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Sibelius
Paavo Allan Englebert Berglund was one of the leading Nordic conductors, known for 
clean, well-balanced, and dynamic performances. He studied the violin from the age of 11 
and in 1949, he joined the Finnish Radio Symphony Orchestra and studied at the Sibelius 
Academy in Helsinki. In 1952, he was a co-founder and first conductor of the Helsinki 
Chamber Orchestra, which was founded with the purpose of expanding the scope of 
orchestral music available in the Finnish capital.
 Also in the 1950s, he became an assistant conductor of the Finnish Radio Symphony and 
was its chief conductor from 1962 to 1971. He vastly improved the orchestra's quality and 
achieved these results through very hard and strict rehearsals, gaining the reputation as a 
podium dictator. He first conducted the Bournemouth Symphony Orchestra in England in 
1965 in a series of Sibelius Centenary Concerts, and was frequently invited back. With that 
orchestra in 1970, he led the first performances outside Finland of Sibelius' long-sup-
pressed Kullervo Symphony and made its first recording, which has remained a classic. He 
has won numerous international awards for some of his many recordings. In 1972, he was 
asked to take over the post of principal conductor of the Bournemouth Symphony 
Orchestra, leaving the Finnish Radio Symphony Orchestra to do so. By now, his reputation 
as a musical perfectionist was so strong in his home country that the story got around that 
he left his old orchestra because Finnish musicians could no longer keep up with him. This 
legend persisted even after he returned to Finland to become music director and principal 
conductor of the Helsinki Philharmonic Orchestra in 1975.
 He resigned from both the Helsinki and Bournemouth orchestras in 1979. He guest 
conducted widely, debuting in the United States with the American Symphony Orchestra in 
1978. He was principal guest conductor of the Scottish National Symphony Orchestra (1981 
- 1985) and principal conductor of the Stockholm Philharmonic Orchestra from 1987 to 
1991. He took the position of principal conductor of the Royal Danish Orchestra in 
Copenhagen in September 1983. Especially in Finland, it was noticed that Berglund 
changed his approach to rehearsals, giving up dictatorial ways. "The rise in the standard of 
Finnish orchestras has been quite incredible," he explained in autumn 1996. "Young 
musicians play so much better than their predecessors did." He says that his aim all along 
was simply to make Finnish orchestras among the best in the world. He was still meticu-
lous and demanding, though, particularly in matters of orchestral balance with sharp, sure 
directions in rehearsal that make it seem everything is pre-planned. In Edinburgh in 1998, 
he was asked about the reasoning behind differences in tempos of his Sibelius sympho-
nies, of which he made three complete sets. His reply: "I have not given it a thought, or 
even listened to those recordings. I conduct from the heart."
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The orchestral poem The Oceanides, one of very few Sibelius programmatic pieces not based on, 
or markedly influenced by, Nordic mythology, instead bears witness to another of the composer's 
lifelong affinities -- Greco-Roman lore. The title of the work is drawn from Homer, the oceanides 
being a race of sea nymphs. Rich in melody and utilizing a broader palette of moods and textures 
than many of his earlier essays in the genre, the work was composed for the occasion of the 
composer's 1914 American tour.
 The poem is constructed out of two small motivic ideas, with the occasional recurrence of the 
opening flute theme lending something of a loose rondo form to the proceedings. Remarkably 
"impressionist" in its aural effect, with harp harmonics and muted string effects, The Oceanides 
often ventures into a harmonic language more characteristic of Debussy than of the Finnish 
master. Certainly the frequent doublings (often in parallel fourths) and the striking variety of 
timbral blends seem quite atypical of Sibelius. Many of these scoring procedures, however, had 
been exploited by the composer (to a lesser degree) in earlier works -- they merely reach their 
zenith in The Oceanides.
 Several of the composer's usual orchestral fingerprints are in evidence: structures built on 
continual, "organic" development of small melodic fragments; varied and crucial use of the 
tympani; and a general reluctance to clarify the musical direction until the very end of the piece. 
The tremendous climax that develops into the conclusion of The Oceanides is a thing that must 
be witnessed to believe. The apparently uncharacteristic elements of the music vis-à-vis the 
composer's normal language exist on only the surface levels of textures and tone colors. In actual 
compositional procedure the work is typically Sibelian.

Sibelius' work on the incidental music to Karelia was borne on the rising tide of nationalism that 
swept through Finland in the 1890s. During this era, many considered education to be the best 
means of preserving cultural identity and thus opposing Russia's encroachment on Finland. 
Sibelius' score, composed in a frenzied rush in 1893, was a natural response to this outlook and 
to the Finnish people's fondness for historical tableaux.
 The work was commissioned by the Viipuir Students' Association of the University of Helsinki -- 
a student organization that was prevalent across the province of Viipuri (now part of Russia) -- 
and was premiered at a November 1893 gala event. Proceeds from the ticket sales were to go to 
"improving the social and cultural life of the Eastern border districts." The work was a rousing 
success; as Sibelius noted in a letter to his brother Christian, "You couldn't hear a single note of 
the music -- everyone was on their feet cheering and clapping."
 Buoyed by this popular acclaim, Karelia got off to a promising start and was performed a handful 
of performances to similar acclaim. The composer, however, was less convinced of its musical 

value, and soon his excitement for the piece waned, likely from a belief that it was too loosely 
constructed and "tableaux-like" for a concert setting. He later condensed the eight scenes into 
the three-movement work now familiar as the Karelia Suite, Op. 11.
 In its original form, after a patriotic overture, the work's first tableau ("Karelian Home -- Runic 
Song, interrupted by War Music, 1293") features a stylized "Karelianist" interpretation of rune 
singing from the Karelia region. In the second tableau ("The Founding of Viipuri Castle, 1293"), 
Sibelius incorporates a fugato based on Gregorian chant, followed by a chorale-like subject 
intended as a reference to the blessing of the foundation stone by Bishop Petrus. Following 
this lofty subject matter, the third tableaux ("Narimont, the Duke of Lithuania, levying taxes in 
the Province of Käksim, 1333") somewhat prosaically depicts the collection of taxes; appropri-
ately, it begins with clamorous battle music, followed by a central march section. The subject 
of the fourth tableau ("Ballade -- Karl Knutsson in Viipuri Castle, 1446") is the famed King, 
who after being deposed in 1446 withdrew to Viipuri Castle to lick his wounds; in Sibelius' 
score, he seeks solace in the singing of a troubadour. The distinctly warlike fifth tableau 
("Pontus de la Gardie at the Gates of Käkisalmi, 1580") includes several fanfares, some wildly 
dissonant in relation to a pedal bass, leading to a central Alla marcia. The sixth tableau ("The 
Siege of Viipuri, 1710") hints at Sibelius' characteristic mature style, an exciting combination of 
brisk motion and static, block-like harmonies. The seventh and eight tableaux ("The Reunion of 
Old Finland with the Rest of Finland, 1811" and "The Finnish National Anthem 'Our Land'") are 
allegorical renditions, the latter of which elevates the Finnish national anthem to new dramatic 
heights. As Jouni Kaipainen, who in 1997 edited and reconstructed parts of the original work, 
noted, "The nature and message of the tableau was so stunningly obvious that it is actually 
interesting to wonder how the Czarist censor ever managed to let it through."

In his diary Sibelius initially called the work Suite caractéristique and in September 1911 he 
wrote in his diary that the style of the overture was old-fashioned. A little later he invented the 
name Scènes historiques. The movements All' overtura, Scena and Festivo took their final 
shape on 24th September 1911.
 Soon audiences could enjoy the fresh melodic inventiveness of the young Sibelius, together 
with the subtle improvements made to the pieces by the experienced orchestral composer. For 
example, he emphasised even further the strongly dramatic atmosphere of the Scena and its 
fascinating tone colours. Sibelius gave the suite a relatively early opus number (opus 25).
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1 The Oceanides, Op. 73 10:52
Karelia Suite, Op. 11 (excerpts)
2 I. Intermezzo 3:50
3 III. Alla marcia 4:03
4 Scenes historiques I, Op. 25 16:24
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