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30.1.
WEDNESDAY SERIES 8
Helsinki Music Centre at 19:00

Duncan Ward, conductor
Johannes Piirto, piano 

Arnold Schönberg: Verklärte Nacht, Op. 4                  30 min
Sehr langsam – Breiter – Schwer betont – 
Sehr breit und langsam – Sehr ruhig 

Witold Lutosławski: Piano Concerto  27 min
I
II   Presto – Poco meno mosso - Lento
III  Largo
IV  Presto

INTERVAL 20 min

Ludwig van Beethoven: Symphony No. 5 in C Minor,  31 min 
Op. 67       
I  Allegro con brio
II  Andante con moto
III  Scherzo: Allegro
IV  Allegro

Interval at about 20:05. The concert will end at about 21:05. Broadcast live on Yle 
Radio 1 and streamed at yle.fi/areena. A recording of the concert will be shown in the 
programme “RSO Musiikkitalossa” (The FRSO at the Helsinki Music Centre) on Yle 
Teema on 3.3. and on Yle TV 1 on 9.3.
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ARNOLD SCHÖNBERG 
(1874–1951): 
VERKLÄRTE NACHT, 
OP. 4

The string sextet Verklärte Nacht 
(Transfigured Night) is an interesting 
staging post in Arnold Schönberg’s de-
velopment and was his first real mas-
terpiece. He wrote it in three weeks, 
during a frenzied creative burst in 
autumn 1899. Though it is still in his 
early, Romantic style, its Wagnerian 
chromatics already hint at his lat-
er modernism. It is based on a poem 
of the same name (1896) by Richard 
Dehmel, a leading German poet in his 
day, and thus has a programmatic con-
tent rarely found in chamber music.

The Vienna Music Society, which had 
played Schönberg’s quartet in D major, 
at first refused to perform the sextet. 
One member of the Society exclaimed 
that it sounded as if someone had 
smeared the score of Tristan and Isolde 
when the ink was still wet. The ven-
om hinged on a single inverted ninth 
chord that was not to be found in any 
music theory textbook. “And thus the 
work cannot be performed since one 
cannot perform that which does not 
exist,” quipped Schönberg with a touch 
of irony.

The Society finally relented in 1902. 
The performance split the audience 
into two strongly opposed camps and 
gave Schönberg a little foretaste of the 
scandals he would later so often cause. 
He must, however, have found solace in 
the fact that Richard Dehmel, who had 

been present at the premiere, declared 
he had been enchanted. Verklärte Nacht 
has since won widespread approval and 
has, especially in Schönberg’s own ar-
rangement for string orchestra of 1917 
and its revised version of 1943, become 
the work by him probably most often 
performed.

In the opening line of Dehmel’s 
poem, a man and a woman are walk-
ing “through a bare, cold wood”. The 
woman tells the man she is bearing her 
former lover’s child, but, intoxicated by 
the moonlit night, the man replies that 
the power of their love will make the 
child theirs. The poem has five verses 
in different moods, according to which 
Schönberg constructed his own work. 
He nevertheless stressed that his inten-
tion was not to illustrate the events but 
to express human emotions in general.

The music is tightly contrapuntal and 
in flowing Late Romantic style: sensi-
tive, forceful and intense. It traces a 
line of impassioned build-ups and com-
pensating declines leading from the 
opening D minor to the seething emo-
tions of the woman’s confession and, 
via a middle section reminiscent of a 
funeral march, to the man’s kind and 
more optimistic reply. The sextet ends 
in a serene D major as “two people walk 
on through the high, bright night”.

WITOLD LUTOSŁAWSKI 
(1913–1994): PIANO 
CONCERTO

As a young man, Witold Lutosławski 
was an active pianist. A concerto would 
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therefore have seemed a natural genre 
for a budding young pianist-composer, 
and he did indeed begin to sketch one 
in the late 1930s. The project was, how-
ever, halted by his self-criticism and the 
Second World War.

After the war, he made a second at-
tempt at writing a piano concerto, but 
this time it was pushed aside by his 
first symphony (1941–1947). He then 
turned his attention first to the utili-
ty music he was obliged to write when 
the symphony was rejected for its “for-
malism”, and then to the new stylistic 
ideals he embraced from the 1950s on-
wards.

Over the years, Lutosławski pro-
gressed from the neoclassicism of 
his early period via modernism in the 
1950s to the technique known as “con-
trolled aleatory”. This novel technique, 
in which the musicians play their parts 
without any mutual synchronism, was 
one of the factors that made him a 
leading composer of the post-war pe-
riod. He first applied it, in Jeux vénitiens 
for orchestra (1960–1961), and it was a 
device he would use right through to 
the end of his career. Its significance 
did, however, begin to wane in his late 
period characterised by greater clarity 
of expression in the 1970s.

His interest in composing a piano 
concerto revived in his late period, 
and this time he succeeded. He was 
greatly inspired to do so by Krystian 
Zimerman, Polish winner of the 1975 
Chopin Competition, whose playing he 
admired and for whom he wrote and to 
whom he dedicated the work. He wrote 
it in 1987–1988 and conducted the pre-
miere with Zimerman as the soloist at 

the Salzburg Festival in August 1988. 
It won immediate acclaim and, along 
with Ligeti’s concerto, is one of the few 
piano concertos composed in the latter 
half of the 20th century to establish a 
place in the repertoire.

Lutosławski said he admired the 
great piano composers, above all per-
haps Chopin, but also Liszt, Brahms 
and others, and he was keen to refresh 
their ideals in his own concerto. It is in 
four movements performed without a 
break but clearly marked in the score. 
There is little of his trademark aleatory: 
most in the first movement and a small 
amount in the third and the finale.

The opening movement is dominat-
ed by a bright, lyrical soundscape shim-
mering as in a fairytale out of which 
the piano cautiously emerges like a 
wondering wanderer in an enchanted 
forest. The music later grows stronger 
and darker, building up to a climax in-
tensified by powerful chords.

The second movement is one of per-
petual motion and serves as a scher-
zo. At the end, the piano has a sort of 
cadenza before gliding into the slow 
movement beginning with a big solo. 
Later, when the orchestra has joined in, 
the music grows tenser, culminating in 
anguished outbursts.

The finale is an adaptation of a form 
stretching back to the Baroque, a cha-
conne. The theme begins in the basses 
and is always in the orchestra, so the 
piano embroiders over it. A steady cre-
scendo, it is interrupted only by a short 
breather before a presto coda.
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LUDWIG VAN 
BEETHOVEN 
(1770–1827): 
SYMPHONY NO. 5 IN C 
MINOR, OP. 67

The audience at the Theater an der 
Wien on December 22, 1808 were 
witnesses to a hefty chunk of mu-
sical history at a concert of works by 
Beethoven. For they would hear the 
premiere performance of his fifth and 
sixth symphonies and fourth piano 
concerto, two movements from the 
Mass in C Major and a piano fantasia 
improvised by Beethoven himself with 
a choir at the end. Despite being such 
a historic occasion, the evening was 
not altogether a success: the concert 
lasted a bum-numbing four hours, the 
music had been poorly rehearsed, and 
to top it all, the hall was freezing cold.

Amid this musical deluge, the finer, 
radical, pioneering aspects of the fifth 
symphony may have passed unnoticed 
by some of the listeners. The work 
would in due course become the best-
known symphony of all. Everyone rec-
ognises the opening motif, even those 
who never go to a classical concert; it 
has become such a ubiquitous part of 
the Western heritage that people tend 
to forget just how unique it was in its 
day.

Beethoven began sketching the sym-
phony in 1804 but broke off to com-
pose his next symphony, his fourth, and 
did not return to the third until 1807–
1808. He was then at the most prolific 
stage in his life, and he was sometimes 

working on several pieces at a time. 
The famous “fate motif” – three short 
notes followed by a long one – also 
found its way into a few of his other 
works – the fourth piano concerto, for 
example, and the Appassionata sonata.

His symphonic revolution had al-
ready begun in earnest with his third 
symphony, the Eroica (1803–1804), in-
troducing new musical expression and 
expanding the concept of symphonic 
form. The fifth symphony continued 
along revolutionary lines but this time 
turned in a different direction, towards 
concentration of the material and con-
ciseness of expression. The opening 
motto is the symphony’s core motif 
and is present in some form or anoth-
er in every movement, though most 
veiled in the slow second one.

The first movement is fanatically 
compact, explosive, and dominated al-
most throughout by the fate motif. “It 
makes one fear that the house is about 
to fall down,” huffed the venerable 
Goethe when his peace was disturbed 
by the young Mendelssohn hammer-
ing it out on the piano. The slow move-
ment is unusually active and at times 
breaks out in glorious splendour, as if 
restrained, melodic music would not 
suffice in a work simply raring for a 
fight.

The third movement is alternate-
ly mysterious and defiant and far re-
moved from the snappy scherzos of 
Beethoven’s other symphonies. The 
Trio section ushers in a triumphant 
fugato in C major, as if looking ahead 
to the finale. Beethoven reshaped the 
overall dramatic structure by linking 
the scherzo and the finale, which con-
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tains a flashback to the previous move-
ment.

Another new feature of the sympho-
ny is that the weightiest movement is 
now the finale. In earlier classical sym-
phonies, the first movement was usual-
ly the weightiest, and although Mozart 
had already made the finale the richest 
and most substantial movement in his 
Jupiter Symphony of 1788, Beethoven 
made his even more important. He fur-
ther underlined this by adding a picco-
lo, double bassoon and above all three 
trombones.

In his fifth symphony, Beethoven cre-
ated a universal model for a victory 
symphony. It was already the custom in 
the classical era for a work beginning 
in a minor key to end in a major one, 
but Beethoven made the transition an 
integral part of the victory process. The 
path from the aggressive opening C 
minor to the radiant final C major thus 
almost became a scripted drama of in-
ner growth. Beethoven raises the clos-
ing rites to a new plane, with maybe 
a touch of overstatement but genuine, 
triumphant euphoria.

Programme notes by 
Kimmo Korhonen translated 
(abridged) by Susan Sinisalo

DUNCAN WARD
British conductor Duncan Ward has 
established himself as one of the 
most exciting and versatile conduc-
tors of his generation and enjoys 
working regularly with some of the 
leading ensembles and opera hous-

es. Recent highlights have included 
engagements with the Orchestre de 
Paris, the Bavarian Radio Symphony 
Orchestra, the London Symphony, the 
Swedish Radio Symphony Orchestra, 
the Bamberg Symphony, the Deutsche 
Kammerphilharmonie Bremen and 
the Scottish Chamber Orchestra. This 
season he makes his debut with the 
Frankfurt Radio Symphony Orchestra, 
the Orchestre National du Capitole de 
Toulouse, the Rotterdam Philharmonic, 
the Munich Chamber Orchestra and 
the Royal Philharmonic.

From 2012 to 2014 Duncan Ward 
was Conducting Scholar of the Berlin 
Philharmonic Orchestra Academy, to 
which he was appointed on the rec-
ommendation of Sir Simon Rattle. 
From 2015 to 2017 he was Principal 
Conductor of Sinfonia Viva – one of 
the UK’s most dynamic and versa-
tile ensembles – and he has also held 
the post of Associate Conductor of 
the National Youth Orchestra of Great 
Britain.

Duncan Ward is passionate about a 
wide range of repertoire and is equal-
ly at home with ensembles (such as 
the Balthasar Neumann Ensemble) 
performing on authentic instruments 
and with ones such as the Ensemble 
Modern and the New York ICE concen-
trating on contemporary music. Also 
in demand for opera, he conducted 
the highly-acclaimed performance of 
Brett Dean’s Hamlet and the Chinese 
debut of Britten’s Peter Grimes with 
Glyndebourne on Tour, and in 2015 he 
conducted the Deutsche Oper Berlin 
production of Kaija Saariaho’s La 
Passion de Simone.
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Also an accomplished compos-
er, Duncan Ward was BBC Young 
Composer of the Year in 2005 (at 
the age of only 15). Recent commis-
sions include a work for the Bamberg 
Symphony to be premiered in March 
this year. His latest project, a 30-min-
ute orchestral work Rainbow Beats for 
the South African organisation MIAGI 
(Music Is A Great Investment) was pre-
miered on a major tour of Europe in 
summer 2018 in celebration of Nelson 
Mandela’s centenary, including per-
formances at the Elbphilharmonie, 
Amsterdam Concertgebouw, Berlin 
Konzerthaus and Verbier Festival. 
Duncan Ward has an agreement with 
Edition Peters.

JOHANNES PIIRTO

Finnish audiences first became aware 
of composer-pianist Johannes Piirto 
when he performed his own composi-
tion Virta (Stream) at the official open-
ing of the Helsinki Music Centre in 
autumn 2011. Composing goes hand-
in-hand with his work as a pianist and 
he is also a skilled improviser.

One of the brightest stars of the 
young Finnish musical generation, 
Johannes Piirto has been invited to 
perform with the major Finnish orches-
tras and at festivals here in his native 
country. He has collaborated with most 
of the celebrated Finnish conductors, 
and Jukka-Pekka Saraste has premiered 
works he has commissioned from him 
with the Finnish Chamber Orchestra.

Outside Finland, Johannes Piirto has 

played chamber music in Switzerland, 
the United States, Vienna, Salzburg, 
Dortmund, St. Petersburg, Bergen, 
Tel Aviv and elsewhere. His part-
ners in chamber and recital repertoire 
have included Natalia Gutman and 
Alexander Chausian. Since 2017, he has 
been Artistic Director of the summer 
Chamber Music Festival in Helsinki 
with the Borea Quartet.

Having studied the piano, compo-
sition and orchestral conducting at 
the Sibelius Academy, Johannes Piirto 
continued his piano studies at the 
Universität für Musik und darstellende 
Kunst in Vienna with Professor Stefan 
Vladar. He has also attended mas-
terclasses with András Schiff, Dimitri 
Bashkirov, Menahem Pressler and oth-
ers.

Johannes Piirto has reaped success 
in several national and international 
competitions. He won the first prize 
for 10–15-year-olds in the Uuno Klami 
Composition Contest for Youth in 2007. 
The following year he received the 
Dorothy MacKenzie Artist Recognition 
award in New York, and he was the only 
Finnish finalist in the International Maj 
Lind Piano Competition in Helsinki in 
2012.
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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 mission 
is to produce and promote Finnish mu-
sical culture and its Chief Conductor as 
of autumn 2013 has been Hannu Lintu. 
The 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 commis-
sions. Another of the orchestra’s tasks is 
to record all Finnish orchestral music for 
the Yle archive. During the 2018/2019 
season, 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.


