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24.11.  
FRIDAY SERIES 6
Helsinki Music Centre at 19.00

CENTENARY OF THE FINNISH MUSICIANS’ UNION

Hannu Lintu, conductor
Lisa Batiashvili, violin

Erkki Melartin: Traumgesicht, Op. 70 16 min

Anders Hillborg: Violin Concerto No. 2, fpF 24 min

INTERVAL 20 min

Antti Auvinen: Turbo Aria, fp (commissioned jointly by  20 min
Yle and the Finnish Musicians’ Union)
 

Alexander Scriabin: Le Poême de l’extase, Op. 54 23 min
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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.

Yuki Koyama, flute
Jorma Valjakka, oboe
Giuseppe Gentile, clarinet
Otto Virtanen, bassoon
Jukka Harju, French horn 

Joonas Kokkonen: Quintet for Winds 13 min
I Andante 
II Allegro vivace
III Moderato, quasi allegretto 
IV Allegro

Interval at about 19:55. 
The concert will end at about 21:15,
the late-night chamber music at about 21:45.
Broadcast live on Yle Radio 1 and at yle.fi/areena. The concert will be shown 
in two parts in the programme RSO Musiikkitalossa (The FRSO at the Helsinki 
Music Centre) on the Yle Teema channel on 3.12. and 10.12. with repeats on Yle 
TV 1 on 9.12. and 16.12.
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NOCTURNAL VISIONS

Traumgesicht by Finnish composer Erkki 
Melartin ((1875–1937) has an interest-
ing history. It was heard at a concert by 
the FRSO conducted by Hannu Lintu 
in autumn 2013 for the first time since 
1932, when the Helsinki Philharmonic 
Orchestra performed it under Georg 
Schnéevoigt and the title Symphonische 
Musik. Why it had been left to slumber 
for over 80 years is difficult to imagine, 
for it is a work like no other in the histo-
ry of Finnish music. The fact that Hannu 
Lintu has chosen to play it again so soon 
is proof of its quality and strength.

When Traumgesicht was first heard in 
St. Petersburg on Christmas Eve 1910, 
the 1,400-seat hall was packed with peo-
ple who had flocked to hear the great 
bass Feodor Chaliapin; but the piece 
by Melartin did not pass unnoticed. 
Melartin, then 35, was there to conduct 
it in person, and it must have been a 
fantastic experience and the highlight 
of his career so far.

What, then, makes Traumgesicht so 
special? First: the orchestra, which is 
bigger than for any Finnish work so far 
and twice the size of the one in Helsinki; 
Melartin was undoubtedly inspired by 
this. The large string section is at one 
point split into five divisions and there 
are triple winds. The percussion section 
was unusually large for the times, and 
there are even two harps. Some subse-
quent performances in Helsinki have un-
doubtedly had to manage with a smaller 
ensemble. Melartin also borrowed a trick 
from Alexander Scriabin and Richard 
Strauss: that of having some of the vi-

olins play with mutes and some with-
out. This allows quick changes of timbre 
and is only possible if there are enough 
strings.

Another unusual feature is the work 
itself. The themes are not particular-
ly ‘Finnish’ or ‘Karelian’, and the spir-
it of the national epic, the Kalevala, is 
conspicuous by its absence. Melartin 
was rather familiar with the works of 
Scriabin, Debussy and Strauss, and in St. 
Petersburg he had heard the first perfor-
mance in Russia of Stravinsky’s Firebird.

Traumgesicht is not a nocturnal mood 
piece; it is a symphonic poem that de-
velops organically. The very size of the 
orchestra is conducive to powerful mu-
sic, but then dreams are sometimes very 
direct. This is not, however, an obstacle 
to beautiful melodies and harmonies.

TIMBRE HEDONIST 
HITS THE PROG TRAIL

Only gradually did Anders Hillborg (b. 
1954) win international acclaim. In the 
late 1970s and early 1980s, when he was 
just starting out on his career, gaining 
recognition as a professional compos-
er was not easy in Sweden. The cultur-
al climate there at the time was such 
that people even questioned the justifi-
cation for producing ‘elitist’ music that 
made no attempt to appeal to the mass-
es. Hillborg did not fit the prevailing ‘so-
cial-realist’ mould; luckily, he decided to 
follow a path of his own.

Hillborg’s second violin concerto is in 
one movement and lasts about 25 min-
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utes. The one-movement format does 
not mean it is monolithic, for it consists 
of sections that follow easily one from 
another and that return to their mo-
tifs either as such or from a new angle. 
The orchestra is not particularly large, 
making do with double woodwinds and 
moderately-sized brass and percussion 
sections. The strings, by contrast, are 
those of a full symphony orchestra, and 
their role is unusually big in supporting 
the soloist.

The concerto begins with an aleatoric 
section on the high strings that resolves 
on a quiet C-minor chord. Hillborg is not 
afraid to use tonal harmonies when the 
time is right. The lack of vibrato makes 
the strings sound organ-like. The soloist 
makes its entrance on open thirds and 
fifths; virtuosity can wait. The first sec-
tion ends with a return to aleatory.

The second section (Con fuoco) begins 
just under eight minutes into the con-
certo. The fiery beat is prog rock pure 
and simple – imagine electric instru-
ments and the music could be straight 
out of something by King Crimson! The 
music soon returns to the mood of the 
first section, however, resolving on a 
B-major chord that is balm for the sens-
es.

The third section relies on a similar ac-
companiment but the soloist now sets 
off at a lick and for the first time parts 
company with the orchestra. Somewhat 
surprisingly, this turns out to be the con-
certo’s slow movement.

When the soloist gets back into rapid 
mode, the strings resume their lava-like 
flow, getting slower and slower. This fi-
nally leads back to the opening themes 
and the quick beat, and the concerto 
ends in ecstatic, transfigured mood.

HYPERBOLE IN ART 
AND LOVE

As a lad, Antti Auvinen (b. 1974) got real-
ly stuck into heavy guitar before ending 
up at the Jyväskylä Conservatory intend-
ing to become a guitarist. And as some-
times happens, he gradually acquired an 
interest in composing music of his own.

Auvinen’s earliest works were mostly 
chamber ones for a variety of line-ups. 
Until along came a minor explosion the 
fallout from which is still descending. 
Junker Twist, premiered by the FRSO in 
2015, and the orchestral Himmel Punk 
heard at the 2016 Tampere Biennale 
came as a shock to audiences and crit-
ics alike. Contrasting with their super-
charged, explosive rhythms and sounds 
is the magnificent multimedia cham-
ber opera Autuus (Bliss, 2015) that im-
mediately took the Teosto Prize of the 
Finnish copyright organisation for com-
posers, lyricists, arrangers and music 
publishers. It was rare for a composer to 
outline the ideas behind his works, even 
if his listeners regarded the music as ab-
solute. Junker Twist reflects the delusions 
of a neo-Nazi, while Himmel Punk takes 
a stand on religious violence. Autuus is 
about a mental breakdown that leads to 
violence.

When a composer gives a work the 
title Turbo Aria, one cannot help won-
dering why. The risk of mis- or over-in-
terpretation is great. According to 
Auvinen, he was looking out across the 
Mediterranean with a child in his arms 
when his mind was flooded with imag-
es of the refugees seeking to cross the 
sea and of the little boy whose body was 
washed up on the shore. As a result, the 
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composition he was working on acquired 
lots of elastic sound, drooping musical 
situations that got slower and more re-
mote, sinking beneath the surface, as it 
were – but also figures “washed up” and 
rising to the surface. Occupying the fo-
cal role in Turbo Aria is a keyboard sam-
pler processing the sound of Finnish so-
pranos singing on clay records a century 
ago.

The one-movement, 20-minute Turbo 
Aria is in four sections. First, the sam-
pler produces a hoquetus-like song that 
dissolves into scratchy, rushing noises. 
The second section is slightly more stat-
ic, but the third uses the sampler like 
a 1970s synthesiser to produce quick, 
broad sweeps. This generates rhythmic 
situations able to turn the static mode 
into a clear pulse. A little transition leads 
to the last, rhythmic section from which 
grow polyrhythms that carry it to the 
end.

FLUFF FROM THE 
NAVEL OF THE 
UNIVERSE

Alexander Scriabin (1871–1915) wrote a 
large amount of piano music and five 
works for orchestra, three of which he 
called symphonies and two symphon-
ic poems. He was quite definitely a 
great musical reformer. As the 1910s 
approached, his once tonal idiom grew 
steadily more complex, drawing on har-
monies of his own invention and espe-
cially the ‘Prometheus’ chord. Scriabin 
claimed to be a synaesthete, devising a 

theory based on the relations between 
colours and keys.

Le Poême de l’extase (1908) is a sym-
phonic poem in one movement. Scriabin 
appended a text to it, the message of 
which is beyond all doubt his own om-
nipotence. The style has throwbacks 
to Debussy, and considering when the 
piece was written, it is scored for a huge 
orchestra (though not as big as for the 
Mahler symphonies or Schönberg’s 
Gurrelieder). Stylistically, it stands in the 
borderland in which his earlier idiom 
took a great leap away from tonality.

At first, the poem is calm, though the 
intensity and volume sometimes rise. A 
third of the way through, in particular, 
the brass draw noisy attention to them-
selves; the rhythms become denser and 
all in all the volume swells to blaring out-
bursts. The music takes a little wood-
wind breather before working up to fur-
ther ecstasy in heady, sustained chords 
on the full orchestra. After a moment’s 
rest, it arrives at such a solemn, sunny 
conclusion that more than a passing 
cosmologist would be required to prove 
that Scriabin was not the navel of the 
universe.

Programme notes by 
Osmo Tapio Räihälä
translated (abridged) by Susan Sinisalo
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HANNU LINTU

The 2017/18 season marks Hannu 
Lintu’s fifth year as Chief Conductor of 
the Finnish Radio Symphony Orchestra. 
A concert tour to Russia and a perfor-
mance of Väinö Raitio’s Princess Cecilia 
at the Helsinki Festival – part of celebra-
tions marking 100 years of Finnish in-
dependence – were among last season’s 
highlights, and on 6 December 2017 the 
orchestra honours both its 90th anniver-
sary and 100-year-old Finland with pre-
mieres of newly commissioned works 
by longtime FRSO collaborator Magnus 
Lindberg and Lotta Wennäkoski. Other 
forthcoming engagements include per-
formances of Bartók’s Bluebeard’s Castle 
and Beethoven’s Fidelio, and a concert 
tour to Spain and Germany with cellist 
Sol Gabetta.
The 2017/18 season sees Lintu return 
to the Tokyo Metropolitan Symphony 
Orchestra, Washington’s National 
Symphony Orchestra, and the Dallas 
Symphony and Detroit Symphony or-
chestras, among others. Lintu also 
makes his debut with the Naples 
Philharmonic, Singapore Symphony and 
Hiroshima Symphony orchestras. Recent 
engagements include the Deutsches 
Symphonie-Orchester Berlin, Luzerner 
Sinfonieorchester, Orquesta Sinfónica de 
Galicia, Seoul Philharmonic Orchestra, 
and the St Louis Symphony, Baltimore 
and Toronto Symphony orchestras, as 
well as three acclaimed European de-
buts: Staatsorchester Stuttgart Opera, 
Radio-Symphonieorchester Wien and 
NDR Elbphilharmonie Orchester.

 A regular in the pit, Lintu returns to the 
Savonlinna Opera Festival in July 2018 
to conduct Verdi’s Otello – in 2017 he 
conducted Aulis Sallinen’s Kullervo at 
Savonlinna as well as Sibelius’s Kullervo 
for the Finnish National Opera and 
Ballet as part of their special collabo-
rative project with director/choreog-
rapher Tero Saarinen. Previous pro-
ductions with Finnish National Opera 
include Parsifal, Carmen, Sallinen’s King 
Lear, and Wagner’s Tristan und Isolde in 
spring 2016. Lintu has also worked with 
Tampere Opera and Estonian National 
Opera. 

LISA BATIASHVILI

Georgian-born but for many years res-
ident in Germany, Lisa Batiashvili has 
developed long-standing relationships 
with some of the world’s leading orches-
tras, including the New York and Berlin 
Philharmonics, the Tonhalle-Orchester 
Zurich, the London Symphony and the 
Chamber Orchestra of Europe. In the 
present season she is Artist in Residence 
of the Accademia Nazionale di Santa 
Cecilia.

One of her many recent high-
lights is the recording for Deutsche 
Grammophon of the Sibelius and 
Tchaikovsky Violin Concertos made by 
Lisa Batiashvili with the Staatskapelle 
Berlin under Daniel Barenboim. The 
disc has received glowing reviews and is 
to be followed next spring by a further 
DG release, this time of Prokofiev with 
Yannick Nézet-Séguin and the Chamber 
Orchestra of Europe.
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Engagements this season include 
appearances with the Sydney and the 
French Radio Symphony Orchestras, 
the BBC Symphony and the Orpheus 
Chamber Orchestra. She will be perform-
ing the Violin Concerto No. 2 by Anders 
Hillborg she premiered last year not only 
in Helsinki but also in London with the 
BBC Symphony Orchestra conducted by 
Sakari Oramo.

Her close communication with such 
conductors as Sir Simon Rattle, Christian 
Thielemann and Sir Antonio Pappano 
has, says Lisa Batiashvili, been vital to 
her musical development, but she also 
stresses the importance of communica-
tion in a broader sense: as a means of 
crossing national borders and of bring-
ing people together. Listening and open-
ness promote greater understanding.

Lisa Batiashvili plays a Joseph Guarneri 
“del Gesu” violin of 1739 on loan from a 
private collector.

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 has been 
Hannu Lintu. His predecessors as Chief 
Conductor were Toivo Haapanen, Nils-
Eric Fougstedt, Paavo Berglund, Okko 
Kamu, Leif Segerstam, Jukka-Pekka 
Saraste and Sakari Oramo. 

The FRSO celebrates its 90th anni-
versary in the 2017/2018 season, for the 
Radio Orchestra of ten players made 
its first appearance on September 1, 
1927, at the Aleksanterinkatu 46 studio 
in Helsinki. It began giving public con-
certs a few years later and grew to sym-
phony orchestra strength in the 1960s, 
during Paavo Berglund’s term as Chief 
Conductor.

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 orchestral 
music for the Yle archive. During the 
2017/2018 season, the FRSO will pre-
miere six Finnish works commissioned 
by Yle. The programme will also include 
concert performances of three operas, 
the FRSO’s first festival of its own and 
major 20th-century violin concertos.

The FRSO has recorded works 
by Mahler, Ligeti, Sibelius, 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 pres-
tigious distinctions, such as the BBC 
Music Magazine Award, the Académie 
Charles Cros Award and a MIDEM 
Classical Award. Its disc of Sibelius’s 
Lemminkäinen and Pohjola’s Daughter 
was Gramophone magazine’s Critic’s 
Choice in December 2015 and brought 
the FRSO and Hannu Lintu a Finnish 
Emma award in the Classical Album 
category. Music by Sibelius, Prokofiev, 
Lindberg, Bartók and others will be re-
corded during the 2017/2018 season.
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The FRSO regularly tours to all parts of 
the world. During the 2017/2018 season 
its schedule will include a European tour 
under Hannu Lintu. The home channel 
of the FRSO is Yle Radio 1, which broad-
casts all the FRSO concerts, usually live, 
both in Finland and abroad. Its concerts 
can also be heard and watched with ex-
cellent live stream quality in the web 
(yle.fi/areena). 


