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PLEASE MAKE SURE THAT YOUR MOBILE PHONE IS SWITCHED 
OFF! Photographing, video and sound recording are prohibited during the concert.

14.3.
THURSDAY SERIES 8
Helsinki Music Centre at 19:00

 
Klaus Mäkelä, conductor
Ilya Gringolts, violin
 
J. S. Bach (orch. Webern):
Fuga (2. Ricercata) à 6 voci BWV 1079/5 11 min

Ludwig van Beethoven:
Violin Concerto in D Major, Op. 61 45 min
Allegro ma non troppo
Larghetto
Rondo (Allegro)                                                                            

                   
INTERVAL 20 MIN
 

J. S. Bach (orch. Berio): 
Contrapunctus XIX BWV 1080/19 9 min

Felix Mendelssohn:
Symphony No. 3 in A Minor, Op. 56 “Scottish” 40 min
Andante con moto – Allegro un poco agitato – Assai animato
Scherzo: Vivace non troppo
Adagio
Allegro vivacissimo – Allegro maestoso assai

Interval at about 20:05. The concert will end at about 21:20.
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JOHANN SEBASTIAN 
BACH (1685–1750) 
– ANTON WEBERN 
(1883–1945): 
RICERCAR FROM DAS 
MUSIKALISCHE OPFER 
BWV 1079

While visiting the court at Potsdam 
in 1747, Johann Sebastian Bach is said 
to have improvised “in the old style” 
on a theme supplied by Frederick the 
Great, himself a known music-lover. 
Later that year, Bach sent the Prussian 
ruler a “Musical Offering” with the in-
scription “Regis Iussu Cantio Et Reliqua 
Canonica Arte Resoluta” (“Theme 
Given by the King’s Command, with 
Additions, Resolved According to the 
Canonic Style” producing the Latin ac-
ronym RICERCAR). One of the great-
est items in the work is a 6-voice fugue 
designed by Bach to demonstrate the 
might of the old art of counterpoint. 
The fact that Anton Webern singled 
out this particular fugue during his 
late dodecaphonic period is no coinci-
dence. His arrangement for orchestra 
of 1935 was a tribute to the Baroque 
master.

Webern had spotted the suspense-
ful interval relationships and effective-
ly underlined them by spreading the 
six fugue voices over different instru-
ments. The result is a sort of pointil-
list painting of Bach’s composition. 
Webern also tried to demonstrate just 
what a modern composer Bach was 
both then and now. Dynamic stresses 
and changing tempos combined with 

aphoristic expression are part of the 
musical lexicon of the second Viennese 
School, but the overall impression is of 
a romantic, even grandiloquent Bach 
to whom even modernist composers 
are beholden.

 

LUDWIG VAN 
BEETHOVEN 
(1770–1827): VIOLIN 
CONCERTO IN D 
MAJOR, OP. 61
In his piano concertos, Ludwig van 
Beethoven resolutely updated the 
Viennese Classical concept of the con-
certo. He was, by contrast, more cau-
tious in applying his new ideas in his 
only concerto for the violin (1806).

Though by nature symphonic, the vi-
olin concerto does not set the soloist 
up in opposition to the full orchestra. 
Beethoven’s chosen key – D major – 
is well suited to the violin and he fa-
voured tonal development rather than 
thematic discourse. The orchestra in-
troduces the main musical ideas, which 
the violin takes up, comments on and 
varies, and the concerto is much longer 
than the traditional Viennese Classical 
ones for the instrument.

Beethoven wrote the concerto for 
Franz Clement, leader of the orchestra 
at the Theater an der Wien, and it was 
first performed at a charity concert 
in 1806. Recent scholars reckon that 
Beethoven modelled his concerto on 
Clement’s own, which was not pub-
lished until the end of the 20th cen-
tury. Some present-day performers of 
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the Beethoven concerto pay homage 
to that of Clement in their cadenzas 
and ornamentation.

The long introduction to the first 
movement assigns the orchestra the 
role of master of ceremonies. The 
rhythmic timpani motif, a sort of mot-
to, assumes pride of place and pops up 
at various points to raise the tension. 
The orchestra marks off the sections 
in the sonata form, but the soloist pre-
sents the ideas. It becomes increas-
ingly important as the movement pro-
ceeds, and by the time it reaches the 
solo cadenza, it has taken the lead.

The soloist dominates the slow move-
ment entirely, in a style that is more 
truly romantic than in the composer’s 
piano concertos. The little woodwind 
solos really only embellish the violin’s 
singing melody, and not even the or-
chestra’s weightiest comments shatter 
the idyllic peace.

The soloist leads straight into the fi-
nale without a break, with a dancing 
theme. Only then does the orchestra 
really go into action. Beethoven is here 
in playful rather than demonic mode, 
as exemplified by the diminuendo be-
fore the final splutter. The violin con-
certo is more lyrical than its coun-
terparts for the piano, to reflect the 
instrument’s emotional power rather 
than its delicate character. Its ability to 
intuit different moods generates peace 
and equilibrium.

 

JOHANN SEBASTIAN 
BACH (1685–1750) 
– LUCIANO BERIO 
(1925–2003): 
CONTRAPUNCTUS XIX
Die Kunst der Fuge, BWV 1080, was to 
be the last work ever composed by 
Johann Sebastian Bach, and he never 
completed it. Having lost his sight, he 
dictated the last Contrapunctus (XIX) to 
his assistant, and his son wrote in the 
manuscript: “While writing this fugue, 
the composer died where the name B 
A C H appears in the counterpoint.”

Bach’s unfinished fugue was also 
to be one of the last works under-
taken by Luciano Berio. In arranging 
Bach’s Ricercar, Anton Webern had 
sought to pick out the melody with 
different timbres, whereas Berio, in his 
Contrapunctus arrangement of 2001, 
chose Italianate shades both warm and 
chilly.

In his arrangement dedicated to the 
memory of Giuseppe Sinopoli the con-
ductor, Berio used an ensemble of 23 
players to create dark, warm colours 
spiced by saxophones and harp. The 
emphasis on wind instruments alludes 
to Bach’s organ. Berio did not wish to 
complete Bach’s fugue; instead, he 
rounds it off with the notes B-A-C-H 
(B flat–A–C–B) in a sort of dissonant 
Amen.
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FELIX MENDELSSOHN 
(1809–1847): 
SYMPHONY NO. 3 
IN A MINOR, OP. 56 
“SCOTTISH”
In 1829, father Mendelssohn sent his 
young son Felix off to England to test 
whether the 20-year-old could make 
a go of his chosen career as an artist. 
Having given some successful concerts 
in London, Felix headed for Scotland 
to see for himself its indigenous Celtic 
culture and virgin countryside.

On the rocky shores of the island 
of Staffa he found inspiration for his 
Hebrides Overture, but before that, 
he had been moved to write a new 
symphony while visiting the ruins of 
Holyrood Chapel in Edinburgh. It was 
nevertheless put aside for a while to 
make way for another symphony, that 
in A major based on his visit to Italy in 
1830–1831.

Not until 1842 did he find time to 
finish the Scottish. Premiered at the 
Leipzig Gewandhaus, it became a great 
hit in England later in the year and 
Mendelssohn went so far as to dedicate 
it to his admirer Queen Victoria. The 
symphony is a mixture of the highland 
scenery, historical associations and the 
romantic tales of Sir Walter Scott, but 
it is no travelogue.

The symphony begins with a slow in-
troduction born of the ruins of Holyrood 
Chapel where Mary Queen of Scots was 
crowned. Mendelssohn paints a land-
scape shaped by history and nature in 
broad brush strokes before cautiously 

alighting on a wistful Allegro theme. 
The orchestra gathers momentum and 
leads to a second theme on the clar-
inet. Melancholy and turmoil meet 
head on, but Mendelssohn does not 
let them get out of hand. A storm hits 
the orchestra in the coda, after which 
the introduction motif, understandably 
exhausted, brings the movement to an 
end.

Irritated by British audiences’ habit 
of clapping between the movements, 
Mendelssohn wrote the four move-
ments of his Scottish symphony to be 
played without a break. The Scherzo 
following the monumental first move-
ment is one of Mendelssohn’s finest. 
Its rhythms, suggestive of Scottish 
dances, and its cheerful, nautical clar-
inet tune speed along over a staccato 
accompaniment on strings and winds. 
The second theme is finely articulat-
ed by the strings and a quieter stacca-
to motif. In the development section, 
these elements break loose in a bril-
liant orchestral ballet that fades away 
after a culminating coda.

The slow movement is again in so-
nata form. The first theme is a wistful 
string song, the second a contrasting 
solemn march on horns and wood-
winds. The second theme’s outbursts 
are unable to shatter the movement’s 
underlying tranquillity and it ends as 
impassively as before.

Anglo-Saxon commentators claim 
to hear the skirmishes between the 
Scottish clans in the finale, which forg-
es ahead with an innate enmity. Instead 
of a coda, Mendelssohn writes a pas-
sage based on the introduction theme 



5

of the first movement, with horn calls 
supported by the strings and a final 
rhetorical flourish.

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

KLAUS MÄKELÄ
Klaus Mäkelä has shot to the fore-
front of the Finnish conducting elite 
at record speed. Chief Conductor 
and Artistic Advisor of the Oslo 
Philharmonic Orchestra as of autumn 
2020, he began the autumn season 
2018 as both Principal Guest Conductor 
of the Swedish Radio Symphony 
Orchestra and Artistic Partner of the 
Tapiola Sinfonietta. Over the next three 
years he will be conducting the com-
plete Beethoven symphonies with the 
Tapiola Sinfonietta. He also takes over 
as Artist in Association of the Turku 
Music Festival in 2019. He has already 
conducted almost all the Finnish or-
chestras. He made his debut with the 
Finnish Radio Symphony Orchestra in 
February 2018.

Mäkelä has already built up an im-
pressive international career, having 
conducted top orchestras and received 
repeat invitations in the past few years. 
Engagements in the 2018 and pres-
ent season include appearances with 
the Oslo Philharmonic, the Leipzig 
Radio Orchestra, the Frankfurt Radio 
Orchestra, the Orchestre National du 
Capitole de Toulouse, the Orchestre de 
Paris, the Orchestre National de Lyon, 
the Cleveland, Minnesota and Ottawa 

Orchestras and the Tokyo Metropolitan 
Symphony Orchestra. Mäkelä made his 
operatic debut at the Finnish National 
Opera in Mozart’s The Magic Flute in 
December 2017 and has been appoint-
ed assistant to Esa-Pekka Salonen for 
the National Opera’s Ring cycle begin-
ning in autumn 2019.

Klaus Mäkelä studied at the Sibelius 
Academy – conducting with Jorma 
Panula and cello with Marko Ylönen, 
Timo Hanhinen and Hannu Kiiski. 
Awarded the second and audience priz-
es in the XII Turku Cello Competition in 
2014, he has been the solo cellist with 
many Finnish orchestras and played in 
chamber ensembles at music festivals. 
He nowadays often appears in the dual 
role of conductor-cellist.

 

ILYA GRINGOLTS
“One can hardly play the violin more 
expressively and uncompromisingly 
than Gringolts,” wrote the Süddeutsche 
Zeitung in spring 2017. After studying 
in St. Petersburg in his native Russia, 
he enrolled with Itzhak Perlman at 
the Juilliard School and achieved 
world fame on winning the Paganini 
Competition in Genoa in 1998.

Gringolts has appeared with nu-
merous top orchestras the world over. 
Recent highlights have included per-
formances with the Bavarian Radio 
Symphony Orchestra, the BBC Scottish 
Symphony, the Israel Philharmonic, 
the Bamberg Symphony, and the 
Symphony Orchestras of Taipei and 
Singapore. In addition to the basic 
repertoire, he enjoys the challenge of 
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new, contemporary music and has pre-
miered works by Peter Maxwell Davies, 
Augusta Read Thomas, Christophe 
Bertrand, Michael Jarrell and others. He 
is also interested in the authentic per-
formance of earlier music. Nowadays 
he is, further, violin professor at the 
Zurich Academy of the Arts.

Alongside his solo engagements, Ilya 
Gringolts is a member of the Gringolts 
Quartet he formed in 2008 that has 
won great acclaim at, among others, 
the Salzburg and Lucerne Festivals, 
the Menuhin Festival in Gstaad, the 
Edinburgh Festival and at the Teatro 
La Fenice in Venice. Other partners in 
chamber repertoire have included Yuri 
Bashmet, Itamar Golan, Peter Laul, 
Aleksander Madžar, Nicolas Altstaedt, 
Andreas Ottensamer, Antoine Tamestit 
and Jörg Widmann.

Gringolts has recorded music by 
Bach, Beethoven, Paganini, Schumann, 
Tchaikovsky, Sibelius, Prokofiev, 
Stravinsky (incl. the complete works 
for violin), Hindemith, Adams, Berio 
and others on various labels. He plays 
a Guarneri del Gesù violin from 1742–
1743.

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. The Radio Orchestra of ten play-
ers formed in 1927 later grew to sym-
phony 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 commissions. 
Another of the orchestra’s tasks is to re-
cord all Finnish orchestral music for the 
Yle archive. During the 2018/2019 sea-
son, the FRSO will premiere four Finnish 
works commissioned by Yle.

The FRSO has recorded works by 
Mahler, Ligeti, Eötvös, Sibelius, Lindberg, 
Saariaho, Sallinen, Kaipainen, Kokkonen 
and others, and the debut disc of the 
opera Aslak Hetta by Armas Launis. Its 
disc of the Bartók violin 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 maga-
zine’s Editor’s Choice in November 2017 
and BBC Music Magazine’s Record of 
the Month in January 2018. Its forthcom-
ing 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.


