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Translator’s Foreword





After the publication of Harold Johnson’s Sibelius monograph in 1959 with its dark hints of hidden secrets, the Sibelius family decided that the composer should be known for what he was, and entrusted Erik Tawaststjerna with complete and unrestricted access to the composer’s papers, letters and diaries. He drew on these for his mammoth five-volume biography whose Finnish edition, begun in 1960, reached completion in 1988. As I explained in the Foreword to Volume II, the first volume in English comprised the first two volumes of the Finnish and Swedish editions; and the second comprised the third. The present book encompasses the last two volumes of the Swedish and Finnish originals, and in order to accommodate them within practical (and affordable) proportions, some adaptation has had to be made. Generally speaking I have truncated or omitted altogether the analytical material concerning the Sixth and Seventh Symphonies and Tapiola, in the belief that the reader can examine these scores for him or herself. The widespread accessibility of the songs and smaller works on compact disc (many of those on the BIS label being annotated by Erik Tawaststjerna himself), has brought the music within the reach of a much larger audience than could have been envisaged in the 1960s when Professor Tawaststjerna embarked on his odyssey. I have, of course, retained the discussion of the genesis of the Fifth Symphony for the obvious reason that this is not available to the general reader, and adds and contributes to our understanding of this remarkable work. The 1915 version of the symphony has now been commercially recorded as part of BIS’s Complete Edition of Sibelius’s output.


The task of undertaking a book of these dimensions is daunting – especially when the author is involved in seeing his work through the press in different languages. Erik Tawaststjerna’s original is in Swedish, the first four Finnish volumes being prepared for publication by Tuomas Anhava and Professor Erkki Salmenhaara. Only the last chapters of Volume V were written in Finnish. The English edition formed the basis of the first volume in Russian (1981) and will also form the basis of the German.


At Tawaststjerna’s death in 1993 the Swedish text of the fifth volume remained incomplete, and I am greatly indebted to Fru Gitta Henning for making a Swedish-language version of the last chapters (from Chapter Sixteen onwards). Fru Henning worked with Professor Tawaststjerna for nearly twenty-four years and knew better than anyone else how his mind worked. She is currently seeing through the press the final two volumes of the Swedish language edition. Although Erik Tawaststjerna saw and approved the first part of this translation, I have had to rely on her altogether invaluable advice and guidance not only in the main body of the text but through the minefield of Sibelius’s letters and, above all, diary entries. With the completion of these volumes, most of Sibelius’s papers have been placed in the Library of Helsinki University, and access to the diaries and some other papers is now restricted until well into the next century.


Sibelius’s diaries pose particular problems in that they are not only difficult to decipher but are often private musings that have little meaning for an outsider. They are jottings, passing thoughts, and often not syntactical. During his lifetime Sibelius kept all his correspondence with friends and publishers (there are nearly 700 letters to his wife), as well as innumerable press-cuttings. But there are few diary entries after the 1920s, and relatively little material of a personal nature from the late 1930s onwards.


There are places in which there is more than one draft of a chapter section, and I have done my best to represent the substance of both. In one or two instances (the interview Sibelius gave to an Italian critic in 1922 is one) I have restored material the author omitted from the Swedish edition. Generally speaking I have proceeded on the assumption that the English-speaking audience will have a perspective that differs from that of the Finnish and Swedish reader. Although I have made every effort to come as close to the letter of the manuscript as possible, my guiding principle has been to convey its spirit. I have aimed at a text that would come close to one which the author himself would have used, had his native tongue been English. The author had an exemplary command of English (and many other languages), and although we mostly conversed in Swedish I heard him speaking English often enough to know how elegantly he expressed himself.


I am grateful to Suomalaisen Kirjallisuuden Seuras (the Finnish Literary Society) for an Award in support of this project, and to Marja-Leena Rautalin of the Finnish Literary Centre; to the Finnish Embassy in London and H.E. the Ambassador, Mr Ilkka Pastinen; to Mr Frank Hellstén, Counsellor for the Ministry for Foreign Affairs Department for Press and Cultural Relations in Helsinki, and Mr Heikki Reenpää of Otava Press.




 





Robert Layton, London, 1997
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Projected themes for the Fifth Symphony








 








[image: ]

Sketches for the Sixth Symphony over which the composer has scribbled ‘Violin Concerto II/Concerto lirico’

























CHAPTER ONE


War and Isolation





Three years had now passed since the Fourth Symphony. The allure of expressionism had begun to fade for him. Indeed, it had produced a reaction in the impressionist colouring of The Oceanides. Sibelius had long pondered over plans for a new symphony. Once again his future artistic direction posed a stylistic dilemma. While working on the final version of the Fifth Symphony in 1918, he found it taking the path of classicism; that was the direction which the ideas themselves dictated. But the motives which were occupying him then were the same as those with which he had been wrestling in August 1914.


However, his immediate problems were more practical: how to buy himself the time and peace he needed to write it? The outbreak of war presented him with alarming prospects. His bent was for the symphony, but the day-to-day realities of life necessitated the composition of lighter trifles that would prove lucrative. The conflict between real composing and making a living, always acute in his career, sharpened still further.


There were three possible ventures afoot, all of them unappealing in one way or another, but all offering immediate rewards: a ballet for London; a choral piece for the male choir, MM (Muntra Musikanter); or an opera for Aino Ackté. The dancer Maggie Gripenberg had revived an idea for a ballet, which had first surfaced five years earlier, based on The Bears’ Death Rituals, a re-working by Juhani Aho of material from the Kalevala. Sibelius sought Axel Carpelan’s views: ‘But what of my own work! It seems to me that I’m binding myself hand and foot. A ballet is something I could do well and it could be a success. But what do you think? I can’t just become a vielschreiber. That would damage both my reputation and my work. The only thing, as I see it, is to extricate myself. Don’t you agree? I would value your views. Perhaps I am too negative, but to throw away on some pas ideas that would sit marvellously in a symphonic setting … No! No!’ (27 July 1914)


Carpelan’s response was immediate: ‘My firm advice would be to listen to your inner promptings and not to commissions from left, right and centre. Follow your own star and stick to the symphonic path, be it orchestral or chamber. That is now your secure field, your real world. The present times are not the most propitious for opera or ballet. To compose pas to the accompaniment of cannons would be bizarre.’ (30 July 1914)


This, needless to say, was exactly the sort of thing Sibelius wanted to hear, as he notes in his diary: ‘I’ve had a wonderfully understanding letter from Axel. He is quite unique – but does not realize that my financial burdens (nearly 90,000 marks in debts) are a terrible strain.’ (1 August 1914) He returned the libretto to Aho on 8 November, with his regrets, though it is clear from his diary that he did not find the subject uncongenial. He felt much the same way about the stream of commissions for cantatas. MM tried to persuade him to set Runeberg’s epic poem Kung Fjalar for chorus and orchestra and offered a tempting fee. But though the sum figured in his budget calculations for that year, the project came to nothing.


And then there was Juha. This had been hanging over his head since 1912, when he had promised Aino Ackté, whose libretto it was, a firm answer within two years. Just before the time-limit ran out, he wrote to Carpelan: ‘To take on Juha, is not, I think, a good idea for me.’ When in the middle of October, Ackté pressed him for his final decision, he turned her down. Thus, in the end, Sibelius turned down all three commissions so as to concentrate on the new symphony – a decision that was both wise artistically and singularly bold, given his fears of losing his income from the continent.


Fortunately things did not turn out so badly. In the autumn of 1914 Det Skandinaviska Musikförlaget in Copenhagen established contact with Breitkopf’s Head Office in Leipzig and through their good offices Sibelius’s royalties continued to arrive. A present-day observer having vivid memories of the Second World War might be astonished to discover that post could be sent at all without being opened by the Russian-controlled Finnish censor or his German counterpart. But the route over Copenhagen took time and Sibelius’s need of money was acute, so he turned to two Helsinki publishers, Lindgren and Westerlund, and later on to Wilhelm Hansen in Copenhagen, albeit not without some pangs of conscience as he felt a bond of loyalty to Breitkopf. All three gladly accepted smaller pieces, not only piano miniatures but songs and instrumental pieces. But, in the present climate, symphonies and orchestral poems were less attractive propositions. More than ever before Sibelius poured out small trifles while at a deeper level he was occupied with other matters: ‘The symphony is playing in my mind. Am working on and moulding the themes. As usual consumed and burdened with small pieces. When will all this uncritical naïveté come to an end. How impossible it seems to change my circumstances for my few remaining years. But are they so few? I doubt it.’


Carpelan advised him to bury himself in the wilds ‘without newspapers and emotions … Listen there to your inner voices and pretend that you are no longer part of this world of the present anguish and misery.’ Sibelius without newspapers? The very idea is unthinkable. He had to have his daily dose of war news and politics, and follow the way in which Kajanus’s and Schnéevoigt’s shares were rated on the critical stock exchange by Hufvudstadsbladet and Uusi Suometar, and get himself worked up by Eino Leino’s articles on the arts in Helsingin Sanomat. Above all he missed the foreign press, the Berliner Tageblatt and the fresh air from abroad. And a dispassionate Sibelius was an impossibility. On one of his more difficult days, his diary reads: ‘Am in a terrible state and ought to be left to myself … My nerves are in tatters. Why? Everyone is after me. Why should I, having a composer’s cross to bear, have loans to repay, living expenses and no income? Interest repayments – interest and more interest! In the house four servants, one gardener, guests etc.’ (8 November 1914)


In the end he promised a new piece, Herr Lager och Skön Fager, to MM: ‘A commission – but it will be of some interest! The day is cloudy and rather cold. My spirits are not high – the war and all its consequences. And I’m a bit depressed about the way my work is developing. But that’s necessary for the symphony on whose themes I labour.’


But the next day he thought he saw things more clearly: ‘I cannot always be prepared to be accessible. Everything in my art must be cleansed and purified. But, it seems to me, my creative work has had so little effect on the world at large. Perhaps in time it will, particularly when I think of the influence my work has had on my contemporaries here (both their musical ideas and the orchestral sound). But that aside, I think I’m largely right. What melancholy thoughts. All things come from the undemanding nature with which I was born, my great defect. In many cases one consoles oneself with the thought that es genügt das Grosse gewollt zu haben! But for me the result is the main thing. I think I have the right – if it is permissible for me to use the word – to this pride.’ (Diary, 1 August 1914)


True, no school had formed around him as it had grown up around Debussy and Schoenberg. At this time his work exercised scant influence outside Scandinavia, and even there was confined to Stenhammar and a handful of Nordic contemporaries. Some years were to elapse before he was to exercise any considerable influence in the English-speaking world. But no one, not even his favourite pupil Madetoja, had taken his symphonic principles further. Small wonder that he felt a sense of isolation in a small country cut off from the world by war.


Perhaps Sibelius still saw the world stage partly through the sensibility of art nouveau and its climate of angst. Towards the end of August he wrote to Carpelan: ‘How great is the pathos and anguish of our times! We approach the long prophesied religious age. But it’s a religion impossible to define – least of all in words, but perhaps music is a manifestation of it.’ Was his symphony and the undoubted awe of nature that it exhibits, a religious or pantheistic manifestation? Or did he have Scriabin in mind? Only a year earlier he had written to Rosa Newmarch: ‘As far as Scriabin’s music is concerned, I believe that the religious music of the future will develop from his work and from opera.’ (18 April 1913) Scriabin’s mixture of ecstasy and mysticism exercised a strong fascination at this time, and one might say that the tritone figure, so dominant a role in the Fourth Symphony, shows a certain parallel between them. Among the few modern scores he had added to his library was Prometheus, and not long before he had made the acquaintance of Le Poème de l’Extase.


It is clear from a study of a block of sketches, to which I will return in the next chapter, that Sibelius was at work not on one but two symphonies, for the basic thematic substance of the Sixth was already beginning to take shape. Of course, he had constantly to turn to the smaller pieces that brought in some income, if he was to settle at least some of his bills. These worries loomed large on his horizon, as did the continued isolation of the war and the inevitable approach of old age. The creative years from 1910 to 1914, after his throat operation, when one key work seemed to unleash the next, were on balance rich and happy. The shift towards impressionism that can be discerned in The Oceanides could have proved decisive in changing his creative course. But this was not to be: indeed, during the ensuing eight years, through to the autumn of 1922, he completed only one large-scale work, the Fifth Symphony, and then only after two extensive revisions. Otherwise there are the Six Humoresques for violin and orchestra, masterpieces in a smaller form; a work for the theatre, closely tied to the spoken text; a number of smaller instrumental pieces and songs of some distinction; and a larger number of miniatures of the second rank. In all, not too bad a result, but pretty meagre when put alongside previous eight-year periods in his career, and even the last creative years (1922–30).


With the autumn of 1914, Sibelius could be said to have entered his years of crisis. One’s thoughts turn to the years 1813–18 in Beethoven’s life, which Leopold Schmidt called ‘something approaching an intermezzo’,1 when, following almost a decade of masterpieces, suddenly the number of great works falls off to an extraordinary extent. Life makes its inexorable demands and takes its toll with increasing severity, and for the first time forces its way into the foreground. Schmidt, in my view one of the most searching and underrated commentators on the composer, relates how the difficult side of Beethoven’s nature is accentuated, how he adopts a combative attitude to others, neglects his appearance, is consumed by the lawsuit concerning his nephew and makes life impossible for his servants. One might ask how much is cause and how much effect? Could it be that the slackening of the creative fires itself unleashes destructive forces in the personality? Does the creative development bear any immediate relationship to biographical events? If you look at the daily events at the surface of Beethoven’s life, it would seem they bore little relationship to the realities of his inner life.


In Sibelius’s case the difficult years began six years later than they had with Beethoven. His birthday that December, the last before his fiftieth, found him on the threshold, though his signs of crisis were quite the opposite of Beethoven’s. He paid increasing attention to his appearance. Now that it was no longer possible to order his suits and shirts in Paris, he turned to the most exclusive Helsinki tailors. His handmade shoes were the last word in elegance. He spared no quantities of water in his daily ablutions – although, as was common at this period, there was no public water supply installed at Ainola – and spent hours in the sauna. His daughters always recalled the discreet hint of eau de cologne after his morning shave. He became equally meticulous at table. Not the slightest stain was permitted on the tablecloths or serviettes. If there was the faintest food stain on a napkin, it was immediately sent back to the kitchen.


He guarded his privacy with increasing zeal, whereas Beethoven rebelled against his isolation. Of course, it would be folly to pursue the parallel too far, as Beethoven’s deafness inevitably posed altogether special strains and frustrations. Sibelius’s dealings with his publishers did not lead to ugly outbursts; though his pleas for more generous terms more often than not prompted them to take an even tighter grip on their wallets. However, his complicated financial problems were all eventually (and harmoniously) resolved. But, needless to say, his retreat into solitude – he abstained from concert going and grew away from his old circle of friends – brought its own pangs.


The autumn of 1914 was a constant struggle between the symphony and ‘bread-and-butter’ music. To atone for the disappointment he had caused MM over Kung Fjalar, he planned no fewer than three pieces for chorus and orchestra, all based on ideas that were later to surface in the Fifth Symphony: first, The Sea, to words by the Fenno–Swedish poet, Jakob Tegengren; second, The Song of the Goths; and lastly, Bacchanal to words by Viktor Rydberg. The Goths were to sing their menacing warrior song to a melody which subsequently appears as the pizzicato theme in the Andante mosso, quasi allegretto of the symphony. None of these projects actually came to anything. At the same time he began to pour out instrumental pieces: ‘This genre – the piano miniature – is something I have to cultivate. Perhaps also violin and piano. I suppose that with these plus the songs, I could just keep my head above water. My bigger debts will have to be dealt with in some other way.’ (1 October 1914) He made a start with six piano pieces: När rönnen blommar, Den ensamma furan, Aspen, Björken, Granen and Syringa. He reworked the last in 1919 before publishing it as the Valse lyrique for orchestra. Work of this kind was something of a strain and he wondered, along with a cartoonist in one of the Stockholm dailies, whether it was only pregnant women who threw up every morning!


But suddenly everything changed:




[17 September 1914] Laboured over the piano pieces. Sym. 5 is beginning to grow. Wonderful day. Am living life to the full – enough for two!


[19 September] Worked yesterday on Sym. 5. Whatever is going to become of this offspring? Worked really well! But my way of working, based as it is on inspiration, has nothing to do with the conventional kind of composing. As a result I cannot always see where I am going in all this wilderness.





A letter to Carpelan a few days later reads: ‘I am still deep in the mire, but I have already caught a glimpse of the mountain I must climb. Strange. The opponents of militarism allow the military to determine whether ordinary people live or don’t live.’ And in a postscript he adds, ‘God opens his door for a moment, and his orchestra is playing Sym. 5.’ (22 September 1914)


There were practical matters to attend to: he had to go into Helsinki a number of times to negotiate terms with his publisher, Westerlund, for some new piano pieces. But, in spite of everything, he felt on the crest of a wave: ‘Worked away on the new piece. In the morning a terrible depression, but during the day bathed in the new symphony and all my spirit grew lighter.’ (2 October 1914)


He spent the next few days in bed with an infection and the next mention of the symphony does not come until 10 October: ‘Alleingefühl once more. Solitary and strong … the autumn sun is shining. Nature is pervaded by a sense of farewell. My heart sings full of melancholy – the shadows lengthen. Adagio in Sym. 5? That I, poor mortal, should have such wonderful times!’


He presumably alludes to the melancholy adagio theme, which appears in the sketches but was subsequently eradicated. There were also reminders of his alternative musical life. He had to correct the proofs of two scenes from the ballet Scaramouche in the piano reduction and send them off to Hansen in Copenhagen. To his Helsinki publishers, Lindgren and Westerlund, he sent two piano pieces each.




[14 October 1914] Worked on small things … Difficile est satiram non scribere. But why do you say such things, Jean Sibelius. Shame on you!!


[18 October] On top of the world. God knows … But – to me it seems that the real Jean Sibelius is only just beginning. Wonder whether the name ‘symphony’ has harmed my symphonies more than it has helped them. Have determined to let my inner self – my fantasy – have its say. What has to be done, must be done soon. Life is so short!





From the diary we see that he continued to compose four small pieces each month, to work on an orchestral suite for Hansen (in his haste he spells it Hamsum) as well: ‘Begun in earnest with the Symphony No. 5. In a state of exhilaration when working over these themes. Hier stehe ich und kann nichts anderes, Gott helfe mir, Amen!’ (26 October 1914)


This passage probably refers to the sketch block where he has noted down a table of themes for a four-movement symphony. But it was not long before he was forced to break off from his work. His debts, at this stage 83,000 marks, forced him to turn out more small pieces. At the beginning of November he sent Westerlund three small piano pieces for 700 marks each. Only two weeks previously his offerings had brought him 1,000 marks from Westerlund and 600 from Lindgren. But the situation was still pretty desperate:




[4 November 1914] Am I going to be able to struggle on? Can I go on living here? Ich glaube es wohl. Aber …! Das Leben muss lang genug werden!





From August through to early November, he had managed to write sixteen small pieces and he continued to produce them at much the same pace. But in the middle of his work for Westerlund on Couplet and Badinage (the title was eventually changed to Boutade), he again became caught up with the symphony:




[13 November 1914] I have had a wonderful idea. The adagio of the symphony – earth, worms and heartache – fortissimos and muted strings, very muted. And the sounds are godlike. Have rejoiced and revelled in the rushing strings when the soul sings. Will this glorious inspiration fall victim to criticism – my self-criticism?





The sense of autumnal decay with muted strings and fortissimo point towards the E flat minor episode in the finale. Its embryo is to be found on page 14 of the sketch block, surrounded by sketches for the Adagio. Two days later he put the idea to one side. Some time later, on 2 December, his diary records that the Adagio will be finished but in a different form. In fact it wasn’t, but Sibelius did use this passage with its powerful dissonances in the Fifth Symphony, even though he had at one time placed it in the Sixth. Judging from the sketch block and the diaries he continued work on the symphony for about a fortnight before other projects claimed him.


He started work on two new pieces, Laetare anima mea, originally Song of Praise or Lauda Sion, for violin (or cello) and small orchestra. He finished it on 1 December and sent it off to Lindgren immediately. A few days earlier he had sent the same publisher a Capriccietto for piano for the sum of 300 marks. The same day his diary records a terrible battle for money. ‘A matter of life and death. Will it be my end as an artist?’ He never expressed such bitterness at his financial worries than he did now, when new ideas for the symphony were bursting forth but were constantly stifled by other musical obligations:




[2 December 1914] Wonderful day. Sunshine. Went for a walk with Aino. New plans for composition.


[3 December] Have caught a cold. Aino is in Helsinki … Once again money matters. Must write small pieces. When can I get on with my big plans? Presumably when I’m dead. What is the purpose of it all when it leads to nothing. Bankruptcy would be better.


[4 December] Worked on the Rondoletto … and also Boutade (both for piano).


[5 December] The day is grey, cold and gloomy. Had a phone conversation with my publisher which put us all in a filthy temper. What are we to do! Manage as best we can! The worst is that publishers can’t bring anything out! The war!!! It seems as if my labours in the musical world are to no avail.


[7 December] Ora et labora! Pondered on life’s evanescence. And other original things. Worked at the piano, i.e. piano pieces.


[13 December] Planned new pieces for violin with orchestral or piano accompaniment.


[14 December] Wonderful snowscape. Branches heavy with snow. White upon white! Worked on violin pieces for Hansen.


[15 December] Worked on the new piece. Everything still in its formative stage.





What was this new piece about which he is so unforthcoming and first mentions on 2 December? The explanation comes the following day:




[16 December 1914] Worked on Fantasia I.





There can be little doubt that this ‘Fantasia I’ is none other than the Sixth Symphony. On pages 22 and 23 of his sketchblock Sibelius worked, presumably at the turn of the year, on the first, albeit far from definitive, form of its themes. On 15 January 1915 his diary records that the symphony is ‘maturing slowly’. At this stage it would seem that he was working on both works simultaneously, since a table of themes for the Fifth Symphony on page 24 of the sketchbook is dated 12 January and on the 17th of the same month he returns to the ideas of the Sixth. Nor should his mention of Fantasia occasion any surprise. As early as May 1912 he had started planning an ‘Erste’ and ‘Zweite Phantasie für grosses Orchester’, having spoken only some weeks earlier of ‘Sinfonie’ V and VI. As late as November 1914 he had complained about the inadequacy of these titles: ‘But they are after all symphonies. The term must be broadened. At least I have played my part in this.’ (Diary, 26 November 1914)


But pressures were mounting inside him:




[17 December 1914] How impossible it is to be creative at a time when it is only the work of others which counts! If only I, who really am producing something new, wrote like, for example, Metastasio, I would be all right. Dinners, speeches, etc. No only solitude. I alone, alone, alone! Work at my symphonic fantasy. How close to my heart this form is! Ars longa, vita brevis. How bitter our path in this world can be – and most often is. Have written to Stenhammar and suggested some concerts …


[19 December] The young are on the way up. My natural enemies! But all the same I am with them. I can’t be otherwise. Things that don’t come to fruition. But I can’t do other than I am. Alone, alone, alone. My lot!


[21 December] Worked on the orchestral fantasy. That I’m moving towards hard times both artistically and in practical economic terms, is certain. And in order to complete this, my orchestral fantasy, I must live on advances and loans. Uncertain if I can get it published when B&H are in an enemy country.





Such were his thoughts as 1914 moved towards its close. They inevitably relate to his outer rather than his inner life. Sibelius felt the isolation of the war years acutely as if his world was ghost-ridden rather than real. The pessimistic, negative side of his nature was highlighted; he imagined all sorts of slights and saw himself as forgotten and ignored, a lonely beacon of light in a deepening winter darkness. He became increasingly oversensitive about concert invitations and complimentary tickets. He notes in his diary: ‘Young talents are performing. I was deeply hurt that [Ilmari] Hannikainen did not want me at his recital.’ (Diary, 4 November 1914) Of course, Hannikainen, who was only twenty-two, would have thought it presumptuous to have sent tickets to Sibelius. He was incidentally to be Alexander Siloti’s duo-partner in London after the war, and one of the finest Finnish interpreters of Sibelius’s piano music as well as a personal friend.


It was the same story with Kosti Vehanen, who later became Marian Anderson’s accompanist in, among other things, Sibelius’s songs and also partnered Aino Ackté. Sibelius felt obliged to stay away ‘as there was no invitation at all’. Other concert artists, however, were not so inattentive: ‘In Helsinki, [the young tenor] Väinö Sola sang beautifully: Jubal, etc. I have no success with the masses. This does not worry me since the other day when I went to hear the Helsinki Orchestra play, among other things, Tchaikovsky’s Francesco, da Rimini, I realized the sureness of my artistic grip. Not least that my songs – among them, Våren flyktar hastigt (Spring is Flying), written in the 1890s – sound thoroughly modern and true; also my orchestral technique and colour sound fresh even today. That gave me deep satisfaction.’ (1 November 1914)


Aarre Merikanto, son of the composer of popular songs and opera and a disciple of Reger, had ‘the good taste’ to invite Sibelius to the first concert of his own compositions. ‘A promising début’, he recorded in his diary (6 November 1914) and in an undated letter to the young composer written a few days later, he spoke of him achieving great things in the future. It was a relatively conservative début in spite of some Regerish harmonies. The concert was given a second time. ‘Merikanto, the admirable boy, celebrates his triumph. So he should.’ (10 November 1914) After further studies in Moscow, Merikanto was to enrich the literature of Nordic opera in the early 1920s with one of its finest works, Juha, on the very same libretto that Sibelius had returned to Aino Ackté a few weeks earlier. Merikanto could also reckon on Sibelius’s friendship and support in future years.


Critics were another matter. In a small country an established composer of international standing has to tolerate the spectacle of up-and-coming rivals enjoying critical encouragement and better reviews than he does. This he found difficult to stomach. He thought that both Selim Palmgren and Moses Pergament, the latest young composer to make his début, were puffed up by Hufvudstadsbladet while he was taken for granted as a has-been, ‘a fait accompli’. No doubt Sibelius was partly over-reacting, but his impatience was partly justified. His obvious eminence both in Finland and on the international scene prompted certain critics demonstratively to bestow more generous praises on others. This did not escape Erik Furuhjelm’s notice: ‘[Herr Pergament] captivates the public with his bargain-price stuff – and our Swedish-language press puff up the concert as if it is an event of some significance … The real figure of stature has difficulty in winning through. This kind of criticism is in its lack of judgement damaging for our musical life.’2


A month or so after Furuhjelm’s article, Sibelius was again ignored. Anna Hagelstam gave the première of two of his songs, Maj (May), Op. 57, and Romeo, Op. 61, and much to his mortification, the event passed unnoticed in the press: ‘Neither before nor after the concert was there a single word about them … I ask you, if one of our dilettantes came with new songs, what a fuss would be made of them … All that and the whole wretched set-up makes me feel bitter and makes it impossible to work.’ (Diary, 16 January 1915)


Much the same thing happened a few days later when Sigrid Schnéevoigt presented the Two Rondinos, Op. 68. The critics did not have the slightest idea that these were first performances. But Sibelius also had himself to blame if the press had less to say about him than before. He had not given a concert of his own works in Helsinki since the spring of 1913, a fact which was pointed out by Bis in Hufvudstadsbladet in an open letter to him: ‘We have become accustomed in this country to finding a season without Sibelius incomplete, he who has brought us courage with his music. Most recently the American press has been able to report on Sibelius’s concert success in the New World. Now it is surely the turn of his own country.’3


In a time of crisis this letter testified to a longing for a national rallying point. Had Sibelius announced a concert with the Second Symphony and Finlandia, it would have been immediately sold out. But Sibelius saw it as a matter of honour to present new works, and noted Bis’s ‘well-meaning but tactless’ letter with some measure of irritation. However, a few days after his birthday he wrote a friendly letter to Wasenius.


One writer who had never given him (or anyone else for that matter) cause for complaint was the columnist Guss Mattsson. A doctor of chemistry by training, Mattsson had something of Karl Kraus about him, though his satirical bite was softened by a typically Fenno-Swedish humour, which with its quiet irony could be very telling. Mattsson had condemned Kajanus’s manoeuvres in St Petersburg with Kokovtsev at the time of the problems with the Helsinki orchestras (see Vol. I), and when Kajanus had complained of attacks by the Fenno-Swedish lobby because of his strong support for the Finnish language, Mattsson was quick to point out that no one had received stronger support in the Swedish-speaking press in the past than Sibelius, also a supporter of the Finnish language, and for that matter Kajanus himself. His early death in November 1914 at the age of forty-one came as a shock to Sibelius, who wrote in his diary in the same terms as he did on Strindberg’s passing: ‘Gustaf Mattsson’s death has shaken me. He was the conscience of the journalistic world, a man with a strong ethical feeling in all his writings.’


But Sibelius’s ‘Fennomania’ was more subtle than that of many contemporaries, as indeed was Mattsson’s allegiance to the Fenno-Swedish cause, which did not fit into any hard-line pattern. Both were able to perceive the situation in Finland in terms of a wider European perspective. At that time Sibelius must have understood that his position on the language question – a single, united Finnish nation with two languages – was no longer wholly realistic. Partly in response to the increasingly aggressive Finnish nationalism, Fenno-Swedish circles began to advance the thesis that there was a separate Swedish sense of nationhood, language and culture in Finland. As early as 1910, the poet Eino Leino, cosmopolitan in outlook and of liberal tradition, noted the growth of what we would now call a backlash: ‘Our Swedish upper class are no longer Fennicized as they were during the years of growing national self-consciousness but rather the opposite … We have two cultures and nations, one Finnish, the other Swedish, which are moving fast apart.’4


Therefore pressure increased in the Finnish-speaking community towards the creation of a completely new culture, despite the inevitable risk of appearing brash. It was no longer mandatory to love Runeberg and Topelius as much as one did the Kalevala and Kivi. In February 1912, for example, the Finnish-language student choir refused to take part in the traditional ceremonies honouring Runeberg, the national poet. This shook Sibelius to his roots. He felt the very foundations of his view of Finnish nationalism tremble. He telephoned Heikki Klemetti, the fanatical Fennomanic conductor, to give vent to his indignation and (according to Klemetti) said there was no question of his allowing them to take part in his next concert. Klemetti dug his heels in and countered with the threat that if they were to be banned, he would have no part in forming a choir for Sibelius’s forthcoming concert, which was to include the Impromptu for women’s voices and orchestra, and even hinted that, were Sibelius’s attitude on this issue to become public, many of the women in the Suomen Laulu  choir would not wish to sing under Sibelius’s baton! These were not idle threats made in the heat of the moment but written in black and white after a day’s reflection.


Klemetti went on: ‘How in present circumstances can [Runeberg] stand as our national poet, when he is worshipped above all by those elements who have turned their backs on national unity with us. It is at Kivi’s grave and Lönnrot’s statue that Finnish students should assemble, undisturbed by Swedish nationalists.’ Klemetti forgot Runeberg’s role as a rallying point during the nineteenth century when he provided the nation with moral backbone during some of its darkest days. The same day that Sibelius received Klemetti’s letter, he read Mattsson’s denunciation: ‘These students are no longer the noble guardians of freedom, and when the great threat from the east engulfs them they should not complain.’


It was for these students and Klemetti that Sibelius composed his finest a cappella songs in the earliest years of the century, and as usual he soon rose above this particular quarrel. He had a high opinion of Klemetti’s powers: he had proved an inspiring interpreter as a conductor, and had presented such songs as Båtfärden (The Boat Journey), Den brustna tonen (The Broken Voice), Det brinner på ön (Fire on the Island) throughout Scandinavia, the Baltic countries and central Europe – and was later to take them to England. Whatever his reactions to the Fennomanic whine, he held no brief for the Swedish upper-classes who turned up their noses at the upstart culture of the Finns. He, like Mattsson, was fully aware of the inherent dangers if the pendulum swung too far one way or the other.


Earlier that autumn, Sibelius had spent some days in the capital:




[30 September 1914] In H. A strange atmosphere difficult to define. My complete isolation from people grows. Is this pure misanthropy on my part or touch-me-not? Cold, rainy, miserable.


[1 October] The Helsinki visit has been demeaning. To meet these wretched, small-minded people. Ugh!





Presumably Sibelius had been working hard to persuade these wretched, small-minded people they were important and talented! He was more of a touch-me-not than a misanthropist – even when he thought he had been treated with disrespect by a cashier at the Academic Book Shop, or he imagined cold, malicious stares following him at the Finnish National Theatre when his daughter was on stage. On another occasion, when as usual he found people in Helsinki ‘grudging and petty’, his temper was fired by a genuine grievance. He had heard a ‘dreadful, dilettantish attempt’ by a café musician to arrange his Berceuse, Op. 40 No. 5, for violin: ‘Is there no law, no parliamentary law to protect the rights of artists to keep their work free from molestation. If this arrangement were published, my reputation – my dearly bought reputation I might add –will be zero.’ But he had to admit that Aino was right in saying that his threshold of tolerance was too low.


But he was by no means always at odds with the world. Far from it. One glorious day he went for a walk with Aino and felt the ‘rays of sunlight’ both from without and within. He read with delight of other men of genius, whether real or fictional, Eckermann’s Conversations with Goethe and Romain Rolland’s Jean Christophe Part III. Eckermann he thought ‘naïve and concerned for his own advancement – so unlike me. But he was a good person and that means a lot to me.’ Was he not lacking an Eckermann in his own circle? Carpelan would never manage to put together a collection of Conversations.


Sibelius’s intuititive feeling for people rarely failed him. Among the young people in their circle of friends was a young biology student, a classmate and close friend of Eero Järnefelt’s son Heikki. Järnefelt had used him as model for a wall painting at the Ceremonial Hall of the University. Sibelius himself had noticed him and wrote in his diary after taking his walk on a sunny October day in 1914: ‘Met young Mr Sillanpää who looked like a gnarled pine. What poetry there is in our people. He gave me a quizzical, enigmatic look.’ The young biology student was to be the Nobel Prize winner for literature in 1939, but had at this time shown nothing of his literary prowess.


A performance of Carmen in Helsinki captivated Sibelius and rekindled his operatic enthusiasm. A page of his sketchblock with ideas marked ‘For the opera’ could refer to Juha, were it not for the annotation (‘an exotic nuance from the sea’) which rather suggests Boldemann’s libretto, set in Villafranca on the Mediterranean rather than in Karelia. His impending birthday and his mounting debts prompted darker thoughts. His mood shifted from elated inspiration to depression. After ‘a night with dreadful nightmares’, he enjoyed a ‘glorious day in the wintry countryside’ and ‘worked well’. But the approach of his forty-ninth birthday prompted a quick change of mood:




[6 December 1914] The day is dismal and dark. How little interest there is in my music among the wider public and the critics to judge from the press here and in Sweden.


[7 December] Am alone, alone, and again alone! We all live together in our home country and manage to get on famously. Yet underneath it all, we hate each other good and proper. It’s my last day at 48.


[8 December] Today is my birthday! 49 years of age! My birthday as usual: no telegram, no letter, no flowers, no greetings (apart from a telephone call from Ruth), a veritable prophet in his own country ‘poeta in patria’. Mind you, people have other things to think about these days other than birthdays. Now one is buffeted here and there – I fear that connections with Denmark will be cut off in the near future, now that three Swedish steamboats have been mined. A day with some sunshine. But December all the same and on top of that the eighth!





The prospect of Christmas lightened his spirits. He laboured hard at the new work and surrendered himself to childhood memories:




[24 December] Typical Christmas weather. Dark and full of poetry. All is full of expectation. The new work is already beginning to take shape, though there is much to be done. Written to Hansen about it.


[25 December] This morning went to the Christmas service – full of atmosphere. Today family dinner.





It was while he was on his way to church that the first ideas came to him for ‘a sonata for violin with piano accompaniment’ that he planned as Op. 78: ‘The idea has lain dormant inside me for a long time – as long ago as the 1880s, when I wrote two pieces like it.’ (Diary, 25 December 1914) But the ‘Sonata No. 1, Op. 78’ was to become the Sonatina, Op. 80.


As dusk began to fall, the guests started to arrive: the Järnefelts (Eero and Saimi and their children) on foot from Suviranta, and by horse-drawn sledge from Kuninkala came Sibelius’s daughter Eva and her husband, parents-in-law and four brothers-in-law, very much as in the introductory scene of Tchaikovsky’s Nutcracker. They were greeted by an enveloping warmth, the scent of burning birch wood and appetizing aromas from the kitchen where a huge woodcock was roasting in the oven under the watchful eye of Aino, whose cuisine was schooled in the best Fenno-Swedish and St Petersburg traditions. After dinner the Christmas tree lights were lit, and the children sang papa’s Christmas songs, first ‘Om hanget korkeat nietokset’ to words of Wilkku Joukahainen and composed in all probability in 1901.


Simple though it may be, it is a song that reveals its provenance in a subtle way. These were the years of the worst Tsarist oppression and although the key is F major, dark minor keys cast their shadow as the bitter cold and winds are evoked and only the plea in the last strophe entrusting the people to God’s protection returns us to the major. As usual in the Scandinavian countries, presents had been exchanged on Christmas Eve – Katarina had no fewer than thirty packages! After that there were party games: ‘the aeroplane game’ where the victim is blindfolded and swung through space on a plank, an example of the Nordic Biedermeier period’s childlike naïveté that survived in Finland well into the present century. Sibelius wandered from room to room with the new violin sonatina in his thoughts. On Boxing Day the children enjoyed tobogganing and there was a traditional sleigh ride. The holiday ended with a splendid evening at the Järnefelt’s. After the seasonal festivities, it was not easy to return to work.




Notes


1 Leopold Schmidt, Beethoven: Leben und Werk (Berlin, 1924), p. 214.


2 Nya Argus (16 December 1914).


3 Hufvudstadsbladet (24 November 1914).


4 Helsingin Sanomat (26 June 1910).






















CHAPTER TWO


The Genesis of the Fifth Symphony





At some time during the late summer or early autumn of 1914, Sibelius began to note down drafts of important themes in a sketch block with large pages but no printed staves. He freely sketched rolling, spacious note-systems and filled them with motifs which are often difficult to decipher. The first thirty-seven pages cover the period from about August 1914 through to the middle of the following June. In the summer of 1916 three additional pages were added. Generally speaking they comprise motifs for the Fifth Symphony but there are also some ideas that surface in the Sixth. Two pages are devoted to an operatic project which cannot be identified with any degree of confidence, and there is a page of sketches for the Sonatina in E minor for violin and piano, Op. 80. From January 1915 onwards he adds dates to some of the sketches.


Some ideas were soon to perish by the wayside but others were worked and reworked many times, and developed into more comprehensive structures before being discarded or further reworked. Visually the sketchbook gives an impression of struggle and demonic possession reminiscent of Beethoven. The sketch throws fascinating light on the conception of the Fifth Symphony, whose progress we can follow from the first embryonic motifs in the summer of 1914 right up to the end of June 1915. Once his ideas have ripened, Sibelius sets out several dispositions of movements: ten or so for the Fifth Symphony, three for the Sixth, with thematic tables for the individual movements.


The three versions of the Fifth Symphony


Before going any further into the question of the Fifth Symphony’s conception, a reminder of certain facts is necessary.1 The first version (1915) is in four movements, and differs from the definitive published work (1919) in many important respects, even if it is built from many of the same thematic building blocks. The first movement, Tempo moderato assai, is clearly separated from the second, Allegro commodo: together the two movements correspond to the Tempo molto moderato – Allegro assai in the definitive score. The 1915 score itself does not survive, but after Sibelius’s death a complete set of parts was discovered among the composer’s effects and a reconstruction made.


Nothing, neither a set of parts nor a score, survives of the 1916 version save for a double-bass part. In addition, there is another set of parts, used for the première of the definitive 1919 version, on which the changes have been written in or pasted over the original. In the Andante movement and the finale several pages have been torn out and new ones inserted, the actual number varying from part to part. The rest between the first and second movements has been removed and the transition would seem to be close to what we know. The Andante differs greatly from the 1915 version but has by no means reached its definitive form, while the finale’s progress reveals both gains and losses. In discussing the work’s growth, any reference will necessarily be to the definitive 1919 score, the only one which is accessible to the general public.


In examining the sketch block one can discern four distinct phases in the symphony’s genesis during the autumn of 1914 and the subsequent spring. First, the composer sketched out the primary thematic elements including two key figures and one adagio theme. Secondly, he continued to conceive new themes and to weave them into the early material in tables of motives for specific movements. Thirdly, he sketched out a basic scheme comprising four movements with thematic tables for each. Finally, he revised and finished his basic project in a variety of different ways, for by now ideas for the Sixth Symphony were beginning to inhibit the completion of the Fifth.


When he was working on the Kullervo Symphony in the spring of 1891, Sibelius spoke of having a strong sense of the symphony’s atmosphere without any concrete idea as to its musical expression. The conception of a major Sibelius work often took place during a transparently unproductive period, during which the first unformed visions began to take more specific shape in his imagination. This phenomenon is not uncommon in the other arts; Alvar Aalto once said, ‘Sometimes, when you are in the grip of an important project, you make one exploratory sketch after another; but it never works out if you proceed piecemeal. First, you must have a complete vision.’ During the turbulent summer of 1914, Sibelius began to get the first glimpse of the new symphony, and gradually, as it came to take shape in his head, he came closer to a complete vision. The sketches of the various motifs would seem to come as early as late July, since a diary entry from that time speaks of ‘a wonderful theme’.


THE FIRST BASIC MOTIF


The first basic idea is stepwise. The first embryonic cell crystallizes in a simple, rhythmic motive. The composer gropes his way forwards in D minor, albeit with a B flat minor inflection. 
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And in a Lydian F major.
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Then the idea gradually takes shape as the ‘first basic theme’ in D flat major.
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The rhythmic motif became the fundamental impulse of the symphony. It influenced not only the theme of the finale we have mentioned but also a whole group of other motifs, characterized in the main by a wave motion that proceeds stepwise. Later it is to figure as one among many candidates as the dominant theme of the first movement. Even if in the end this was not to be, the basic idea lived on to play a key role in the finale. Sibelius worked out the first main theme in sequential fashion.
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As is obvious, this is the precursor of the wind idea, first conceived after the sketch block stage, when the first basic theme’s syncopated thirds are found. 
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THE SECOND BASIC THEME


On the fifth page of his sketch block Sibelius has noted down a second basic idea, here in A flat, and familiar from the last movement of the final 1919 version.
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Three pages further on in the sketch block, he puts it into his thematic table for the scherzo, though it is soon moved on to the finale. This second swinging ‘Thor’s hammer’ theme2 makes a good foil to the first. The melodic line winds in ever wider intervals, beginning with a fifth and ending up with a ninth. No sooner has inspiration taken wing and the idea been fashioned into shape, than it is subjected to strong critical scrutiny. Sibelius first toys with one idea and then another, but only three really took off during the sketch block stage: the two basic ideas and an adagio figure which survived for a time only to be eliminated afterwards. This would seem to have been a decisive step in the symphony’s genesis.


In both basic themes there is a kind of genetic power which is a driving force in the composer’s imagination: ‘I propose to let these musical thoughts and their development in my spirit fashion the formal shape of the piece.’ It can seem an oversimplification to argue that the whole symphony grows out of the two basic themes, or rather from the impulses they set in motion. But in the case of the Fifth Symphony, however, it holds good in the sense that every musical idea is influenced by one or other of those ideas. Much the same duality can be found in the sketches for the Second Symphony.


In a diary entry on 10 April 1915 he was to liken the creative process to solving a puzzle: ‘Spent the evening with the [Fifth] symphony. The arrangement, make-up and grouping of the themes: with all its mystery and fascination this is the important thing. It is as if God the Father had thrown down mosaic pieces from the floor of the heavens and asked me to put them back as they were. Perhaps that is a good definition of composition – perhaps not?’


The two basic themes derive from the same pattern. But it was only after June 1915 that he realized what their real significance was, and that the two pieces of the mosaic had originally lain side by side on the floor of heaven! Once the two basic themes were in place, the decisive step towards the fulfilment of his creative vision had been taken.


The second phase: the separate movements


In the next stage Sibelius began to draw up tables of themes for individual movements; first, for a scherzo, the second (originally third) movement in his projected scheme. It is in D minor; E flat is yet to emerge as the main key of the whole symphony. Under the heading ‘the scerzo’ [sic] Sibelius later added in green crayon, ‘in E flat’
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Here we find (i) an unidentified theme which also appears in later tables; (ii) the bucolic horn call, the introductory theme of the Tempo molto moderato of the definitive version; (iii) the woodwind figure in thirds, which appears three bars after letter A in the Tempo molto moderato; (iv) the swinging (‘Thor’s hammer’) theme from the finale. At this juncture the projected scherzo comes to occupy a central place in his planning. And in the bucolic horn call and the wind figure in thirds, Sibelius has fashioned two of the key elements in the exposition of the first movement.


THE LENTO MOVEMENT


A beautiful cantabile theme in 7/4 time and in D major (see page 8 of the sketch block), already conceived during the first phase of the symphony’s conception when it was in D flat major (see page 5), has been placed under the heading ‘Lento movement’.
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Even though it was removed later, during the early stages of the symphony, it still attracted other thematic ideas into its orbit and served as a catalyst in the evolution of what was eventually to become the slow movement, the Andante mosso, quasi allegretto.


THE FIRST MOVEMENT: INTRADA (IN PASTORAL MOOD)


The first movement was the stepping stone to the whole project. For his ‘Intrada – In Pastoral Mood’ Sibelius sketched out, among other things, three ideas.
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We recognize in the first the pizzicato theme from the definitive slow movement; the second, rather ordinary idea was for a short time to function as a main theme in the finale until it was discarded towards the end of April 1915. In the third, behind the repeated notes, we have the outline of the second group of the first movement (nine bars before letter B).
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With these themes, Sibelius had taken two important steps. But the overall picture of the Intrada still remained uncertain. Already in the same sketch block he had assigned the pizzicato theme to another work he was planning at the time and which came to nothing: Goternas sång (Song of the Goths).


THE FINALE (‘BACCHIC PROCESSION’)


At this stage Sibelius thought of the finale as a ‘Bacchic Procession’. The title clearly alludes to a passage in ‘The Young Greeks’, the second canto of Rydberg’s poem Livslust och livsleda (Love of Life and Weariness of Life) on whose text he had drawn for the Impromptu for women’s choir and orchestra. The theme pours out in a headlong 6/8 rhythm.
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The general shape and character of the idea calls to mind the scherzo of the Second Symphony. The idea itself was discarded but something of its momentum and character survive in the 1919 finale. The Intrada and Bacchic Procession were probably sketched on or around 11 September 1914.


The original plan set out in four movements


The first two phases in the work’s conception culminated in a new set of sketches with the heading ‘E flat Sym V in four movements’. Now that most of the more important themes have been sketched, Sibelius turns his mind to the content of the individual movements. He no longer thinks of the Intrada’s pizzicato theme but rather the first basic motive, which – at least in its original form – was destined to disappear from the symphony. The second group, which had already figured in the scherzo in D minor, now comes in E flat minor.
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The E flat minor tonality is destined to give a curious impulse towards the birth of the Sixth Symphony. This diverges completely from the earlier Intrada plan. Progress on the first movement is already faltering ominously.


THE SECOND MOVEMENT: SCHERZO AND TRIO


The shape of the scherzo-plan comes into sharper focus. The two main motifs, the bucolic horn-call, and the woodwind theme with its final triplet turn up transposed into E flat major. The swinging ‘Thor’s hammer’ theme is still present, but a query has been put against it.
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In the next motif-table, which bears the date 12 January 1915, he added the word ‘Trio’ above this theme. In the definitive version it leads into the B major Allegro moderato section. A second Trio theme is to be found on page 30 of the sketch block.
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This appears a little further on in the Allegro moderato section, at letter D in the score. Up to this point it is obvious that Sibelius thought of the second movement as a scherzo and trio. His original point of departure was clearly a construction of the type A–B–A, in which the principal section A is built on the bucolic horn-call and the woodwind theme in thirds; the trio section B contains both trio themes; the final A section puts into effect in some way the recapitulation of the scherzo form. On the basis of this we can establish how the ‘first movement’, that is, the Tempo molto moderato – Allegro moderato group in the definitive version, emerged from the scherzo plan.


SCHERZO PLAN: DEFINITIVE VERSION


And so it is genetically justifiable to regard the Tempo molto moderato – Allegro moderato as a single united movement. In the 1915 version the pause between the Moderato introduction and the following Allegro is clearly a relic of the customary break between principal section and trio. In the 1916 version the pause has already been bridged over.


THE THIRD MOVEMENT: ADAGIO, B MAJOR


The beautiful principal theme in 7/4 had already been sketched before the original plan. Here Sibelius gives it in B major, with the tonic a major third below the symphony’s tonal centre.
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Judging from the number of times this theme was reworked, it was close to Sibelius’s heart. But he eventually gave it up because it did not harmonize with the overall spirit of the symphony.


THE FOURTH MOVEMENT, E FLAT MAJOR


The figure marked ‘a’ derives from the motif-table of the Intrada. It is hardly one of Sibelius’s greatest inspirations and later on will disappear altogether. For the idea marked ‘b’, the composer indicates the swinging ‘Thor’s hammer’ theme (at this stage with a query but later on without), and with this a cornerstone of the finale is laid. Sibelius also moves the theme with the descending fifth from the Intrada.



EX 16




[image: ]





As we have said, this was later embodied in the first movement, but in the 1915 version it turns up notwithstanding in the introduction to the final climax of the finale. 


The second conception phase


When in the late autumn of 1914 Sibelius set out the original plan in four movements, the first phase of the work’s conception was complete. The Fifth Symphony did not advance much from this stage during the following spring. Although the composer made additions, crossed out, revised and rearranged the thematic table, the original plan was not substantially altered. Of the newly-added material, only two ideas were to gain a firm footing in the symphony. One is the ‘second trio theme’. The second idea spins out further the Intrada’s pizzicato theme and appears for the first time in – mirabile dictu – the Sixth Symphony, sketched probably in December 1914.


About a month later the theme – now in G flat major – was moved to the Fifth Symphony’s adagio plan where it functioned as main theme, while the original adagio theme in 7/4 became a subsidiary theme in G major. With this both the pizzicato idea and the key of G major enter the slow movement. This step can be regarded as the birth of the definitive Andante mosso quasi allegretto movement –the pre-natal stage was when the pizzicato main theme itself was sketched for the Intrada plan.


In the spring of 1915 Sibelius was working hard to bring the Fifth Symphony into a more coherent shape. But the picture was complicated by ideas that were to find their way into its successor. In fact, the origin of the Sixth Symphony is interwoven with that of the Fifth, and as he finishes, revises and polishes the Fifth, ideas freely wander back and forth between the two symphonies. (It is at this point that he made his reference to the floor of heaven and putting together pieces of its mosaic in the puzzle.) The sketch block shows many surprising connections: for example, on page 14 there is a variant of the Fifth Symphony’s basic figure with a characteristic touch of dissonance in the harmonic underlay.
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That is the embryo of the finale’s E flat minor episode. Strangely enough, Sibelius allowed this same embryo to grow in D minor, assigning it to the finale in the table of motifs he drew up for the Sixth Symphony on 17 and 18 January 1915 (sketch block pages 28–9). 
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As you see, this idea which forms the E flat minor episode in No. 5 is to all intents and purposes now in its finished form, and would seem to have flourished in the milder environment of D minor.


The pizzicato theme of the Fifth Symphony also seems to have flourished in these gentler climes. This working-out of that theme3 appears in the table of motifs for the second movement of the Sixth Symphony.
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But after a while Sibelius realized that what he had in fact been working on was an idea for the Fifth Symphony, and he returned it to the Fifth, placing it in the table of themes for the Adagio in C flat (B) major.
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The original Adagio was demoted to a secondary role in G major. The resulting tonal plan which now emerged was E flat – G major – B (or C flat). Yet again the environment of the Sixth Symphony was serving as a kind of hothouse for the ideas of the Fifth. Conversely one finds among the sketches to the Fifth Symphony, the second, ascending figure from the finale of the Sixth, here in E flat minor.


Genesis of the Sixth Symphony


Although the origin of the Sixth Symphony is interwoven with that of the Fifth, the sketch block offers relatively little evidence of how it developed. The various phases of its conception are by no means as clearly marked as in the Fifth. All the same, we do know when his thoughts first turned to it. There is a diary entry from mid-December 1914 mentioning that he began work on ‘Fantasia I’, i.e. the Sixth Symphony, and there are many surprising connections with the Fifth. The following idea in E flat minor was destined to become the second theme in the finale of the Sixth. It would appear to have been written in the latter part of November, and is to be found among various workings-out of the Fifth Symphony’s basic rhythmic motive.



EX 21




[image: ]





Both its key and context indicate that it was originally earmarked for the Fifth Symphony, though it does not harmonize completely with the other thematic material for that symphony. On the other hand, it gives a glimpse of the fundamental character of the Sixth Symphony: its Dorian mode; its predominantly stepwise melodic substance; and the fact that its theme ascends from the tonic to the flattened seventh and subsequently settles on the dominant.


This is where the material for the Sixth differs from that for the Fifth, where modal ideas are uncommon and stepwise melodic movement is generally counterbalanced by swinging interval leaps. E flat minor belongs to a different symphonic world. In this connection one’s attention is drawn to a strange circumstance: the two other E flat minor themes in the original ground plan were first sketched in D minor. It would seem that during this time Sibelius was pulled between two different worlds: the Dorian D minor sound world of the Sixth Symphony-to-be, and the wilder, more thematically structured Fifth which had yet to find its tonal centre. And that no doubt explains how he tried to fill the tonal landscape of the Sixth with themes from the Fifth.


Key apart, the E flat minor theme is the fundamental idea of the Sixth Symphony. And when Sibelius, a little later in mid-December, temporarily gave up work on the Fifth Symphony and plunged into the D minor world of the Sixth, he took this E flat minor theme with him. Four pages further on in the sketch block, Sibelius begins to work out a thematic scheme for the first movement of the Sixth. In the draft of this idea for the first movement we can recognize the main theme of the completed first movement and something of its development, including the arpeggios in the repeat section (page 17 of the printed score).
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The sketches for the second movement, in G major, provide fresh evidence of how Sibelius’s creative imagination, perhaps subconsciously, oscillates between the two tonal planes of the Fifth and Sixth symphonies. He notes down a theme which is quite obviously influenced by the principal pizzicato theme of the projected Intrada of the Fifth. In the definitive Andante mosso quasi allegretto movement, this theme is in fact found again as the final variation on the pizzicato main theme itself (page 83 in the score). It came into existence within the framework of the Sixth Symphony, even if it did not long remain there – it was soon moved into the motif table for the adagio.


The third movement in the Sixth Symphony’s original plan was eventually to form the springboard of the finale. The ‘fundamental’ idea functions as principal theme in the plan, only to become later on the second theme of the definitive finale. 
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Other material connected with the same theme is also to be found sketched out inter alia with the following decisive change:



EX 24




[image: ]





its tentative continuation:
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and the theme’s descending form:



EX 26




[image: ]





Sibelius first planned a finale in D major with a playful main theme. This would soon be transferred to the Sonatina for violin and piano on which, as we have seen, he began work during Christmas 1914 and finished three months later.
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On a page of the sketch block dated 17 January 1915, the composer began sketching material for a new finale for the Sixth Symphony, surprisingly enough first in a Dorian E major.
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This motif was eventually to find its way into the finished symphony’s third movement. Finally, on the same and on following pages, we find a new example of oscillation between the two symphonies. Among the material for the Fifth I have already mentioned is a harmonized motif in G minor, the embryo of the finale’s E flat minor episode. Now, in connection with the conception of the Sixth Symphony, Sibelius begins to develop this fragment in D minor, retaining the harmonization ‘as a finale theme?’ for the Sixth.
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It is striking how near in this sketch he comes to the E flat minor episode in the finale of the Fifth Symphony. Among other things we find the zigzag movement with wide intervals, a reflection of the swinging ‘Thor’s hammer’ movement and the pathos-laden final formula. Thus an embryo created in the first momentum of the Fifth was nurtured in the Sixth’s sphere of influence into a striking figure, and then drawn back into its original habitat.


It seems that after January 1915 Sibelius temporarily left the world of the Sixth and the Fifth came back into the foreground. But as an epilogue, in June 1915, Sibelius put down the last notes in the sketchbook for that year: a motif table for the Sixth Symphony, which he here called the Fifth, and another for the Fifth, to which he gave the number VI. He first thought to put the swinging ‘Thor’s hammer’ theme into the D minor Symphony (i.e. the definitive Sixth) but then changed his mind and returned it to its proper place by means of an arabesque-like arrow in red crayon.


The sketch block shows to how great an extent Sibelius was governed during the conception of a work by an intuitive vision of the whole. It was probably in August 1914 that he began to have a presentiment of the Fifth Symphony’s basic dialectic, which is reflected in the two original themes, but it took him many months to arrive at the four-movement original plan and arrange the preliminary thematic material. Throughout the spring he worked to clarify his vision. The motif-fragments he finally selected all derived from the same mosaic figure, even if he did not know at first where to fit them in. He could even see several patterns before him at the same time, as when he worked on the Fifth and Sixth together. Then the puzzle became more difficult.


A question which naturally arises as one studies the sketch block is whether Sibelius had begun to write out the Fifth Symphony in the autumn of 1914 and spring of 1915, at the same time as he was working out the motif tables for the different movements, or whether he waited until the motif tables for the various movements had been established. The second alternative seems the more likely. No score sketches exist for the eventually discarded plan for the first movement and the Adagio. Of course, they may have been written and destroyed, but it looks as if Sibelius first worked towards a complete thematic plan before he began writing out the full score. Several years later he was to declare in an interview, ‘I am the slave of my themes.’ The composer also defined his ‘slavery’ in another way: ‘I allow the musical thoughts and their development in my psyche to determine the form.’ His first two musical thoughts for the Fifth Symphony were certainly decisive in determining the internal tension of its structure. The scherzo plan furnishes a concrete example. Originally Sibelius had planned a typical second movement with a fairly uncomplicated design from the formal point of view. But under the influence of the ‘development in his psyche’ of the motifs, the movement came to be a highly organized, totally unprecedented formal construction which constitutes the symphonic centrepiece of the whole work. The first thematic inspiration for the Sixth Symphony is also an instance of the generative power of one of the original motifs, and is reminiscent of Busoni’s thesis, ‘Every motif carries within it its own predestined fully matured form.’ Besides motifs, key relationships were also a generative factor. Once the Fifth Symphony’s basic key of E flat major had been established, the original plan began to move inside the major third circle: E flat – B major – G major. The D tonality and the strong Dorian element began the first harbinger of the Sixth.


Yet another sound world was to obfuscate the Sixth’s genesis: Sibelius’s fascination for the violin and cello as solo instruments was rekindled. During the period December 1914–January 1915, while his thoughts were occupied with the new symphony, he composed Laetare anima mea, Romance and Rigaudon for violin or cello with piano or orchestral accompaniment and worked on the Sonatina for violin and piano.


At about the end of March or beginning of April, Sibelius scribbled in ink over the pencilled sketches of the Sixth Symphony the title, ‘Violin Concerto II / Concerto lirico’. Could this mean that the material he had intended for the Sixth Symphony could have been intended all along for a new concerto? Hardly, since the sketch block specifically states ‘Sinf. VI’ on pages 22 and 28. Doubtless he had in his mind the prospect of a concerto, and was perhaps exploring the potential this music might possess in a concerto rather than symphonic context. As we shall see, he went so far as to write to Breitkopf & Härtel about his stillborn concerto.


The sketch block reflects the changing development of ideas in Sibelius’s musical imagination, his capacity to generate individual thematic motifs. As early as 1902 Richard Strauss had noted Sibelius’s prodigality of inspiration: ‘Seine Musik hat die Frische einer fast erschöpfenden Erfindung’. His abundant thematic fertility is evident in this sketch block. Many in themselves excellent ideas are discarded, among them the Adagio theme for the Fifth Symphony. But of course, the capacity for melodic invention is not in itself the only or even the most important factor in the creative process. It is the potential of each idea that is vital. As Philip Barford put it in his remarkable essay Beethoven as Man and Artist:4 ‘In the imagination of a composer, the tonal idea or image is the essential datum. In his musical intellect thought is the force which binds tonal images together in structural and formal relationships.’




Notes


1 Since these words were written, James Hepokowski has published his splendid monograph on the symphony, to which readers are referred [Tr.].


2 A whole generation of music-lovers in the English-speaking world have grown up with Tovey’s telling image in his penetrating analytical note, and I have retained this as a means of identifying the theme [Tr.].


3 It is also related to what was to become the finale [Tr.].


4 Philip Barford, ‘Beethoven as Man and Artist’ in The Beethoven Companion, ed. Denis Arnold and Nigel Fortune (London, 1971), pp. 21–38.






















CHAPTER THREE


‘My best years’





Sibelius began the new year on a note of optimism. His first diary entry for 1915 reads, ‘These are my best years!’ Nevertheless, New Year came in shrouded in fog, which in folk mythology portends frost in July. Be that as it may, both fog and frost were safe portents in the world of publishing. Two symphonies were in the process of gestation, and Sibelius wanted to get down to serious work on them. But where could he place them? Hansen in Copenhagen had declined: they were only interested in small piano pieces and songs. The Helsinki publishers were not big enough to take them on, and Breitkopf & Härtel in Leipzig were an uncertain quantity and were beleaguered in more senses than one. Sibelius wondered what the future had in store for Breitkopf and Germany itself. Postal connections through Copenhagen were expected to be cut off at any time, and there were fears that the neutrality of the Scandinavian countries was itself in danger.


If these were Sibelius’s best years, for most publishers they were the worst thanks to the war. For the publishing house of Lindgren he planned ‘Pensées fugitives – a new series of compositions for violin with accompaniment of piano’. These chimeric titles were much in vogue at the time – Prokofiev’s Visions fugitives date from this period. In the end Sibelius never used the title and his projected series resulted in some eleven pieces altogether, divided between Opp. 79 and 81.


As a kind of worldly pendant to Laetare anima mea, he composed a Romance for violin (or cello) and piano, and if the publisher so desired, he was prepared to arrange it for orchestra and also transcribe the solo part for viola. His intentions were clear: he realized that the F major Romance had the seeds of popularity and with the dreadful fate of Valse triste very much in his mind, he was anxious to cover himself against transcriptions. On further reflection he decided that the Romance and Laetare anima mea did not really belong together. He substituted a new pendant, Devotion, which he completed in June 1915, subsequently adding the subtitle ‘Ab imo pectore’ Another miniature was the Rigaudon for violin and cello, which he completed on 23 January. In his diary he designated it Op. 77, No. 3 but in his definitive catalogue it became Op. 78, No. 4. It appears as if he was uncertain how he should group these miniatures. Ideally he wanted to change the opus numbers to 29 and 30 but was unsure whether this was viable. Inspiration came early in the new year:




[11 January 1915] In an elated state all evening. Youth, inspiration and the future before me. It is as if my heart will break. This gentle New Year fragrance!


[12 January] I am torn between composition plans. I don’t know which way I will turn. The symphonies are developing slowly. But I’m still uncertain about them. My small pieces for various publishers are wearing me out. How best to proceed? I am now really anxious about my artistic future. There seems no end to the amount of insignificant trivia I have had to occupy myself with since the outbreak of war. Oh well! And how happy I am with my symphonic work.





Glazunov was about to make another guest appearance in Helsinki, and Sibelius was already preparing himself for possible slights! ‘Presumably I will not be invited as usual. I must be about the only musician in the world who is treated in this fashion. Strange!’ Glazunov’s love of Finland had remained steadfast. In 1909 he had written his Finnish Fantasy for orchestra, Op. 88, and five years later his Finnish Sketches, Op. 89. Finnish musicians could count on his goodwill in Petrograd and he always maintained close contacts with Kajanus. He arrived on 12 January and began immediate rehearsals with the orchestra. Sibelius came to Helsinki at the same time. Together with Aino Ackté, he was invited for a dinner party at Aline Borgström’s, wife of Arthur Borgström, the businessman whose poem Thaïs he had set. Afterwards he popped into the Kämp and saw ‘Glazunov and Kajanus huddled over a bottle of champagne’. The way he records the event in his diary suggests he felt, rightly or wrongly, that he was unwanted and excluded. Kajanus adored Glazunov and probably wanted to keep him to himself, or perhaps Sibelius was diffident about joining them.


Sir Henry Wood was fond of telling how Kajanus and Sibelius were sitting with Glazunov at the Kämp. The wine flowed and Glazunov, doubtless in his cups, pointed an accusing finger at Sibelius and berated him for making all too frequent recourse to ostinato figures: ‘That’s a drunkard’s music, that’s what it is!’ Of course the significance of such incidents should not be exaggerated. After all, Glazunov had admired Nightride and Sunrise, which makes unusually extensive use of ostinato figures – and Sibelius was aware of this. On 18 January Glazunov conducted his oratorio The King of Judea and one of his piano concertos. The selfsame day Sibelius’s diary notes: ‘A wonderful winter day. Sun. Out for a walk. In a highly receptive mood. Have worked out a new theme – all’ antiqua. Worked hard. I’m not completely well. This evening Glazunov concert in Helsinki.’ He didn’t go to the concert and felt uncomfortable about his absence. But later that year on 10 August, when Glazunov celebrated his fiftieth birthday, Sibelius noted in his diary ‘a toast for him, the friend of Finland!’


From his friends abroad he had no news. Busoni had remained in Berlin ever since the autumn of 1914, but a Bach recital which he gave for charity was ungraciously received (he was, after all, Italian). In January 1915 Busoni set off for America and his New York concert was full of pianists – Josef Hofmann, Harold Bauer, Carl Friedberg and Percy Grainger. But after a tour of the West Coast, he ended up back in New York without any definite engagements for the autumn. Disillusioned, he returned to Europe and disembarked at Genoa, where he encountered more disappointments. Italy, now on the side of the Allies, had no position to offer him and, torn between the two great power blocs, he was in a desperate position. In great distress he turned for help to Volkmar Andreae in Zürich who found a post for him at the Conservatoire. Stenhammar, who wanted to engage Busoni for some concerts in Gothenburg, asked Sibelius to put in a good word for the Gothenburg Orchestra. This he did more than willingly. He sent a strong recommendation to Stenhammar for him to forward to Busoni, but whether it ever reached him is another matter.


One wonders whether Sibelius ever grasped how fortunate he was by comparison with his old friend. In spite of his extravagance, Sibelius’s practical bourgeois instincts were strong and in building Ainola, he had safeguarded his future. Busoni, on the other hand, had never bought a house or a flat in his life; he had sold his Bach editions outright; his generosity was boundless, not least to his pupils, and was never offset by his large fees. His birthright and lifestyle were those of an itinerant artist, and his half-German, half-Italian inheritance made him more than ever rootless. Even if Sibelius was obliged to turn out instrumental trifles to keep the wolf from the door, there was at least a door to keep them from. Never did he just have to live out of a suitcase.


In March 1915 the faithful Bantock gladdened the heart of his ‘dear Väinämöinen’ with a letter. He had conducted the first two movements of the Third Symphony in Birmingham with his students – the finale was too difficult for them – but the war imposed special difficulties: ‘In the present conditions, of course, there is comparatively little going on in the way of art: & it must naturally be the same with you. Everyone’s energies are concentrated upon maintaining a place in the world where we can live & work in our own way, without being dominated by an alien & brutal ideal. When it is all over, we hope we shall be rid of a nightmare. And then the time may come again when we shall see you over here once more.’ (23 March 1915)


Bantock was surely right: art was hard pressed among the warring powers. As far as music was concerned, programme policy was determined more or less by nationalist considerations, though the English seem to have been more liberal than either their French allies or the German enemy. Before the war Sibelius had complained that he stood in the international critics’ firing-line. Now his music was out of range and, except in the Scandinavian countries and America, he was little played. Karl Muck conducted the First and Fourth symphonies in Boston, and the cellist Herman Sandby asked him to write a cello concerto, as he noted in his diary on 16 January. But the steady stream of press cuttings from Germany and England dried up. Life felt empty.


‘Will my torment begin all over again? And what then! Become forgotten,’ Sibelius asks. This idea of becoming forgotten was merely one of his torments. When Ida Aalberg, the great Finnish tragedienne, died, he dwelt on his own mortality: ‘My generation is disappearing. And all of us can be replaced, they say! God only knows!’ All this maudlin self-absorption becomes more digestible when it is tinged with self-irony: ‘Where will all this boundless arrogance and mighty self-esteem lead to? Let it be and pray that you have inspiration. In spite of it. Poor Aino! That infinitely sensitive being. Must she be a sacrifice. It always seems so! It’s terrible.’


He harps on this theme with numerous variations: ‘It seems to me as if all I have accomplished is of no significance. As if my life is completely flawed. And Aino who has sacrificed everything on that altar.’ (Diary, 16 February 1915) And a few days later: ‘Aino in Hlk. Heard her voice in the telephone and became sentimental. How hard it is for people of her stock?’ Yet Aino did not sacrifice herself but offered herself voluntarily. Margareta remarked in a retrospective article of 1972, ‘When she was young, Mama read Tolstoy, but later she devoted herself entirely to Papa,’ and it was not intended pejoratively. Aino did not cut herself off from the outside world but continued to read Tolstoy and other authors and generally kept herself abreast of what was happening in the cultural and political field. But instead of becoming a Tolstoyan prophet in the same way as her brother Arvid or, for example, setting up a Tolstoyan women’s movement, she practised the ideals of love and service in the home, not demonstratively but unostentatiously. The relationship between the two was subtle, and with an infinite number of overtones, even if his appalling sense of money drove both Aino and Eva to distraction. Eva was expecting her first child and while her husband was in Petrograd for two months to lay the foundations of his business there, Eva stayed with her parents.


Sibelius was ashamed of his ineptitude in money matters: ‘I lack any practical capacity to handle day-to-day expenses. I must earn about 3,000 marks a month but that never seems to go far enough. And I see no light at the end of the tunnel and there’s no one left to turn to for help as they have all done so in the past and can’t be expected to again. The reality of the situation is frightful. But it would hardly be manly to worry Aino when she makes such superhuman efforts to be economical.’ (Diary, 20 January 1915) But the next day he had to find a further 200 marks, which led to a new outburst: ‘For the woman of today love and happiness etc. depend on money and more money! There is no peace, no happiness when they can’t have everything perfect in the home just as others have. To live for “ideals” these days is an anachronism.’


Not for Aino, who lived for his ideals, which she made her own. That their lifestyle called for money was not entirely their fault. Their daughter Ruth, now twenty, didn’t give money a passing thought. She was an actress at the Finnish National Theatre and was often seen in the company of Jussi Snellman, who was fifteen years older and a theosophist. From an early age she had assumed that her father and mother existed for the sole reason that she needed a father and mother. She never saw Jean Sibelius as the focal point of the family only herself as the centre of the stage. She left school before her final year was over, auditioned for the National Theatre School and was accepted. ‘Give it three years,’ her father said, ‘and if nothing comes of you, leave the stage.’ Her response was nothing if not firm: ‘Even if I spend the whole of my life doing walk-on parts, I shall never leave the theatre.’ She was soon given one ingénue role after another, and during the spring of 1915 brought Jussi Snellman home to Ainola to meet her parents. Sibelius was initially worried by their age difference but soon formed a strong liking for his prospective son-in-law.


Sibelius possessed a quiet, reluctant admiration for those who managed to overcome life’s problems: ‘Erik [Eero Järnefelt] is doing very well and so are all the others! But you are suffering from the war – and acutely!’ Indeed, his position was acute. He sent two piano pieces to the publisher Lindgren and asked their director, Lennart Blomstedt, to send his honorarium of 800 marks, together with an advance of a further 300, to the solicitor who handled his affairs. A loan was due for repayment, one among many; that serves to indicate his position. What pained him most, however, was the necessity to sell himself. Even the beautiful F major Romance prompted afterthoughts: ‘Maybe it is too traditional. But was zu machen? … The fact that all this stands in the way of the symphonies depresses Aino.’ (Diary, 31 January 1915)


Richard Burgin, the new leader of the Helsinki Orchestra, who was to become Koussevitzky’s ‘concertmaster’ in Boston, played the Violin Concerto in Helsinki. Aino and Eva went into town for the concert. At this time Sibelius could not have had many opportunities of hearing an artist of international calibre play the concerto but unaccountably he remained at home. He was delighted with the success Burgin had with the work and noted that it was now ‘as if Bis’s and others’ ears have at last opened to the concerto’. Aino was transported. Sibelius comments in his diary: ‘Strange how Aino understands my pieces and how sound is her artistic judgement! Well, perhaps it is not so strange really since she has been with me in its creation.’ (Diary, 2 February 1915)


In spite of this success, he remained in a deep depression, not rising until late in the afternoon so as to put off getting up to face life: ‘I will never become the great composer Aino and I dreamt of. I have too many characteristics working against me – a strong and irresistible sense of isolation and disappointment at what I have actually accomplished.’ (Diary, 11 February 1915) He even wonders whether he isn’t played out. ‘30 bagatelles in year + a symph. poem. Life is running away like sand through one’s fingers.’ It is not always easy to decide what was cause and effect: was it the bagatelles which inhibited the flow of his symphonic inspiration? Or did he turn to the bagatelles because of a hold-up in the symphonic flow?


He now chose the middle way between the miniatures and the symphony by taking up the Violin Sonatina again. The middle of February finds him engrossed in the first movement: ‘Dreamt I was twelve and a virtuoso. Childhood heavens and stars. Many stars.’ (Diary, 12 February 1915) The next day he felt that he had to ‘battle for life’, i.e. to be able to write his new symphony. But in any event he continued with the sonatina, working on the second movement in a mood of ‘loneliness and dejection’. After a good deal of writing and rewriting, he finished the whole piece in March.


*


‘When my work is going well, I don’t give a hang for what any Tom, Dick and Harry thinks.’ (Diary, 17 February 1915) Other diary entries show that he thought it was high time to turn to bigger things: ‘Best to get out of the world where I am working only to pay off bank interest. The worst is that my nerves have gone to pieces. To go to Helsinki in this state would be a drain on my resources. How will Aino cope with it all? If only I could keep it from her as I did in former times.’ Where was he to turn? Scandinavia was the only real possibility. But Tofft’s and Hecht’s attack on the Fourth Symphony in Copenhagen in 1912 had left a sour taste in his mouth, and more recently the Norwegian critic Hjalmar Borgström had made a slighting reference to him when Selim Palmgren had visited Christiania to play his Second Piano Concerto (The River): ‘Palmgren composes more sensitively but nonetheless with as much power as his celebrated countryman Sibelius.’1 Peterson-Berger in Stockholm was unpredictable, and the following year sharpened his pen on both the Violin Concerto and the Fourth Symphony.


But Gothenburg was different. There lived Wilhelm Stenhammar, as Sibelius put it in his letter to Busoni,2 ‘a great artist and a gentleman to his fingertips; his expertly trained orchestra and their musical public have no rivals in the North’. That the Fourth Symphony had been greeted with little understanding by the Gothenburg public was understood and forgiven. He had set his sights on Gothenburg but his indecision had sorely tried Stenhammar’s patience (and exasperated the orchestra’s management). They had begun negotiating his visit as early as January 1914, when Sibelius had promised to come in March, only to withdraw at the last minute: ‘It is impossible for me now. My conscience forces me to this. But when I have some new works ready next year, as I hope, it would give me great joy to perform them in Gothenburg.’3


Sibelius saw it almost as a matter of honour to come with something new in his baggage. Stenhammar did not give up and a new agreement was reached for two concerts in February 1915. Of course there were practical difficulties. Sibelius asked Stenhammar to get the orchestral material of The Oceanides and The Bard from Germany: ‘I still have no new symphony pauvre diable. But soon!’


However, on 1 December he wrote another somewhat laconic letter to Stenhammar: ‘Yet again I am forced to withdraw from the forthcoming engagement in Gothenburg. I must have my new work ready. Only then can I come.’ And in his diary he notes: ‘Have written to Stenhammar. Am going back into my shell for a bit.’


As Stenhammar pointed out in his reply, this put him in a highly embarrassing position: ‘You seem to have got it into your head that you cannot come to us without bringing a brand new symphony. This thought may be enormously flattering for Gothenburg but under present conditions is completely impractical … you have nevertheless an abundance of new works to bring, and you must understand that for the moment our public will prefer to hear the old ones. However, I assume that your cancellation could have other reasons, as was the case last season, and a reason which I need hardly say that I fully respect, your overwhelming need for time and freedom to work. But is it not possible that this need can itself be too powerful and indeed become tyrannical. In fact, when you are engrossed in a major undertaking, it can be directly beneficial to emerge from isolation and show yourself to the public … You cannot come before your new piece is ready. Then you can come. But are you sure of that? Are you certain that, when that day comes, there will not be new plans for new works, which will have a similar hold over you and must also be finished. That seems more than probable to me.’


Stenhammar did not pass on the news to the orchestra’s management and ended by asking him ‘to take this chalice’ from him. He was rewarded by an about turn: ‘From my heart I thank you for your letter. In each line I see yet again your great sympathy for my music. I shall come. I hope to have a novelty with me for a first performance.’


The concerts were agreed for 22 and 24 March, but to raise money for the fare he had to finish the Violin Sonatina! It was ready by the 12th; on the 13th he collected his fee from Lindgren in Helsinki, and on Sunday the 14th set out on his journey to Gothenburg. He bade farewell to Aino and his little twelve-year-old daughter Katarina, who was reading Strindberg’s Inferno, playing the piano and enjoying sleigh-rides in the moonlight!


It was now nine months since he had raised a baton. The rapturous ovations in the Shed in Norfolk were becoming dim memories and he longed for new ones. Now once again he was an artist on tour – and even if he did not have a brand-new work in his briefcase, he would at least give The Oceanides its European première. The pea soup he ordered in Riihimäki while waiting for his connecting train to the north tasted like nectar. Even the monotonous journey round the Bothnian Gulf (the ferry between Turku and Helsinki was hazardous on account of ice and wartime conditions) seemed like an adventure. Karunki in northern Finland struck him as a kind of Klondike; northern Sweden he saw as ‘sunshine and its streams full of trout’. In Stockholm he had a splendid time with Armas Järnefelt and Liva, his second wife. At his favourite restaurant, the Operakällaren, whose interior remains one of the finest examples of art nouveau in Scandinavia, he stumbled quite unexpectedly upon his old friend Adolf Paul in a telephone booth. Paul held Swedish citizenship and had decided to leave the rigours of wartime Germany for the calmer environment of neutral Sweden. Paul impulsively changed his plans to go to Gothenburg for Sibelius’s concerts.


The day after his arrival Sibelius wrote to Aino: ‘I spent yesterday with Stenhammar, my old friend and admirer of the Fourth Symphony. A wonderful understanding. We talked a great deal about you. Today – that’s to say, just now – rehearsal of The Oceanides. Later, dinner at the Mannheimers … I haven’t bought an overcoat yet. It’s cold but the weather is already turning towards Spring.’ (20 March 1915)


He had taken Stenhammar’s advice about the programmes: for the Monday subscribers who had hissed the Fourth Symphony in 1911, he took the Second Symphony preceded by the Second Set of Scènes historiques, two movements from Swanwhite and The Oceanides. One can sense a touch of stage fright in his next letter: ‘Soon the concert. I have been with all sorts of people – The Oceanides sounds glorious. Stenhammar is very taken with my pieces. He is such a refined person.’ (22 March 1915)


After the concert he could relax a little: ‘Great success (although I was nervous). Stenhammar was captivated by The Oceanides, which is really something wonderful. Yesterday I was at a large supper party at the Bratt’s [Stenhammar’s sister-in-law] and was presented with a walking-stick of Spanish reed with a silver handle, and very rare – 200 years old, as well as roses and much else.’


The second concert was for the more sophisticated Gothenburg public. His diary records: ‘Conducted excellently. Programme well chosen with a first half of more brilliant pieces: the first set of Scènes historiques, the Nocturne from the King Christian II suite, The Path of the Lover from Rakastava and Lemminkäinen’s Homeward Journey. In the second half the Fourth Symphony and The Oceanides – the last wonderful! After the final number there was a deafening torrent of applause, stamps, cries of bravo, a standing ovation and fanfares from the orchestra.’


While the descriptive tone-painting of The Oceanides struck a responsive chord from both the public and critics, the Fourth Symphony still posed difficulties. But Sibelius’s conducting won high praise: ‘Our orchestra has been inspired by a dedication and spiritual power with which we have not been spoilt in recent times … the orchestra seems to have undergone a refreshing renewal.’4


Sibelius had set a number of Ernst Josephsson’s poems; indeed, these settings must be numbered among his finest songs. So while he was in Gothenburg he took the opportunity of paying a visit to the Art Gallery, where some of Josephsson’s paintings are hung. Although he started as a follower of Courbet and Manet, Ernst Josephsson (1851–1906) became something of a symbolist visionary and among his most celebrated works is The Water-Spirit, who stands as a symbol of the creative artist. Towards the end of his life Josephsson suffered from mental instability and it is from this period that some of his most powerful works come. They evince a highly developed feeling for contour and it is said that they exercised some influence on Picasso.


What did he think as he stood before Josephsson’s The Water-Spirit? Six years earlier, in 1909, he had set Josephsson’s poem of the same name; now he saw the ‘black-haired youth as pale as a ghost’, but the water-spirit who inspired the boy with his ‘bejewelled harp’ is not in the picture – its disappearance is already hinted at in the closing lines of the poem.






The youth was only my fantasy


The Water spirit the waterfall that fell nearby


Caressing my cheek with its spray.








Josephsson’s concept must have meant much to Sibelius. In the song the tritone which was to be the kernel of the Fourth Symphony appears, and Josephsson’s poem may have contributed something to the inspiration of the inner landscape of the symphony itself.


It is not known whether Sibelius ever saw Josephsson’s drawing Jubal. If he did, this too should have given him much the same feeling of artistic and spiritual kinship. The harp strings, the curving lines of the swans’ necks, the rising curves of the sunflower stalks are all there in the contours of Sibelius’s vocal line and piano figuration. But among the works from the period of Josephsson’s illness is an illustration of another poem which Sibelius had set, Duke Magnus and the Mermaid. For anyone knowing only the poem and the Sibelius setting, Josephsson’s water-colour would come as something of a shock. There is no question of any friendly creature from the waters bearing her nobleman through the night till at daybreak he is ‘found among violets, unharmed, slumbering by the river bank’. Far from it; Duke Magnus is shown ensnared between two huge mermaid tails, rigid and taut like a bow, listening in ecstasy to her harp playing. Josephsson’s biographer Erik Blomberg rightly sees this water-colour as an expression of his maternal bond. As a ten-year-old the poet and painter had lost his father, symbolized in the drawing as the sun. As a boy he was full of vitality and had a strong appetite for outdoor life, though he was prone to sentimentality and had a weaker, dreamier side to his nature. Later on he shrank from declaring himself to the woman he loved because of an illness. His Oedipal inclinations became further accentuated and a tendency towards homosexuality surfaced.


Sibelius was fascinated by the Josephsson phenomenon, for their lives betrayed strong parallels and differences. Sibelius too had lost his father in childhood, at an even earlier age than Josephsson, but had a strong surrogate father figure in his down-to-earth, straightforward grandmother, at whom he could let off steam. He freed himself at an early stage from his mother’s dominance and turned to his aunt Evelina, but theirs was an uncomplicated relationship and her feeling for him was not possessive. When, after a number of escapades, he married Aino, he achieved a fulfilled, happy relationship: ‘You are the delight of my eyes, my heart’s repose – the object of my love and its life-giving force … never could I have dreamt that I could partake in such happiness,’ he wrote at the beginning of their marriage. For Sibelius the young Josephsson’s poetic vision of the mermaid who cushions her knight among the violets was close to his own. The dominating masculine qualities of the mermaid of Josephsson’s water-colour were for him alien, yet he sensed in the feverish sensibility of Josephsson qualities in his own psyche – fear of the mental disturbance that had afflicted his sister, and his craving for alcohol which was to hold him in thrall. His visit to the museum made so strong an impression on him that he wrote of it in his diary.


This is the only occasion save one when he records his impressions of a foreign art collection, the other being his visit to an exhibition of French painting in Christiania in the autumn of 1910, when he muses on Matisse’s influence on Norwegian painting. The following month he looked back on his travel impressions: ‘I am really pleased that I went to Gothenburg. And to such good purpose. How near I was to pulling out of it. And what a glorious sea of orchestral sound. Stenhammar did me an enormous service by doing all he did.’ (29 March 1915)


Opus Numbering 1909, 1911 and 1915


Before proceeding any further, it may be useful to clear up the vexed question of Sibelius’s opus numbering. He never followed up the notion outlined in his diary on 10 January 1915 of changing the Opp. 76 and 77 to 29 and 30. They were to remain in their rightful chronological place in his opus list. But the two series of piano pieces he had written for Westerlund, the first begun in November 1912 and the second a year later, were both assigned low opus numbers (40 and 34 respectively) and thus placed close to the First Symphony, Op. 39 (1900), and The Rapids-Riders’ Brides or Ferrymans’ Brides, Op. 33 (1897).


But these are far from being the only misleading opus numbers in Sibelius’s definitive catalogue. For example, Kullervo, Op. 7 (1892), is flanked by the Cassazione, Op. 6 (1904), and The Lizard, Op. 8, of 1909. However did these bizarre numbers arise? It has been suggested that Sibelius clearly thought that his list of works looked better if such bagatelles as Opp. 34 and 40 were placed in the more modest context of the 1890s rather than the more exalted company of the Fourth and Fifth symphonies. But if this were the case, why would he make no effort to hide their date of composition? Besides that, had he not planned to move back such masterpieces as Teodora and Jubal from their originally low opus number 45 to the even more misleading 35, and The Bard from the correct 70 bis to 64? But the changes were not intended to sow confusion about the chronology of his work but had a much simpler function. Sibelius’s intentions were quite straightforward: to eliminate earlier works from his opus list and insert in their place compositions which enjoyed his imprimatur. This inevitably gave rise to chronological inconsistencies.



OPUS LIST 1909 (OPP. 1–58)


Up to 1905 Sibelius did not assign opus numbers to his works, either in manuscript or published form. The question of opus numbers first arose in February 1905, when Sibelius signed his contract with Lienau. But already by the end of May, Lienau was asking what opus number he should give the Pelléas et Mélisande music. In the agreement of 20 July 1905 between Fazer (Helsingfors Nya Musikhandel) and Breitkopf & Härtel, when the Leipzig firm took over the catalogue, the published works were referred to solely by their publisher’s catalogue number; manuscripts had no number at all. Subsequently Breitkopf received a catalogue covering only those works from Op. 5 through to Op. 45, which Sibelius had up to this point assigned to Fazer and his other Finnish publishers, Wasenius and Lindgren. There were gaps where an opus number existed but no work was attached. Later in the year, on 4 November, Breitkopf wrote to Sibelius asking about these missing pieces. About them, however, Sibelius kept his silence.


A numerical opus list in Sibelius’s own hand from the late summer of 1909 gives some ideas about these gaps. It comprises 58 opus numbers, set out largely in chronological order from the C sharp minor Variations, Op. 1, through to the Ten Piano Pieces, Op. 58 (1909), together with some thirteen unnumbered works. This list gives a far better idea of their actual sequence of composition than the three later work lists (1911, 1915 and the definitive one). Take for example the first ten items:




Op. 1 Variations in C sharp minor for string quartet (1888)


Op. 2 String Quartet in A minor (1889)


Op. 3 String Quartet in B flat (1889 completed 1890)


Op. 4 String Trio in A (1889)


Op. 5 Six Impromptus for piano (1893)


Op. 6 Overture in E major for orchestra (1891)


Op. 7 Ballet Scene for orchestra (1891)


Op. 8 Kullervo, symphonic poem in five parts for soloists, chorus and orchestra (1892)


Op. 9 En Saga for orchestra (1893 rev 1902)


Op. 10 Piano Quintet in G minor (1890)





That gives a more accurate picture of Sibelius’s development as a composer from his last two student years through to the first two years after his initial breakthrough. It is only the printed works that disturb the chronological order – had he reversed the positions of the published Impromptus and the unpublished Piano Quintet, the sequence would be more or less accurate.


But the longer Sibelius pondered over this list in 1909, the greater his unease. He began to regret that he had included some of his youthful indiscretions and occasional pieces. And so he put blue crayon marks in the margin beside some twenty works that he intended to remove or revise. Of the first ten, six were to lose their place: four chamber music pieces from his student years in Helsinki (Opp. 1, 2, 4 and 10) and two orchestral pieces written in Vienna (Opp. 5 and 6). Later on in the catalogue he removed the Ceremonial Cantata of 1894 (Op. 15), the Coronation Cantata (Op. 19), his opera Jungfrun i tornet (The Maiden in the Tower) (Op. 20), the Serenade for baritone and orchestra to words of Stagnelius, along with a number of smaller pieces. Then the question arose of how to fill the gaps that inevitably arose. Quite a few opus numbers referred to published works and these could not be moved. And so Sibelius could only make use of so far unpublished works. These, of course, provided a strategic reserve of uneven quality. To them he added, presumably by accident, Kyllikki – three piano pieces which he had already listed as Op. 41, No. 1 to Breitkopf. Kyllikki displaced the choral song Har du mod? from Op. 41 to 31, where it now kept company with, among other things, The Song of the Athenians. A more questionable notion was the insertion of the funeral hymn Natus in curas in the space previously occupied by the Overture in A minor (1902), which had curiously been allotted Op. 21 just before the much earlier Lemminkäinen Suite.


Of course, the reserves of unpublished music were limited, and another possibility was to make use of newly-composed works to fill in these gaps. And so in order to avoid too great a chronological discrepancy, Sibelius would remove a not-too-distant work in its favour, then place that further back in his opus list, and so on until he encountered one that he could remove altogether. Another means was of course to revise an older work so as to make it worthy of inclusion in his opus list. A diary entry of January 1910 lists some eighteen works under the title ‘Old Pieces to be Rewritten’, among them the two hitherto unpublished Lemminkäinen Legends (Lemminkäinen and the Maidens of the Island and Lemminkäinen in Tuonela) and surprisingly enough, the second, fourth and fifth movements of Kullervo.  Later that year he managed to complete two of these revisions: the Impromptu for women’s voices and orchestra and Tulen synty (The Origin of Fire).



THE 1911 OPUS LIST (OPP. 1–67)


In the summer of 1911, after the completion of the Fourth Symphony, his plans to revise his earlier works and overhaul his catalogue had advanced far enough for him to make a new list of compositions. Compared with the 1909 list, there are many deletions, revised dates and additions, but even so there are still significant differences from the next complete list of 1915. The catalogue would seem to have gone as far as Op. 64, the Wedding Procession from the incidental music to Adolf Paul’s Die Sprache der Vogel (1911). Later on, it seems, he added the Three Sonatinas for piano, Op. 67 (1912). Some twenty-one items are listed as being without opus numbers, among them ‘The Miller’s Song’ (English text), presumably a commission from America. How far these concerns were preoccupying him can be seen from further diary entries: in the middle of August 1911, he lists ‘Further suggestions for incorrect opus numbers’, and adds sixteen numbers – which he later changed.


Both the 1911 catalogue and the diary entries paint a pretty chaotic picture. With their countless changes, underlinings and crossings-out, additions, rings made with pencil or pen, red, green or blue crayon, they represent a strange mixture of doubt and frustration. He was undoubtedly in the grip of a compulsion to sort out these matters once and for all, and his zeal at times assumes almost manic proportions, when he worries about a relatively insignificant song like Har du mod?. He even allowed it to disrupt work on the Fourth Symphony in September 1911, when he turned to the Pageant music he wrote for the Press Pension Celebrations of 1899, and compiled from them the first set of Scènes historiques. At the same time he moved them from Op. 26, where Finlandia remained – back one opus number to 25. The Fantasy for cello and piano, Op. 25, was then renamed Malinconia and moved back to Op. 20, thus displacing The Maiden in the Tower, which disappears altogether from the opus list. As his Op. 1 Sibelius now gives two representative pieces from his study years, the Romance (1888) and the Perpetuum mobile (1891)5 for violin and piano.


The provenance of the song Arioso, Op. 3, is another puzzle, and the more I have looked into its genesis, the more convinced I have become that it was not composed ‘before 1890’ or ‘in 1893’ or 1897 – as Sibelius has variously said, but was composed and not reworked in 1911. A later date of 1913 given in some sources is incorrect. The evidence for this can be briefly enumerated.


First, Arioso is not mentioned in any earlier list. It is not in the 1909 list of ‘Old pieces to be re-worked’; nor in the list of August 1911, ‘Further suggestions for incorrect opus numbers’, Sibelius made in his diary. In the 1911 list, the title Arioso has been inserted in pencil in Op. 3, covering the earlier entry in ink, which was the Scherzo from the B flat String Quartet.


Secondly, there is further support for this view in his diary entries:




[14 October 1911] Worked on the cantata Men from the plains etc, and a little on Arioso.


[15 October] Worked on Arioso.


[17 October] Scored, made piano arrangement, and a fair copy of Arioso, Op. 3.


[18 October] In Helsinki. Sold Op. 3.





He ‘worked’ on Arioso. Nowhere does he say ‘rework’ or ‘revise’, as he had done about the Romance and the Perpetuum mobile or Epilogue.


But if Arioso was a brand-new work, why did he give it so misleading an opus number? The answer is to be found in the contract he had with his publisher. He sold Arioso – as he had the Romance and Epilogue – to Apostol’s representative Zucco, ‘a devil to deal with about money’. Strictly speaking, he should not have done so, as he had promised Breitkopf in September the right of first refusal for ‘every new or even older and unpublished work’.


Apostol immediately offered Breitkopf Arioso for an exceedingly large sum. As early as 24 October (only a week or so after the sale) Breitkopf made discreet enquiries from Sibelius ‘whether this perhaps concerned an earlier composition? Otherwise you would surely have turned to us directly, as indeed you have been accustomed to do, to our great pleasure, for so long a time’. This gentlemanly reprimand, though wrapped in cotton wool, at the same time gave Sibelius his cue. According to a draft he made on 31 October, Sibelius answered: ‘Arioso is an old work, written before 1890. It is listed as Op. 3 in my opus catalogue. I received a relatively high sum for it, as Apostol belongs to those publishers – among them some German houses – who bombard me with offers of all kinds. My fee went to offset some outstanding bank debits.’ One could well imagine that Zucco had trapped Sibelius with an advance, which the composer had paid for with Arioso. However, so as not in any way to endanger his relations with Breitkopf, he camouflaged the piece with a low opus number, in the knowledge that they would more easily overlook him parting with an early work than a brand-new one.


Furthermore, the late date for its first performance (18 September 1913) with Ida Ekman points to 1911. Had an earlier version existed, Sibelius would hardly have withheld it from Ida Ekman or Aino Ackté, who were busily championing his songs at the turn of the century. Stylistically though, at first glance the matter seems more problematic. The harmonic simplicity of the song is matched in the earlier Runeberg settings. Yet it is also to be found in later ones such as Fåfäng önskan (1910) and Vem styrde hit din väg?  (1917). But the refined string writing surely points to the later date, though the piano accompaniment could well be earlier – just as Rakastava (transcribed for strings in 1912–13) went back to a choral piece.


However, there is one stylistic factor which is decisive, and that is the vocal tessitura. Sibelius never composed such wide-ranging vocal lines during the 1890s but only much later in Höstkväll (Autumn Evening) and Luonnotar. But could these also not have come into being as the result of a revision? Rakastava shows that the composer left the vocal line largely intact, except where he replaced it with completely instrumentally-designed material. You can say with some degree of certainty that a line which had been determined by words remained an invariable ingredient in a Sibelius reworking.


There is an interesting postscript. At the request of the publisher Westerlund, into which Apostol was incorporated on the owner’s death, Sibelius testified on 28 April 1942 that he had sold Arioso to Apostol in the year 1893. But at that time Apostol was a military bandmaster and it was only after he retired that he founded his publishing house. Even if it had existed in the 1890s, it is surely unlikely that Sibelius would have sold Arioso twice to the same publisher! No, the evidence points to 1911 as the date of composition with nothing to point to an earlier date.



THE 1915 OPUS LIST (OPP. 1–82)


Opus numbers again rear their head in the autumn of 1915, when Otto Andersson suggested a work list to mark the occasion of his fiftieth birthday. A fair copy was made by his small daughter Katarina and given to Andersson on 27 November 1915. Unlike the two earlier lists, it includes the date and place of compositions, but omits works without opus numbers. This goes up to Op. 82, and offers yet another Op. 1, the Five Christmas Songs.


To return to the two series of piano pieces which Sibelius completed in 1914 and placed in the chronologically misleading places of Opp. 35 and 50 – he could only do this at the cost of some disruption and, as part of what we might flippantly call ‘Operation Lizard’, Ödlan (The Lizard) had originally been moved from Op. 59 to Op. 40, moving its occupant, the Cassazione, back to Op. 34, and the Impromptu for women’s voices back to 19, and pushing the Coronation Cantata out into the cold.


It would appear that Sibelius was not pleased with the idea of the three ‘improvisations’, Sandels, Snöfrid, and Islossningen i Uleå älv (The Melting of the Ice on the Uleå River) appearing under separate opus numbers (28, 29 and 30), and decided to bring them together under one umbrella, Op. 28a, b and c. So he needed two new works or sets of pieces to put in their places. One knocked The Lizard from Op. 40 down to 29a, and the other moved the Cassazione, Op. 34, down four points to Op. 30. Another source of dissatisfaction was the Wedding Procession to Adolf Paul’s play Die Sprache der Vogel, which had an opus number all to itself. He therefore moved The Bard – correctly given in his diary as Op. 70b – into its place, moving the Wedding Procession into Op. 29b, alongside The Lizard.


Now we come to the 1915 catalogue, after three years and many agonizing realignments. At this point Sibelius decided that he did not want the Kullervo Symphony, now Op. 7, flanked by the E major Overture from his year in Vienna and the Six School Songs, Op. 8. And so both of these went, and the Cassazione, Op. 30, was unceremoniously moved into the place of Op. 6 and The Lizard, Op. 29a, moved down to Op. 8. At the same time the Wedding Procession was sent into disgrace as part of the Works without Opus Number list! Now Opus 29 and 30 were again ‘free’. At one time he had thought to fill them with Opp. 76 and 77 but thought better of it and instead took pity on Snöfrid and The Melting of the Ice on the Uleå River, which reverted from their Op. 28b and 28c back to their original home. All this juggling resulted in the removal of the Coronation Cantata (1896), the Ballet Scene, the Carminalia arrangements and other pieces from his catalogue, and a good deal of chronological confusion in what remained.


The 1909 work list gave a more or less chronologically accurate picture of Sibelius’s output up to Op. 58. Important early works occupy their rightful place even if they may not hold their own artistically with later compositions. But later, when he began to feel uncomfortable with (or not to put too fine a point on it, ashamed of) his earlier works, chronological exactitude became a secondary consideration, artistic quality the first. But this revision was basically an unsatisfactory compromise: true, he managed – unfortunately – to get rid of a number of pieces, but the compositions with which he plugged the gaps were by no means always of the highest quality. Moreover, there were a number of works of lesser importance already in print that he could do nothing about. Indeed, he lost sight of the fact that in a true historic perspective, these early works were nothing to be ashamed of. He could well have used the 1909 catalogue as a basis on which to build.
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