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OF VAlUES

MYSTIC AND UPHOlDER
Emojuhanå  Rautavaara

once  safö  that  he  has  always

wanted  tös  låfe  to  observe

the  tripartšte  Brahrmmc

dšvšsion:  the  young  soldåer

(avant-gardäst),  the  patråarch

(upholder  of  values),  and

fånally  the  recluse  (mystšc).

EDITORIAl

"Itis  mybeliefthatmusic  isgreatif,  atsome mo-
ment, the listener catches "a glimpse of

eterrgity through the windoui of time"; if  the ex-
perience  is one uihichArthurKoestlermightcall

"theoceanicfeeling". This, tomymind,  istheon-
ly true justification  for all art. AII else is of sec-
ondary  importance."  These  are föe  words  of

composer  Einojuhani  Rautavaara,  who  cele-

brateshis70föbirthdayon90ctober.Readmore

abouthismusicinthiseditionofHighlightsand

find  out  why  Vladimir  Ashkenazy  added  the

Cantus  arcticus,  the most  popular  work  by

Rautavaara,  to föe  repertoire  of  the  Deutsches

Symphonit:-Orchester.we  also  bringyounews

ofIngvarLidholm,  whose  operaADreamPlay

gotitsAmericanpremiere  atSantaFeinAugust.

Insideyouwillfindareplycardin  caseyouwish

to contact  us. We are also happy  to receive  fax

and  e-mail  messages,  and  we particularlywel-

come  anysuggestions  you  mayhave  for  future

issues  ofHighlights.

Henna  Salmela

Editor



autavaara's  development  as a compo-

ser  can  indeed  be  roughly  divided  into

föree  main  periods.  The  late  1950s  and

particularly  föe  early  1960s  produced

his most  experimental  and  avant-gardist

works.  His  style  of  composition  föen  took  a

new  turn  in 1967,  with  the  Independence

CamaJItsenäisyyskantaatti).  Sincethen,  he

has  devoted  himself  mainly  to commissions,

as a result  ofwhich  many  of  his  works,  espe-

cially  many  of  föose  composed  in  the  1970s,

haveintentionallybeeninspiredbyadesireto

create  audience-friendly  Gebrauchsmusik.

Thestartofföethirdperiodmoreorlesscoinci-

deswithbeginningofföe  1980s,  duringwmch

hemarried(inl984)hissecondwife,föesinger

Sinikka  (Sini)  Koivisto.

Byföe  time  Rautavaarawas  50, in  1978,  he

had  alreadymade  his  "wifödrawal  decisiod':

fromföenonwardstherewouldbenothingbut

composition-no  writingaboutmusic,  no  ra-

dio  talks,  no  panels,  meetings  orrepresenting

societies.Tenyearslater,havingcelebratedhis

60fö  birthday,  he relinquished  the  chair  in

composition  at the  Sibelius  Academy.  It  was

not,  however,  until  he reached  föe  "reduse"

stage  föat  Rautavaara  really  made  his  inter-

national  breakthrough.  As a result,  he has  in

föepastfewyearsinfactbeenmoreinföenews

föan  ever  before  because  of  performances  of

his  works  and  many  significant  interviews.

This  tripartite  division  does  not,  however,  tell

föe  whole  t'ufö  about  the  life  of  Einojuhani

Rautavaarathecomposer,  sinceföethreeten-

dencies  mentioned  at  the  beginninghave  re-

ally  and  truly  been  manifest  in  his  workfrom

theveryoutset.Hisfirstpreservedwork  Three

Symmeti'ic.Pidttdes(l950),ismodernisticand

atonal,  while  föe  piano  suite  Fiddlers  (1952)

bofö  upholds  and  reassesses  traditional  val-

ues;  itis,  afterall,  basedonfolkmusic.TheFid-

dlers  andARequiem  in Our  Time  (scored  for

brass,  1953)  were  föe works  wifö  which

Rautavaarareallymadehis  breakthroughand

theyare  still  amongföe  compositions  byhim

most  frequently  performed.  In  Icons  (1955),

hismainpianoworkofthe  1950s,  Rautavaara

reveals  his  fascination  for  (Orföodox)  mysti-

cism.  His  earlyoutputalreadyincludesworks

föat  may  be classified  purely  as Gebrauchs-

musik.

In  föe 1950s  and  early  1960s  Rautavaara

seemed  to be intent  on  experimenting  wifö

and  comparing  completely  unrelated  musi-

cal  premises  and  to be seeking  a pafö  of  his

own  in  the  jungle  of  conflicting  aspirations.

His  real  avant-gardist  experiments  culminat-

ed in  TheAr'abescataof  1962.  This  symphonic

work  does,  for  example,  adhere  strictlyto  se-

rialism,  and  the  second  movement  is based

on  motifs  mapped  on  graph  paper.  The  pre-

miere  of  Arabescata  in 1963  caused  quite  a

scandal  that  was  even  taken  up  by  föe  daily

press;  Paavo  Berglund  refused  to conduct  it

andföe  composerhimselfhadto  stepintoföe

breach.  This  inspired  föe  cartoonist  Kari  to

publish  a cartoon  in  föe  leading  Finnish  dai-

ly, Helsingin  Sanomat,  föatto  some  extent  al-

ludes  to  the  graphical  sketches  forArabesca-

ta.  In  it  a member  ofthe  metro  committee  ar-

rives  at a recording  of  newmusic  with  a map

of  föe  metro  and  asks  a spokesman  from  föe

orchestrato  demonstratehowthe  metro  plan

would  sound.

Theninthe  1950sand1960sRautavaarasuc-

ceeded  in  achieving  a synföesis  ofwhat  were

fundarnentally  opposing  trends  in  composi-

tion.  Inhis  third  symphony  (1961),  for  exam-

ple,  one  of  föe  cornerstones  of  his  symphon-

ic output,  he combined  a 12-note  technique

designedforföecontrolofatonalit5rwithalux-
uriantlyromanticand,  onemightsay,  outright

Bruclmerianapproachtosound.TheTVopera

TheMine(Kaivos,  1957-60/62),aponticalwork

inspired  byföe  Hungarianuprisingof  1956,  is

likewise  based  on  12-note  technique.

Gebrauchsmusšker

There  were  two  reasons  why  Rautavaara  ad-

dressedhimselfmore  to listener-friendly  Ge-

brauchsmusikinthelate  1960s.  Onewasföat

he had  "had  enough"  of  strict  structuralism,

Hans Lydman and Jorma Hynninen
in the opera Aleksis Kivi
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whichwas  beginningto  seemoppressive.The

oföer  was purely  practical,  i.e. föe financial

needto  acceptcomrnissionsforthemostvar-

ied  combinations  ofinstruments.  He did  not,

however,  feel  he was compromising  himself,

orföathonouringhisnumerouscommissions

in  any  way  restricted  his freedom.  For  as he

saysin  "Elämänionmusiikki"(MyliieisMu-

sic, inFinnish,  publishedin  1980),  abookedit-

ed by Juhani Aromäki, "It's actually all beerr

ftm. Thefu'stthinganyoneproducingartmust
doisacceptthelimitations:youdon'thavecom-

plete libertyto doanything.A h'umpetinB flat
simplycannot  playa  top  g."

Many  of the  most  popular  works  by

Rautavaara  were  indeed  written  in föe late

1960s  and  föe 1970s.  These  include  föe in-

sföunentalconcertoperformedmostofall,the

cello  concerto  of  1968,  his  mostfamous  com-

position,  föe  Cantttsarcticusforbirds  andor-

chestraofl972,hismostfrequentlyperformed

choralwork,föeZ.orcaSttiteofl973,  oneofthe

finestpiecesinthemalechoirrepertoire,  The

Book of  Life (Elärnän kirja, 1972), and the lit-
tle Christmas  mystery  Maijatta,  the Lowly

Maiden(Marjatta,matalaneiti,  1975)forchi1-

dren's  choir,  soloists  and  instruments.

ensemble  and tape to a text by James

Broughton  (1971).  The  cantata  incorporates

elements  of  jazz,  catchyAmerican-sty1e  mu-

sicals, and  a national-anföem  collage  inter-

spersed  with  tape music.  He also explores

novelworlds ofsoundinhisMytsic7or Upright

Piano andAmplified Cello (1976).
According  to Rautavaara,  the  "modernity"

ofaworkdependsnotonthematerialortech-

nique  employed.  He says many  of the com-

posers  who  look  upon  föemselves  as avant-

gardists  read  modernism  like föe Jehovah's

Witnesses  föeir  Bible,  "observing  the instr'uc-

tions  on diet  issued  byMoses  but  denying  the

mysteiy of Christ': In his opinion, interest in
devices  of a specific  kind  should  never  pre-

vent  the composer  from  seeing  his goal. He

compares  föe composer  obsessed  with  his

structurestoföeblindking:  "Theblindkingis

alwaysfallirxgo'uerHethinksthat'slife.Hecan-
nntsee  thegarden."

The  mythical  unicorn  turns  up again  lat-

er in Sermades of the Unicorn (1977) and
MonologttesoftheUnicorn(19B(f),bo*{or%-
tar; the  unicorn  seems  to be föe composer's

alter  ego, föe  personification  of  föe artist,  at

times  semi-divine  and  at oföers  awretch  and

1996,  föe  record  of  which  was an irnmediate

success.  The  secret  to the  success  ofthe  Can-

tus arcticus  also lies  in  its issociation  from

reality.The  orchestralpartis  initselfverysim-

ple  music,  but  the  Cantus  is raised  to a com-

pletely  different  plane  by  föe  taped  birdsong

engaging  in  counterpointwifö  föe  orchestra.

The  birds  in  föe  Cantus  arcticus  are not  just

any  birds:  föey  are sacred  birds  föat  give föe

work  a supernatural  element.

Inföe  1970sRautavaaraa1so  discoveredhis

angels.To  beginwithföeygiveföeimpression

of being  demonic,  ominous  harbingers  of

darkness,asinAnnunciations(l976-77)  foror-

gan and symphonic  wind  orchestra,  Angels

and  Visitations  (1978) for  orchestra,  and  föe

double bass concertoAnge'lo7Dtisk(1980), to
mymindone  ofthe  mostimpressive  ofallföe

Rautavaara  concertos.  In the smaller-scale

flute  concerto  (1973) föe soloist  is called

upon  to per'form  on  all four  members  of  föe

flute  farnily.  The  violin  concerto  (1977) seeks

to extract  föevery  soul  and  essence  offöe  vi-

olin,  and  föe  most  recent  concerto,  also one

of  föe  finest  byRautavaara,  is föe  second  one

The  1980s  and  1990shave  been  atime  ofsyn-

föesis  as Rautavaara  has laid  aside  more  and

more  ofhis  outside  obligations.  Inmanyofhis

works  he combines  stricter  motif  work,  such

as row  technique,  wifö  a more  liberal,  spon-

taneousidiom.Thenextofhisoperas,  Thomas

(1982-85),  isto  mymindthefinesthehas  ever

written  and  deals  wifö  föe  ousting  of  the  old

FinnishculturebasedonföeworldofföeKale-

vala  bymodern  European,  Christian  culture.





The  composer  šs a mšdwšfe,

not  a mother

Rautavaara's  handling  ofhis  symphonies  is

typical  ofhis  habit  of  reworking.  He  has  of-

tenlikenedhis  role  of  composerto  föat  ofa

midwife  whose  job  is to denver without

damaging.TheworkitselfisIikealivingcrea-

tureföathasalwaysexistedinsomeplatonic

worldofideas,  justas  itis,  readyto  be  born.

Sometimes,  however,  a work  gets datn-

agedduringföedelivery,  especiallyifithas

been  forced  to conform  wifö  some  prede-

termined  plan.  In  this  caseitis  in  danger  of

dying,  of  being  damaged  beyond  repair.  In

his  autobiography  Omakuva  (Self  Portrait,

in  Finnish,  1989)  Rautavaara  nevertheless

says  föat  since  bofö  nfe and  compositions

are  fictive,  föe  past  can  always  be  repaired,

adamagedworkcanalways  bereborneven

decades  atter  the  first  delivery.

Few  would  dispute  föat  Rautavaara  has

indeed  been  extremely  successful  in  vest-

ing his  earlier  symphonies  with  new  me.

The  final  version  of  föe  first  symphony,  for

exatnple,  has  lost  none  of  föe  tragic-bom-

bastic-ironic  feeling  forlife  of  föe  youtMul

original;  the  revised  version  simply  func-

tions  better  as a whole  and  is undoubteäy

justwhatRautavaarawouldhave  delivered

32 years  earlier  had  not  föe  rnidwife  (the

composer)  beenslightlyinexperienced.

Producing  music  like

a låväng  orgamsm

Anotherpointföatstrikesföelistenertothe

Rautavaara  symphonies  is föat  as in  many

ofhis  oföerworks,helikes  dippinginto  ear-

1iercompositionsformaterial.Hisextensive

output  thus  seems  to embody  a wealfö  of

potential  for  giving  his  materials  a newlife

of  their  own,  föereby  constituting  a sort  of

homogeneousanimateorganism.Thisdoes

not  reduce  the  overall  merit  of  his  works  -

föe  musical  material  he produces  merely

seems,  asitwere,toleadmanydWerentlives

in  many  different  geru'es.  It  is as if  föe  very

material  has  a will  of  its  own,  and  hence  it

is reborn  in  different  guises.

Inherdoctora1dissertationonRautavaai'a

entidedNarratingwith  Twe1veTones(l997)

Anne  Sivuoja-Gunaratnam  regards  föis

method  as the  manifestation  of  a marked-

lynarcissisticartist,  as asortofendlessrnir-

roring  of  föe  self.  But  just  as certainly  föe

material  for  his  works  is for  Rautavaara  of

an  open  nature;  it  does  not  necessarilyin-

dicate  föat  there  is only  one  possible  out-

comebutinsteadprovidesföepotentialfor

progressinginföemostvariedofdirections.

Inthis  respectRautavaara's  approach  does

indeeddifferfromföetraditionaldirect,un-

wavering  attitude  to  föe  symphony.

Sanctity

The  best  works  by  Einojuhani  Rautavaara

willundoubtedlycontinuetobeperformed

untilwayaheadinthefuhire.  Onföeoföer

hand  his  music  bears  one  ofthe  marks  of  a

classical  composer  in  föat  it  is broad  and

diverse,  covering  all  categories  and  many

styles  and  providing  someföing  for  every-

one.  What  is more,  his  works  are always

highlypersonal,  thereis  no  mistakingföeir

composer,  and  föey  do notpose  insupera-

ble  technical  problems  for  the  performer.

The  listener  has no difficulty  relating  to

föem  emotionally,  and  föe  colourful  tim-

bres  appeal  strongly  to föe  imag'nation.

The  aspect  of  the  music  of  Rautavaara

föat  appeals  most  strongly  of  all  to audi-

ences  andperformers  is, however,  possibly

his  desire  to create  something  more  föan

justaconstructionorareality,  howeverim-

pressive.  Inalludingto  angels,forexample,

in  the  titles  of  his  works,  Rautavaara  en-

courages  föe  listener  to explore  föe  world

beyond  reality.

These  strivings  could  equallywellbe  de-

scribed  as an attempt  to experience  sanc-

tity.Therearealwaysmomentsintrulygreat

musicwhichföelistenerexperiences  assa-

cred,  as something  far  beyond  actual  real-

ity.

Rautavaarahimselfoncewroteofhisfun-

damental  goal:  "The  journey  thatdoes  not

leadtothegreatunknouinisnotworthmak-

ing in art. A uiork of art must surely be at

leastasgoodaslife-whichismostlysostereo-
ffped-and  preferably better..."

"Itismybeliefthatmusicisgreatif,atsome
momerxt, the listener catches"a glimpse of

eternitythrough thewindowoftime";ifthe
experience  is one which  Arthur  Koestler

mightcall "theoceanicfeeling': This, to my

mind, istheonlytruejustificationforallart.

AIl else is of secondary importance."

Kalevi  Aho
[This article has also been published in
föe October issue of Classica.)

Maestro  Vladårmr  Ashke-

nazy-šs  the  Chief  Conductor-

and  Artšstic  (Nrector  of

the  Deutsct*es  Symphonie-

Orchester  m  Berlm  and

sånce  the-  begmnång  of  1998

also  the  Chåef  Conductor

of  the  Czech  Philharmonšc

Orehestra  šn Prague.  Apart

from  makång  a dšstm-

guished  career  as  a

påamst  he  has  been

conductmg  smce  the  I980s

and  worked  wšth  leadång

orchestras  šn Europe  and

Ameršca.  Ashkenazy  is

one  of  the  most  eonvmcmg

and  accomplished  conduc-

tors  of  Sšbelius's  musšc

and  hosts  a keen  ånterest

m chamber  musåc-making

as  well.  Ashkenazy  has

commåssšoned  a päano

concerto  from  the  Fšnnåsh

composer  Einoluhani
Rautavaara.  In  tms  arUcle

Ashkenazy  teffs  his  views

about  Rautavaara's

music  and,  among  other

thmgs,  the  reasons  for

choosång  the  Cantus  arctš-

cus,  Rautavaara's  concerto

for  bšrds  and  orchestra,

for  the  seršes  of  concerts

whšch  presented  Scandina-

vian  music  ån Berlm

between  I February  and

16  March  1998.

HS:Youhavecommissionedapiano  con-

certo  from  Rautavaara  to be  premiered

in 1999.  What  are your  plans  for  this

work?

VA:We  are  aiming  atthe  premiere  inAu-

gust  1999  in  Finland  wifö  the  Helsinki

Phiföarmonic  Orchestra.  I hope  to play

it  on  föe  keyboard  but  I don't  knowyet.

a conductor.


