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19.9.
WEDNESDAY SERIES 2
Helsinki Music Centre at 19:00 

Dima Slobodeniouk, conductor
Nikita Boriso-Glebsky, violin

Sergei Prokofiev: Symphony No. 1 “Classical”, Op. 25 14 min  
I Allegro
II Larghetto
III Gavotta: Non troppo allegro
IV Molto vivace

Jean Sibelius: 
Humoresques for Violin and Orchestra, Op. 87 & Op. 89 20 min
Two Humoresques for Violin and Orchestra, Op. 87 
No. 1 in D Minor
No. 2 in D Major
 
Four Humoresques for Violin and Orchestra, Op. 89
No. 1 in G Minor
No. 2 in G Minor
No 3 in E-flat Major
No. 4 in G Minor

INTERVAL 20 min

Sergei Prokofiev: Symphony No. 2 in D Minor Op. 40 36 min
I Allegro ben articolato
II Tema con variazioni

Interval at about 19:50. The concert will end at about 20:50. Broadcast live on Yle 
Radio 1 and Yle Areena.
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SERGEI PROKOFIEV 
(1891–1953): 
SYMPHONY NO. 1 
“CLASSICAL”

Sergei Prokofiev was the enfant terrible 
of the early 20th century when he be-
gan his career as a composer and pia-
nist. His teacher, Rimsky-Korsakov, de-
scribed him as “gifted but immature”. 
Young Prokofiev was well acquainted 
with the Classics but did not view them 
with the respect afforded them by the 
Romantics.

In many of his early works, Prokofiev 
deliberately sought to shock. For his 
first symphony, premiered in 1918, he 
adopted a style with a difference de-
signed to stupefy his audience, who 
had learnt to be on their guard. He said 
in his memoirs that he never aban-
doned the Classics: that he became 
aware of them while still a child, for his 
mother would play Beethoven sona-
tas to him. Their influence is manifest 
sometimes as Neoclassical ideas, but 
sometimes as direction imitation of his 
18th-century models.

While the influence of these mod-
els is obvious in the Classical, the sym-
phony is neither a pastiche nor a direct 
imitation. “It seemed to me that had 
Haydn lived to our day, he would have 
retained his own style while accept-
ing something of the new at the same 
time,” wrote Prokofiev. “That was the 
kind of symphony I wanted to write: 
a symphony in the classical style.” 
When he saw that his idea was begin-
ning to work, he called it the Classical 

Symphony, firstly because it was so sim-
ple, and secondly to annoy the conserv-
atives, and he would be delighted if it 
turned out to be a real classic.

His wish came true, though not for 
a long time to come. Only a few days 
after the premiere, he travelled abroad 
to escape the Revolution. He would 
be away for nearly 20 years, and the 
symphony got overshadowed by world 
events. It reflects the spirit of Haydn at 
his most jocular and at the same time 
the turbulent times.

In structure, the symphony observes 
the format of his historical predeces-
sors: the first and last movements are 
in sonata form, the slow movement 
is in three sections, and instead of a 
Minuet there is a graceful Gavotte.

In the boisterous first movement, the 
sharp contrasts (especially of dynam-
ics), the effervescence,  and the cheer-
iness that puts paid to any suggestion 
of grandiosity seem to capture some-
thing of the positive expectations of 
the times. The genial slow movement 
has much of the lively simplicity of his 
works intended for children.

The assertive gestures and amused 
gravity of the Gavotte have all the per-
ceptiveness of a ballet composer. The 
finale bubbles like champagne, with ir-
resistible optimism.
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JEAN SIBELIUS
(1865–1957): 
HUMORESQUES 
FOR VIOLIN AND 
ORCHESTRA, 
OP. 87 & OP. 89

Jean Sibelius wrote his six Humoresques 
for Violin and Orchestra in 1917–1918, 
maybe while planning his second violin 
concerto, the material for which ended 
up mostly in the sixth symphony. The 
two sets were premiered together in 
1919.

These Humoresques are far from be-
ing mere incidental trifles, for Sibelius 
would return to and polish them later: 
the one in D Minor, Op. 87 as late as 
1939.

The large format was difficult to de-
fine and possibly explained why the 
Humoresques were slow to find a place 
in concert programmes. In their con-
certo-like approach, they differ from 
the lighter violin pieces intended for 
performance in the home. Their poet-
ic, narrative dimension again sets them 
apart from the pieces designed purely 
to demonstrate the player’s brilliance. 
Their very title suggests that the music 
has a twinkle in its eye.

The original first Humoresque (Op. 
87/1) is scored for a full orchestra and 
has the musical contrasts this affords. 
The tender opening motif gets a warm 
reply from the violinist, but after giv-
ing the matter some thought, the so-
loist decides to join in the dance. Its 
attempts to get off the ground are 
nevertheless defeated by melancholy 

and not until its final dash does it van-
ish into the heights.

Op. 87/2 corresponds more close-
ly to the image of a Humoresque, 
with easy-going bravura for the vio-
lin. Divided into nine in the orchestral 
version, the strings create an image of 
a balmy summer night, and there is 
a certain Finnish quality to the main 
theme. At the end, the piece seems all 
set to build up to a melodramatic con-
clusion but at the last moment, it slips 
away with a wink.

Op. 89 bears the instruction that it 
is to be performed “in the manner of a 
gavotte”. It is, however, no Neoclassical 
exercise, and the roguish twists are in-
terspersed with a certain Nordic re-
serve. In the middle section the mel-
ody, with its drone accompaniment, 
intertwines with clearly calculated 
string effects. Op. 89/2 seems to lose 
itself entirely in the summer twilight 
and the violinist, improvising away on 
its own, gets lost in thought. This is the 
most unusual and introspective of the 
Humoresques.

Op. 89/3 has all the lightness one 
might expect of a Humoresque com-
bined with confident virtuosity and 
graceful flageolet notes. It would ap-
pear to be recalling the 19th-century 
palm court with amused nostalgia, the 
solo violin making a dashing impres-
sion on the dance floor.

The last Humoresque, Op. 89/4, lin-
gers on in palm court mood. There is, 
however, a touch of melancholy be-
hind the urban elegance, and the violin 
seems to be led not by the soloist with 
his bow but by the unbroken, flowing 
melody.
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SERGEI PROKOFIEV 
(1891–1953): 
SYMPHONY NO. 2 
IN D MINOR

Soon after the premiere of his Classical 
Symphony, Serge Prokofiev set off into 
the world with a passport granted by 
Anatoly Lunacharsky, the Commissar in 
charge of cultural affairs, in his pocket. 
His journey took him via Vladivostok 
to Japan and from there to the USA, 
where he was successful as a pianist 
but as a composer missed the more 
broad-minded way of thinking.

In 1922, he left the USA for Paris, 
where he found the war had changed 
the climate: France had won the war 
and intended to reign supreme in 
music, too, he noticed. His earlier 
achievements were regarded as passé. 
“Complex patterns and dissonances 
were the accepted thing,” he wrote, 
observing the popularity of the Le Six 
composers and the success of Arthur 
Honegger’s steam train composition 
Pacific 321 (1923).

He therefore decided to compose 
a great symphony “made of iron and 
steel” and sketched its main theme. 
The work would be “somewhat simi-
lar in outline to that of Beethoven's 
Sonata Op. 111,” he recalled in his mem-
oirs. True to form, he also recorded his 
defeat:

“The Second Symphony was per-
formed on 6th June 1925, in Paris. It was 
too densely woven in texture, too heav-
ily laden with contrapuntal lines chang-
ing to figuration to be successful, and 

although one critic did comment ad-
miringly on the septuple counterpoint, 
my friends preserved an embarrassed 
silence.”

Prokofiev wanted even his radi-
cal works to be popular, but he over-
estimated the thirst for novelty of his 
Paris audience. The second sympho-
ny nevertheless has more to offer than 
its performance history would imply. 
The premiere was conducted by Sergei 
Koussevitzky, who had started out as a 
bass player; this explains why the bass-
es have many difficult passages.

The second symphony was born of 
the Revolution, cast in concrete and 
designed to proclaim a new era of the 
masses and machines. Like Beethoven’s 
last piano sonata, it consists of an 
apocalyptic, wild and cataclysmic first 
movement and a second one in vari-
ation form. Thematically, it has noth-
ing in common with Beethoven’s Op. 
111, and any structural similarity can be 
classified as “classical” only in the most 
general sense of the word.

The first movement tosses the lis-
tener into a thematic whirlpool. Again 
and again, notes and demands get 
drowned in the musical drumfire and 
the bellowing brass. The dissonances 
become more and more pronounced.

After such a display of energy, 
Prokofiev decided the symphony need-
ed to take a breather. For the second 
movement he therefore chose a calm, 
‘Japanese theme’, by which he was refer-
ring more to the place where the oboe 
theme was born than to its style. The 
serene mood and undulating strings in 
the exposition of the theme may evoke 
associations with Beethoven’s final 
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movement, but the very first variation 
already digs out some mysterious and 
ominous tones.

The second variation raises some jol-
ly scherzo characters from the wood-
winds and heavy dance steps in the 
brass. In the third, the rhythms become 
all the sharper and call to mind the 
same composer’s ballet The Steel Step 
(1926). The fourth variation is slow and 
poetic, but the polytonality and the 
strings, whizzing by in a freezing blast, 
add a restless element.

The fifth variation gambols by in bur-
bling wind ostinatos, until the brass 
and hammering percussions lead back 
to the age of machines.

In the sixth and last variation the 
basses lead off in a sort of procession 
that swells into a massive onslaught. 
Above it, echoes of the theme are heard 
as a penetrating chorale that seems to 
sweep aside everything in its path. But 
by way of consolation, the elegiac oboe 
theme returns and the symphony ends 
on quiet chords.

Programme notes by Antti Häyrynen 
translated (abridged) by Susan Sinisalo

DIMA SLOBODENIOUK

Born in Russia but resident in Finland 
since the age of 16, Dima Slobodeniouk 
has risen steadily to international ac-
claim as a conductor. One landmark 
in his career was his debut in February 
this year with the Berlin Philharmonic 
Orchestra.

Dima Slobodeniouk has been Music 
Director of the Orquesta Sinfónica 
de Galicia since 2013 and Principal 
Conductor of the Lahti Symphony 
Orchestra since autumn 2016. He is also 
Artistic Director of the latter orchestra’s 
annual Sibelius Festival and has pre-
viously served as Artistic Director of 
the Oulu Symphony Orchestra and the 
Korsholm Music Festival.

Maestro Slobodeniouk has con-
ducted practically all the leading 
Finnish orchestras and guested the 
world over. Last season, for example, 
he made his debut with the Berlin 
and Bavarian Radio Orchestras, and 
the symphony orchestras of Sydney, 
Chicago and New Jersey. He made re-
turn visits to the Leipzig Gewandhaus 
Orchestra, the Netherlands Radio 
Symphony Orchestra and the Lyon 
National Orchestra. In summer 2018 
he conducted the Boston Symphony at 
Tanglewood in the USA.

Originally training as a violinist in 
Moscow, Dima Slobodeniouk took up 
conducting in Finland, studying with 
Jorma Panula, Leif Segerstam, and lat-
er Ilja Musin and Esa-Pekka Salonen. 
He combines his Russian roots with his 
Finnish training, drawing on the strong 
musical tradition of both. He has a 
broad repertoire, with special emphasis 
on Russian and Finnish music and en-
riched with Spanish by his years with 
the Orquesta Sinfónica de Galicia. He 
also conducts a lot of contemporary 
music and has recorded works by Lotta 
Wennäkoski, Sebastian Fagerlund, 
Kalevi Aho, Einojuhani Rautavaara and 
others.
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NIKITA BORISO-
GLEBSKY

Winner of the Sibelius Violin 
Competition in 2010, Russian violin-
ist Nikita Boriso-Glebsky went on to 
win the Fritz Kreisler Competition that 
same year. His career has also been 
boosted by acclaim in many other com-
petitions, such as the Tchaikovsky, the 
Queen Elisabeth and the Monte Carlo 
Violin Masters. In 2011, the Finnish 
Hämeenlinna Sibelius Society awarded 
him its Jean Sibelius Birthplace Medal.

Nikita Boriso-Glebsky travels the 
world in his capacity as soloist and cham-
ber musician. In addition to European 
orchestras he has, for example, per-
formed with the Sao Paulo Symphony, 
the China National Symphony and the 
Cape Town Philharmonic. He has col-
laborated with many celebrated con-
ductors (such as Gergiev, Fedoseyev, 
Oramo, Lintu and Klas). He has per-
formed with various Finnish orches-
tras, such as the FRSO and the Helsinki 
Philharmonic, and appeared at Kuhmo 
Chamber Music last summer.

In chamber music, Nikita Boriso-
Glebsky has worked with Rodion 
Shchedrin, Natalie Gutman, Yuri 
Bashmet, András Schiff and David 
Geringas, to name just a few. Together 
with Solenne Paidassi, Andreas Hering, 
David Cohen, Uxia Martinez Botana 
and Dana Zemstov he founded the 
Rubik Ensemble in 2014 to promote 
chamber music for different combina-
tions of instruments.

In addition to the basic Classical-
Romantic works, Boriso-Glebsky’s rep-

ertoire includes music of the 20th 
century (by composers such as Berio, 
Schnittke and Bartók) and by con-
temporary composers (Alexander 
Tchaikovsky and Kuzma Bodrov). 
He has recorded works by Bodrov, 
Vieuxtemps and Lalo.

Glebsky plays a Matteo Goffriller vio-
lin from 1720–1730.

THE FINNISH 
RADIO SYMPHONY 
ORCHESTRA

 
The Finnish Radio Symphony 
Orchestra (FRSO) is the orchestra of 
the Finnish Broadcasting Company 
(Yle). Its mission is to produce and pro-
mote Finnish musical culture and its 
Chief Conductor as of autumn 2013 
hThe Radio Orchestra of ten players 
formed in 1927 later grew to sympho-
ny orchestra size in the 1960s. Over the 
years, its Chief Conductors have been 
Toivo Haapanen, Nils-Eric Fougstedt, 
Paavo Berglund, Okko Kamu, Leif 
Segerstam, Jukka-Pekka Saraste and 
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 2018/2019 season, the FRSO will 
premiere four Finnish works commis-
sioned by Yle.
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The FRSO has recorded works 
by Mahler, Ligeti, Eötvös, Sibelius, 
Lindberg, Saariaho, Sallinen, Kaipainen, 
Kokkonen and others, and the de-
but disc of the opera Aslak Hetta by 
Armas Launis. Its disc of the Bartók vi-
olin concertos with Christian Tetzlaff 
and conductor Hannu Lintu won a 
Gramophone Award in 2018, and that 
of tone poems and songs by Sibelius 
an International Classical Music Award. 
It was also Gramophone magazine’s 
Editor’s Choice in November 2017 and 
BBC Music Magazine’s Record of the 
Month in January 2018. Its forthcoming 
albums are of music by Lutosławski, 
Fagerlund and Beethoven.

The FRSO regularly tours to all parts 
of the world. During the 2018/2019 
season its schedule will include a tour 
of Finland under Hannu Lintu, to 
Pietarsaari, Kauhajoki, Forssa and Lahti.

FRSO concerts are broadcast live on 
the Yle Areena channel and Yle Radio 
1 and recorded on Yle Teema and Yle 
TV 1.


