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Magnus Lindberg 

It is early September in 1985. A concert of the Helsinki 

Festival is about to begin at the prestigious Finlandia Hall. 
Most members of the audience are no doubt there to 
listen to vvorid-famous Spanish mezzosoprano Teresa 
Berganza. Some may have been attracted by Finnish con- 
ductor Esa-Pekka Salonen, vvhose international career is 
just taking off. But there are those for whom the main 
event is the premiere of a new Finnish work. It has been 
well written up beforehand; the press have had a field day 
in describing how the percussion instruments needed in 
the performance have been collected from the scrap 

yards of Helsinki: car springs, metal tubes, any kind of junk 

that makes a noise. 
When the audience retums from the interval and 

settles in to listen to the new work,the memory of Ber- 
ganzas gorgeous singing is instantly wiped away. Chaos 
erupts, and broiling masses of sound spew out as if from a 
volcano. A few faint-hearted souls leave the auditorium 

shaking their heads, even though the massive outbursts are 
balanced by quieter sections that could even be described 

as lyrically beautiful.There is much to see as well as to 
hear:the young composer and his musician friends are 

busy on stage amidst an enormous Symphony orchestra. 
The work concludes with thundering blows on electric 

drums. It takes a few moments for the stunned audience 
to realize that silence has descended and to erupt into a 
tumult of applause and shouts of bravolThe composer is 
called out again and again to take a bow. 

Many contemporary composers can only dream of such 
things, butthis really happened for Magnus Lindberg 

(b. 1958) at the premiere of his orchestral work Kraft in 
Helsinki on September 4, l985.With Kraft, Lindberg finally 
made his breakthrough with the public at large, and today 

he is one of Finlands internationally most successful com¬ 
posers. He has been commissioned to write works for 
performances in London and Paris, inTokyo and Stock¬ 
holm. He also has an impressive array of composition 
prizes:the highly regarded UNESCO composer rostrum 
in 1986, the Prix Italia in 1986, the Nordic Council music 

prize in 1988, the Koussevitzky Grammophone Prize in 
1988 and the Royal Philharmonic Society Prize in 1993. 
Lindberg is exceptional in that he has won over both 

crrtics and audiences. 
Lindberg more than anyone else personifies the wave 

of avant-garde that shook Finnish music in the I980s. A 

Central factor in this movement was the Korvat auki! (Ears 
open!) Society, founded in 1977 "to promote and 
publicize contemporary music".This was not a group of 
composers, but a Society that organized concerts, semi- 
nars and public discussions. Soon some of the composers 
in the core group of the Society - Eero Hämeenniemi, 
Kaija Saariaho, Jouni Kaipainen, Esa-Pekka Salonen and Olli 

Kortekangas, in addition to Lindberg - began to emerge 
as the most notable composers of their generation. 
Although they differed greatly from one another in terms 

of stylistic and aesthetic ideals, they were linked by their 
striving to make public opinion more favourable to 

contemporary music. 
The Ears open! composers wielded a new broom in 

Finnish music and, in the time-honoured tradition of arts 
reformers in Finland, opened up connections to Europe. 
Lindberg too went abroad to continue his Studies. VVhile 

still studying with Paavo Heininen at the Sibelius Academy 
(he completed his composition diploma in 1981), he 
studied with Brian Ferneyhough at the Darmstadt sum¬ 

mer courses and with Franco Donatoni in Siena. In 
autumn 1981, Lindberg went to Paris to study with Vinko 

Globokar and Gerard Grisey. In the early 1980s, he also 
stayed for long periods in Rome and what was then West 

Berlin. Paris, however was his main home away from 
home, and until the 1990s he had a flat in both Paris and 
Helsinki.Today, he works mostly in Helsinki. 

Lindberg has a fruitfully dualistic composer personality. 
On one hand, he is a full-blooded musician trained as a 
pianist, and he has participated in the premieres of many 
works. On the other hand, he is a rational thinker; using 
both mathematical constructions and new technology 

such as Computers and live electronics in his works.This 
dualism has generated scores in which incredibly intricate 
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yet closely controlled textures combine with an iron 

power of expression. 
Lindbergs output consists almost exclusively of instru- 

mental music, and the orchestra seems to be his most 
feasible medium. His style has evolved from the strict 
Serialist works of the 1970s to the freer works of the 
early 1980s, which are still within the realms of post- 
Serialist complexity yet use large masses of sound. To- 
wards the late 1980s, Lindberg turned towards a softer 
more nuanced and often rhythmically simpler manner of 
expression, although ‘Neo-Simplicity’ it most definitely is 
not. Alluding to continuity in his work, he has said that "the 
inspiring thing about composing is that every work 
contains something completely new yet also something 

from the previous work”. 

One of Lindberg’s early successes was the piano quintet 

...de Tartuffe, je crois (...from Tartuffe, I believe) commis¬ 
sioned by the Kuhmo Chamber Music Festival. It was 
completed in 1981 and in the following year attained first 
place at the UNESCO composer rostrum in Paris in the 

series for composers under 30 years of age.The title of 
the work alludesto one of Molieres most famous charac- 
ters. One year before this work, Lindberg had written 

incidental music for Mikhail Bulgakovs play Moliere, or the 
Conspiracy of Hypocrites. In ...de Tartuffe, je crois, Lindberg 

drew upon both the incidental music and on a choir work 
named Untitled, completed in 1978. Lindberg also an- 

chored the music in Moliere’s period.the I7th century, 
through allusions to the music of French composer Jean- 
Baptiste Lully, Moliene's contemporary. Jean-Philippe 

Rameau is also quoted. 
Perhaps it is the fact that its roots lie partly in drama 

that makes ...de Tartuffe, je crois an exceptionally dramatic 
work, like a stage play in music.The first bars bring us 
abruptly into the middle of the action, and the overall 
dramaturgy is created through tensions between different 
situations. A distanced quote from Rameau is heard near 

the beginning. Soon we start to hear whistles and whis- 
pers, and finally spoken Iines: "Moliere! Il est mort?” 
(‘Moliere! Is he dead?'). After a static moment following 
these Iines, the piano plays a beautiful passage of mourn- 
ing music, an allusion to Lully this time. Finally, Lindberg 

conjures up a short but powerful culmination that con¬ 
cludes with another quote from Rameau. 

Linea d'ombra (Line of Shadow) is dated in Rome, 
August 23, 1981, the same year as ...de Tartuffe, je crois.The 
work was written for the Finnish ensemble named 
Cluster, as probably are ali Finnish compositions written 
for the slightly eccentric combination of flute, saxophone, 
guitar and percussion. Here, though, the saxophone has 
been replaced with a clarinet. Lindberg has said that he 
has tried to use the instruments more as a single macro- 

instrument than as four separate ones.Trying to make 
four such different instruments sound coherently together 

generates in itself a richness of unusual colours and 
sounds. A fifth instrument is in fact involved.the human 
voice, since the musicians are called on to utter individual 
sounds and finally entire words.The human voices blend 
with the music and continue the instrumental games. 

Linea d'ombra is constructed upon a dramatic struc- 
ture of sudden changes and quickly flaring and dying 

eruptions.The overall sound is translucent and rich, 
bordering on opulent,thanks to the unusual ensemble. 

Towards the end, the disjointed sounds coalesce into 
words.The sub-text is a fragment from a poem in Italian 
by Walter Valeri: Sorride, sospira, sospenti la morte, giura che 
un melo si freddo da fiori stasera. (‘Laugh, sigh, defer death, 

but be warned that the apple tree of cold will bloom 

tonight’). 
One of the Central works in Lindberg's early output is 

Ritratto (Self-portrait, 1979-83); one of the main reasons 
for this that it may be considered, as its title States, a sort 
of Joycean self-portrait of the artist as a young man. In an 
interview in 1991, Lindberg said: "In Ritratto, I discovered 

the Magnus Lindberg who, in a sense, still exists.” 
Ritratto emerged over an exceptionally long period of 

time. In its first manifestation in 1980 it was a chamber 
concerto lasting about half an houn but the final version, 
completed in 1983, is only about half as long.This short- 
ening process involved meshing and condensing events 
rather than actually cutting any music. Written for an 18- 

member chamber orchestra, Ritratto is a colourful and 
brisk virtuoso work that shifts between moods with 
breathtaking speed and agility.The events outline an inten- 
sive structure, with breathing points at just the right mo- 
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ments and with rhythmic frameworks emerging out of the 
texture and eventually bringing the work to a culmination. 

Studying with Vinko Globokar in Paris from autumn 1981 
proved to be an important phase in l_indberg's develop- 
ment. Above ali, it ffeed up his musical thinking and di- 
rected his interests towards the aesthetics of extremes. 
This is reflected in Action - Situation - Signification, com- 
pleted in Paris in 1982. It is perhaps Lindbergs most 
eccentric and experimental work. 

Action - Situation - Signification was inspired by a num- 
ber of influences: Pierre Schafferis ideas about concrete 
music and Elias Canettis book Mosse und Macht (Crovvds 
and Power), discussing the parallels betvveen natural phe- 

nomena and crowd behaviour A third source of inspi- 
ration may have been the Finnish Toimii! ensemble for 
which the work was written.This ensemble, which Lind¬ 

berg himself is a member of, is a sort of composition labo- 
ratory that provides Lindberg with an exceptionally broad 

range of opportunities for bold musical experiments. 
Action - Situation - Signification charts the relationship 

of various taped natural sounds and the sounds produced 
by musicians.The basic natural elements included are the 
sea, rain, fire, wind and earth and, as auxiliary elements of 

a kind, wood and metal. Each element has a movement 
unto itself except earth, which both opens and concludes 

the work. Risto Nieminen (vvho has vvritten numerous 
articles and texts on Lindberg that these liner notes are 
extensively based on) discusses the title and basis of the 
workthus: "The movements (Earth I ,The Sea, Interlude: 
Wood, Rain, Interlude: Metal, Fire.VVind, Earth 2) alternate 
untreated and static recordings from nature ('situation') 
with the playing of the musicians (‘action’); in this way, the 

situations are energized and, according to the composen 
produce meaning ('signification').” 

Globokars influence is also evident in Zona (Zone, 
1983/90) for cello and chamber ensemble, above ali in the 
way the solo part explores the vi|*-oso extremes of the 
instrument with a Globokar-like ir& msity. Lindberg has said 
that he is interested in rhythmic continua, gradual transi- 
tions from one feature to another It was the creation of 
these continua that made Lindberg turn to the computer 

as an aid in calculating the transitions. 

Lindberg vvrote the demanding solo part of Zona in 
collaboration with ceilist Antti Karttunen, one of Lind¬ 
bergs closest colleagues. Karttunen premiered both the 
original version of Zona in Hilversum in December 1983 
and the revised version in London in May 1990, with Esa- 
Pekka Salonen conducting the London Sinfonietta.This 
disc contains the 1990 version. Lindberg has made use of 
Karttunens vvide-ranging musicianship later,too.Stroke 
(1984), a short solo piece he wrote for Karttunen, con¬ 

tains both virtuoso speed and fragile sounds. 
Like Anssi Karttunen, clarinettist Kari Kriikku has fre- 

quently collaborated with Lindberg. One of the works 
created for Kriikku is Ablauf (Discharge, 1983/88) for 

clarinet (also bass clarinet) and two percussionists. It was 
vvritten as an entracte for a concert of Lindbergs com- 

positions.Ab/aufis one of his most peculiar works.The 
broken sounds, bird calls, jagged figures and flurrying runs 

of the clarinet are underpinned by staggering blows on 
bass drums.There is a strange kind of ritual feeling in the 

music, emphasized by the shouts of the musicians.This 
disc contains the new 1988 version. 

The linchpin of Lindbergs output of the 1980s is Kraft for 

soloists and orchestra (1983-85). Even at the premiere, 
the audience sensed that they had been involved in 
something quite exceptional, and at later performances 
the work has never failed to attract attention. It has re- 

ceived several international awards: in 1986 it was the 
‘chosen work’ of the UNESCO composer rostrum, and in 

1988 it was awarded both the Nordic Council music 
prize and the Koussevitzky Grammophone Prize, the 
latterforthe first release of the Finlandia Records re- 

cording included on this disc. 
Kraft is an industrial-strength work that lives up to its 

name. It is the apotheosis of the trend then dominant in 
Lindbergs music described by him in 1987 thus: "Only the 
extreme is interesting - striving for a balanced totality is 
nowadays an impossibility. An original mode of expression 
can only be achieved through the marginal (a romantic 
perception?) - the hypercomplex combined with the 
primitive.” Hypercomplexity is, in fact, a key element in 
the enormous masses of sound in Kraft, with chords con- 
sisting of up to 70 notes. As for the primitive element, it is 
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no doubt related to Lindberg’s visits to the punk rock 
clubs of what was then West Berlin. 

Kraft is written for a massive Symphony orchestra and 
an electronically amplified solo ensemble consisting of 
clarinet, cello, piano and two percussionists. Lindbergs idea 
from the start was to have the Toimii! ensemble take the 
solo part, and without the participation of this ensemble it 
is in fact difficult to imagine how the work would have 
turned out. In addition to conventional instruments, the 
solo ensemble is called upon to play various objects 
picked up at scrap yards and 'recycled' as percussion 
instruments. Kraft also makes use of the spatial dimension: 
some of the performers spread out into the concert hali 
as the work progresses, and the electronic amplification 
too enables spatial manipulation of sound. 

As early as with Zona, Lindberg was using a computer 

to calculate rhythmic continua.The computer was also an 
essential aid in writing Kraft, making it simplerto handle 

great masses of sound and change processes involving 
them. On the other hand, Lindberg has said that the 
computer gave him the courage to write sections that 
were simpler than before, even beautiful in the traditional 

sense. In fact, Kraft is not ali vim and verve;the few bal- 
ancing pools of tranquillity are key elements.The most 
delicate of these is perhaps the scene with Chinese gongs 

and piccolos towards the end of the first movement. 

The trend shaped by Kraft was continued in Lindbergs 
output by the radiophonic work Faust (1985-86) and the 
heavyweight chamber-music workUR (1986), but after 

these Lindberg felt that he had reached the end of this 
path. After two non-productive years, he found a new 

opening in the minor piano work Twine (1988). Lindberg 
later said: "lnTwine, I set myself an 'impossible' task. It 
involves putting the whole World on a keyboard, a context 
devoid of colour; quite Iiterally black and white.The piece 
only lasts six minutes, but writing it took me a year and a 
half. In it, I began to seek a new kind of harmonic language. 
I am interested in Webernesque symmetrical harmonies, 

where the ‘bass function’ is in fact located in the middle of 
the chord." 

The transition that began with Twine is clearly audible 
in the loosely defined trilogy of orchestral works that 

consists of Kinetics (1988-89), Marea (1989-90) and Joy 
(1990). Lindberg has made use of the harmonic series 
much in the same way as the French ‘spectral composers’ 
Tristan Murail and Gerard Grisey. He has combined this 
natural harmony with a tightly structured harmonic model 
controlled through group theory. Lindberg’s recent works 
are still complex in texture, but their harmonies and 
sounds are lucid, soft and nuanced.The rhythms are also 
often simpler.This new approach dominates Lindberg’s 

works written in the 1990s, the most extensive of which 
is Aura - In Memoriam Witold Lutoslawski (1994), an 

apotheosis much in the manner of Kraft. 
Kinetics was premiered at the Helsinki Biennale in late 

Winter 1989. Esa-Pekka Salonen conducted the Finnish 
Radio Symphony Orchestra, to which the work is dedi- 
cated. In addition to the harmonic series, Kinetics is based 
on two other harmonic models: a series of chords re- 
peated in chaconne fashion, and the concept of fore- 
ground and background harmonies.This latter idea was 
described by Lindberg thus: “I decided to define two 
different types of harmony, one in the foreground and the 
other in the background. Every chord in the foreground 
has a corresponding background harmony, a sort of 

shadow that has no existence independent of the main 
chord.These shadows appear in different guises, at times 
inaudible, at times nearly obscuring the foreground like 
clouds drifting in front of the sun.” 

Although Kinetics represents a newer trend in Lind¬ 
bergs work, it contains much of the old Lindberg too. It is 
bursting with energy and textural movement, which even 
the title of the work alludes to. As regards the form of 
Kinetics, Lindberg once half-jokingly said that Kinetics is 
about “going from top to bottom”. It is true, though.that 
Kinetics opens with radiant long high notes which coalesce 

with the inevitability of a natural force into centres of 
power outbursts and quieter moments, finally descending 
to a stunning low bass tone which introduces the final 
culmination. Kinetics is the creation of a musical dramatist 
in full command of his resources. 

Kimmo Korhonen 
Translation:Jaakko Mäntyjärvi 
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