es in between the traditional adjacent 
ones. Normally, these would be called 
microtones, but Ligeti thought using 
microtones was too sterile; for he want-
ed to compose music that was not “mi-
crotonal” but “mistuned”, as if the har-
monies have been botched. To do this, 
he split his string orchestra into two 
groups: one group playing with normal 
tuning (a=440 Hz) and the other high-
er (a=453 Hz). There is a slight paradox 

here in that the precise specification of 
“mistuning” is not intended to produce 
precise results.

 Ramifications was composed in 1969 
as a ‘thank you’ to the Koussevitzky 
Music Foundation for a prize it had 
awarded him. It exists in two versions, 
one for string orchestra and the oth-
er for 12 string soloists. Ligeti later fa-
voured the latter version, but both are 
performed in equal measure.

ROBERT SCHUMANN 
(1810–1856): 
VIOLIN CONCERTO IN A 
MINOR, OP. 129

Schumann wrote a Violin Concerto, in 
D minor, in 1853 but did not assign it 
an opus number. As was often the case 
with Schumann, he had put on a real 
spurt, and composed it in only three 
weeks. But what happened afterwards 
is most macabre. His concerto had 
been intended for the Hungarian violin-
ist Joseph Joachim, at the time a rising 
star barely 20 years old. Joachim was to 
have premiered the concerto in January 
1854, but despite wading through it 
at the rehearsals, he exchanged it for 
Schumann’s Fantasia at the actual con-
cert and never played the concerto in 
public. Instead, he hid the manuscript 
at home, and before his death in 1907 
ordered that no one was to perform or 
publish it until a century had passed 
since Schumann’s death, i.e. in 1956. In 
the 1930s, two of Joachim’s close rela-
tives claimed to have received a mes-
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sage from the maestro himself at a 
spiritual séance, ordering them to delve 
into the archives of the Prussian State 
Library. And there indeed they did dis-
cover the concerto. It was premiered by 
the Berlin Philharmonic Orchestra with 
Georg Kulenkampff as the soloist in 
November 1937.

The first movement begins dramati-
cally before taking a more lyrical turn. 
The slow movement is more serene, a 
real intermezzo, and the finale scamp-
ers round in Polonaise rhythms. The 
Finnish listener may detect certain af-
finities with the Sibelius violin concer-
to, but these are entirely incidental, 
since no one had heard Schumann’s 
concerto in the early years of the 20th 
century.

CHARLES IVES 
(1874–1954): 
THE UNANSWERED 
QUESTION

Charles Ives is, for many reasons, 
looked upon as the most American of 
all American composers. He was fasci-
nated by pluralism – a pluralism that 
may be regarded as a well-meaning re-
action to the “melting pot of cultures” 
in a society of immigrants.

The role of Ives in The Unanswered 
Question of 1908 is that of a Socratic 
poser of questions rather than of an-
swers. Together with its sister work 
Central Park in the Dark, it was Ives’s 
first departure from the academic tra-
dition. Ives was born in the same year 

as Schönberg, so he was forging a 
path of his own at the same time as 
his Viennese colleagues were strik-
ing at the very foundations of musical 
composition on the other side of the 
Atlantic. The fact that he first decided 
to call the two works A Contemplation of 
a Serious Matter and A Contemplation of 
Nothing Serious says something about 
his sense of humour. But although he 
later changed the names, the story 
does indicate that he originally intend-
ed The Unanswered Question to tackle 
fundamental issues. After retiring from 
his job as an insurance executive and 
actuary in the 1930s, he produced a 
new version of the piece, emphasis-
ing the mystical dimension and mak-
ing the programme more concrete. A 
third version, requiring a larger orches-
tra, followed in 1946.

The Unanswered Question is likewise 
a collage, though a very moderate one 
compared with many of Ives’s later 
works. The music operates at three lev-
els. The strings weave a heavenly tri-
ad texture from beginning to end, not 
reacting to anything that happens in 
the other layers. According to the pro-
gramme note, it represents “the silence 
of the druids – who know, see and hear 
nothing”. Against this background, 
the trumpet asks “the perennial ques-
tion of existence”, seven times in all. 
The woodwinds are “fighting answer-
ers”, their job being to make human 
attempts at providing an answer even 
though their answers each time stray 
further from their mark. The seventh 
time they give up, and the question is 
met with silence.
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FRANZ SCHUBERT 
(1797–1828): 
SYMPHONY NO. 6 IN C 
MAJOR
Schubert was only 20 when he wrote 
his Symphony no. 6 in 1817–1818. No 
grave illnesses had yet made their pres-
ence known, and although poverty was 
his constant companion, he led a pleas-
ant Bohemian life with his friends. If 
one of them happened to have a few 
coins to rub together, they all had 
enough to eat and drink, and if no one 
did, they just hung out together.

The Symphony no. 6 is also known 
as the ‘Little’ C major, solely to distin-
guish it from the later symphony in the 
same key cast on an unusually large 
scale; Schumann wrote of the heav-
enly length of the ‘Great’ C major sym-
phony of 1826. In other respects, the 
sixth symphony does not deserve to 
be called ‘Little’. Lasting just over half 
an hour in performance, it is a per-
fectly normal representative of its gen-
re. Funnily enough, Schubert himself 
wrote on the title page, Grosse Sinfonie 
in C.

The slow introduction to the first 
movement is vaguely indebted to the 
Beethoven symphony in the same key 
of 1800, but once the Allegro gets un-
der way, it immediately enters the bel 
canto opera domain. The Andante, pre-
senting and repeating its thematic 
material at a leisurely pace, is close-
ly reminiscent of Haydn, whereas the 
zippy Scherzo lets rip on Beethovenian 
territory. The finale draws on many in-
gredients, and in it Schubert achieves 
a working blend of Mozartian themes 

and traits recognisable from Rossini’s 
overtures.

Programme notes by Jouni Kaipainen 
translated (abridged) by Susan Sinisalo

THOMAS ZEHETMAIR

One of the most outstanding violinists 
of his generation, Thomas Zehetmair 
has made his mark not only as a soloist 
but also as a conductor and a chamber 
musician. His multiple role won him the 
German Record Critics’ Award in 2005. 
He is Music Director of the Northern 
Sinfonia in the UK, Artistic Partner of 
the St. Paul Chamber Orchestra, USA 
and Principal Conductor and Artistic 
Advisor of the Orchestre de chambre 
de Paris, France.

With the Northern Sinfonia Zehetmair 
has toured in Asia, the Netherlands, 
the Nordic countries and Germany. As 
a guest conductor, he works with such 
orchestras as the Hallé, the Bavarian 
Radio Symphony, the Rotterdam 
Philharmonic, the Orchestre National 
de Lyon, the Camerata Salzburg and 
the Konzerthausorchester Berlin.

As a violinist, Thomas Zehetmair 
has recorded nearly the entire vio-
lin repertoire and won many major 
disc awards. His recordings with the 
Northern Sinfonia include the Brahms 
and Stravinsky violin concertos and 
symphonies by Sibelius and Schumann.

Thomas Zehetmair holds honorary 
doctorates from the Music Academy 
Franz Liszt in Weimar and Newcastle 
University, UK.
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THE FINNISH 
RADIO SYMPHONY 
ORCHESTRA

The Finnish Radio Symphony Orchestra 
(FRSO) is the orchestra of the Finnish 
Broadcasting Company (Yle). Its mis-
sion is to produce and promote Finnish 
musical culture and its Chief Conductor 
as of autumn 2013 is Hannu Lintu. The 
FRSO has two Honorary Conductors: 
Jukka-Pekka Saraste and Sakari Oramo.

The Radio Orchestra of ten players 
founded in 1927 grew to symphony or-
chestra strength in the 1960s. Hannu 
Lintu was preceded as Chief Conductor 
by Toivo Haapanen, Nils-Eric Fougstedt, 
Paavo Berglund, Okko Kamu, Leif 
Segerstam, Jukka-Pekka Saraste and 
most recently Sakari Oramo. 

In addition to the great Classical-
Romantic masterpieces, the latest con-
temporary music is a major item in the 
repertoire of the FRSO, which each 
year premieres a number of Yle com-
missions. Another of the orchestra’s 
tasks is to record all Finnish orches-
tral music for the Yle archive. During 
the 2014/2015 season it will premiere 
four Finnish works commissioned by 
Yle. The programme will also include 
colourful orchestral poems by Richard 
Strauss, symphonies by Shostakovich 
and Haydn’s great The Creation. The 
orchestra’s distinguished guests will in-
clude conductors Leonard Slatkin, Kent 
Nagano, Herbert Blomstedt and Esa-
Pekka Salonen, soprano Karita Mattila, 
violist Tabea Zimmermann and pianist 
Olli Mustonen.

The FRSO has recorded works 
by Ligeti, 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 
prestigious distinctions, such as the 
BBC Music Magazine Award and the 
Académie Charles Cros Award. The disc 
of the Sibelius and Lindberg violin con-
certos was Gramophone magazine’s 
Editor’s Choice in February 2014.

The FRSO regularly tours to all parts 
of the world. One of the many high-
lights of the 2013/2014 season was 
a critically-acclaimed concert con-
ducted by Hannu Lintu at the Vienna 
Musikverein during a tour of Central 
Europe. During the 2014/2015 sea-
son the orchestra, under the baton of 
Hannu Lintu, will appear in Stockholm 
and Moscow and tour Finland. It will 
also visit the EBU Festival in Bucharest 
with Joshua Weilerstein as its conduc-
tor.

The home channel of the FRSO is Yle 
Radio 1, which broadcasts all its con-
certs, usually live, both in Finland and 
abroad. Its concerts can also be heard 
and watched with excellent live stream 
quality on the FRSO website (yle.fi/rso), 
and the majority of them are televised 
live on the Yle Teema channel.


