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Håvard Gimse

Håvard Gimse was born in 1966 at Kongsvinger and has established himself as one of Scandinavia’s leading
international pianists. After gaining his Diploma at the Berlin Hochschule der Künste in 1995, he continued his
studies with Jiri Hlinka in Norway. Gimse’s New York Lincoln Center début in 1994 with the Riverside Symphony
was acclaimed by critics and excellent reviews also greeted his appearances as a soloist with the Oslo Philharmonic
Orchestra on tour in Great Britain, with the Bergen Philharmonic Orchestra on tour to Austria, and with the JanáÇek
Philharmonic in Tokyo. Håvard Gimse has appeared as a soloist with leading orchestras in Scandinavia and
throughout Europe, as well as in Latin America, collaborating with conductors of great distinction. He has appeared
at international festivals in many musical centres in Europe and as far afield as Mexico, while continuing an active
career in chamber music that has taken him to major recital venues in London, Amsterdam, Prague and Berlin. Since
1997 he has served as an assistant programme manager for the Oslo Chamber Music Festival. Håvard Gimse was
awarded the prestigious Grieg Prize in 1996, while earlier awards include first prize in the 1987 Jugend Musiziert
and the 1995 Steinway Prize. He has recorded for a number of major companies and for Naxos has recorded the
complete piano music of Sibelius and, with the Royal Scottish National Orchestra, concertos by Geirr Tveitt.

Royal Scottish National Orchestra 

Formed in 1891 as the Scottish Orchestra, in 1951 the ensemble, now full-time, took the name of the Scottish
National Orchestra, later assuming the title Royal, a recognition of its importance in the musical life of Scotland.
Distinguished conductors who have worked with the orchestra include Karl Rankl, Hans Swarowsky, Walter
Susskind, Sir Alexander Gibson, the first Scottish-born Principal Conductor, Bryden Thomson and Neeme Järvi.
Walter Weller, now Conductor Emeritus, served as Music Director and Principal Conductor from 1992 to 1997,
when he was succeeded by Alexander Lazarev. The Principal Guest Conductor is Marin Alsop, who has recorded
with the orchestra a series for Naxos devoted to the orchestral music of Samuel Barber. The orchestra also made an
important contribution to the authoritative Naxos series of Bruckner Symphonies under the late Georg Tintner. A
busy schedule in Scotland brings regular seasons in its home-town of Glasgow, annual appearances at the Edinburgh
Festival and regular performances in the BBC Promenade Concerts in London. In addition to concerts in England,
the orchestra has travelled to other countries, with tours of North America and Japan, and throughout Europe. The
wide repertoire of the Royal Scottish National Orchestra extends from the Baroque to the contemporary.

Bjarte Engeset

The Norwegian conductor Bjarte Engeset completed his training with Jorma Panula at the Sibelius Academy in
Helsinki in 1989, gaining the highest possible jury score awarded by the Academy in its Diploma examinations. In
1990 he was a prize-winner in the Nordic Conducting Competition and since his participation in the 1991
Tanglewood Seminar he has conducted leading orchestras throughout Scandinavia, as well as in England, Scotland,
Germany, Belgium, the Czech Republic, Romania, Slovakia and Estonia. He made his London début with the Royal
Philharmonic Orchestra in 1997, while at home continuing to play a leading part in festivals throughout Norway,
working both in the concert-hall and in the opera-house. He has frequently conducted the Oslo Philharmonic
Orchestra and shared conducting duties with Mariss Jansons during the orchestra’s three-week tour of Asia. Since
1994 he has been artistic director of Tromsø Symphony Orchestra, and from 2001 the permanent guest conductor of
the Flemish Radio Orchestra. From 2003 he is also artistic director of the Norwegian Wind Ensemble.
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The Dionysus in Grieg takes the form of a directly
observed feeling for nature, where nature is purely nature,
both the destructive storm and the life-giving idyll. As we
listen, we can judge for ourselves whether Grieg succeeded
in, as it were, painting Norwegian nature. With his focus on
dance rhythms and folk-music, Grieg depicted the values of
human fellowship. I believe he makes a significant
statement about himself with the following words: “When

alone, one cannot enjoy nature past a certain dimension
without melancholy knocking at your door, but in
fellowship with a friend, it is infinite, without limits”.
Grieg’s music still forms close ties with and between
listeners, regardless of nationality.

Bjarte Engeset

English translation: Susan Askvik

Cover painting by
Nikolai Astrup (1880-1928) 

Naivism came naturally to Nikolai Astrup. Growing up in
the vicarage in Jølster, a tiny mountain community just off
the west coast of Norway, he saw himself as a future artist
at the age of twelve, and for future use he collected all his
childish drawings and first attempts at painting. Always, his
concern and reason for becoming an artist was the
overwhelming experience of nature and of a connection to
all things alive, the way he saw it as a little boy. Being an
extraordinary talent, according to his art teachers Harriet
Backer and Christian Krohg, he learned all the skills of a
naturalist painter in his two years of studies in Backer’s
private school in Oslo (then Kristiania), and half a year with
Krohg in Colarossi, Paris. Indeed, he had discarded
naturalism even before he went to Paris, without finding
satisfactory means and methods in the neo-romanticism he
encountered in Oslo. He needed a way that could reflect the
authenticity of his childhood experience, and felt that the
source must be the pictorial notes in his own childish work. 

In Paris, in the art of Henri Rousseau, not yet
recognized by the public but much appreciated by artists of
the Salon des Indépendants, he found a confirmation of
what had been his profound intuition. The original naive,
not tampered with by academia, could indeed be turned
into valid and great art, without losing its primordial
power. So, in Paris, after learning all a painter’s skills, he
became a true primitive, the primitive he had been in his
heart all along. He felt the imagery of his native vicarage
world calling, and, in a frenzy to apply his new confidence,
broke off his Paris studies and went home, to stay.

Being short of money, Astrup had an excuse to return
and live again in the realm of his youthful visions. His
notebooks from these first years trying out a new method
are interesting: he carried the little books in his pocket at all
times, and made notes of what to paint next. Here, it is
what he saw as a child, and the way he saw it, that was his
concern. His vision was a blend of mysteries of spring
light, farm animals, country people, ancient rites and
folklore. In these years, before his first show in 1905, in
conflict with his father over being an artist and a pagan
with a taste for brandy, rather than a clergyman like most
of his ancestors, and in conflict with most of the farmers
for being an outsider, he created many of his most
important works, such as “Spring Evening in the Garden”.

Coming into the public eye with his 1905 exhibition in
an Oslo gallery, in the year of Norway’s final
independence as a nation, his primitive interpretation of
nature and farm life, of land and people, of tradition and
belonging, immediately made him a celebrated “national”
artist. Critics saw his art as an authentic product of a
Norwegian soil. The way that his dialogue with
contemporary European symbolism and the still unknown
naivism had made his art possible, was not recognised.
With an elegant and stylised French art soon becoming the
new paradigm in Norwegian art, following Matisse and
Lhote, so remote from Astrup’s intensely private struggle
within his own heart, Astrup has remained an outsider in
the eyes of the critics. And yet his art, highly personal as it
is, also belongs to a European birth of modernism. 

Øystein Loge
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peoples of the world and the concept of a shared destiny
with nature.

It is an interesting fact that the instrumentation for the
overture In Autumn, Op. 11 (1866), was rewritten in 1887.
It was most probably much improved from the draft in 1866
which Niels W. Gade referred to as “some trash”. The song,
Autumn Storm, (Richardt) formed the musical material for
this early composition. The words depict the autumn as a
time of destructive death and decay, but also of harvesting
and cyclical coherence. The coda is a Norwegian
bacchanalian festivity, with a melody sent to Grieg by his
brother. He believed it to be a harvest ballad, in which the
farmers celebrate the harvest.

As a young composer and before really formulating his
aesthetic, Grieg seems consciously or unconsciously to
allow the forces of nature into his work. He was often
known to make statements on academia: “How I detest this
Conservatory in Leipzig”. The overture has a prologue and
coda, main theme and secondary theme in the formally
correct keys, connecting transitionary sections and an
imaginative development section. Formally, all elements
are in place. The music rushes frantically forwards,
however, with an unending onslaught of ideas. This has
inspired and aroused the enthusiasm of musicians and
audiences, but also provoked confusion and criticism. In
Grieg’s own words: “The peculiar in life was what made
me wild and mad … dwarf power and untamed wildness …
audacious and bizarre fantasy”.

The frequently performed, recorded and discussed
Piano Concerto in A minor, Op. 16 (1868), most definitely
also has this element of wildness. The overwhelming
opening kettledrum roll followed by the cascading chimes
on the piano can be associated with the myths of creation, or
the big bang. Here is the young, newly wed artist with the
world at his feet, but most of all Grieg sways us with
inspired melody and inventive nature lyrics. The entire
piano part is musically motivated, including the virtuoso
element, and we begin to see a greater embodiment of folk-
music. The main theme of the last movement is in the style
of a Halling dance, where Grieg has rewritten the fifths,
dissonances and echoing overtones from the resonant
strings of the Hardanger fiddle.

Grieg had great respect for Johan Svendsen’s

Norwegian Rhapsodies from the 1870s, where folk-
melodies have been orchestrated for symphonic concert
performances. Grieg completed his Symphonic Dances,
Op. 64, in 1898, and Svendsen himself conducted the first
performance. Grieg was highly appreciative of this well-
orchestrated composition. The title denotes that the dances
are irrevocably joined, as in a symphony. Each dance has
the tripartite form of ABA, with direct use of Lindeman’s
collection of Norwegian folk-melodies, initially Halling
from Valdres, followed by a slower Halling dance,
Hestebytaren as the andante movement. Then there is the
scherzo movement with Springar from Åmot (in triple
metre), and finally an extensive finale. Here, part B is based
on a Brurelåt, a bridal melody, while part A takes a song:
“Did you see my wife, up on the mountain, on the
mountain? Black hat, red skirt and one leg longer than the
other”. This type of folk humour is reminiscent of Hans E.
Kinck’s burlesque short stories.

The tension between the Dionysian and the Apollonian
examined by Nietzsche in his The Birth of Tragedy may
shed some light on Grieg’s character. He lived at a
continuously fluctuating and fertile meeting-point between
nature and culture, periphery and centre, popular
nationalism and intellectual internationalism. If we read his
letters, however, we see that this dichotomy was also
difficult for Grieg; when at home he longed to travel, when
travelling he longed for home. And he struggled with form,
with inspiration and with finding his identity.

Tchaikovsky wrote the following in his
Autobiographical Description of a Trip Abroad in 1888
after meeting Grieg:

“It is possible that Grieg’s genius is considerably
less than Brahms’ … In return, he is closer to us,
he is more understandable for us, more kindred,
precisely because he is deeply human. When we
listen to Grieg, we instinctively recognise that this
music has been written by a person driven by an
irresistible pull, by using music, to express a
deeply poetical flow from nature of emotions and
moods … how unfalteringly stimulating, new,
original!”
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“... We have experienced only displeasure and
disapproval for the vulgarities and absurdities assembled
under the pretext of the national Norwegian character ...”
(Critic Edouard Bernsdorf on Grieg: String quartet in G
minor, “Signale”, Leipzig 1878)

What could be so threatening about Edvard Grieg, a
figure who enjoyed such great recognition throughout
Europe? It can be said that he was a political icon for self-
esteem and democratic radicalism, but there was also a
perilous element of the avant-garde in his aesthetics. He
questioned the concept of pure classical art.

Nature has always played a central rôle in Norwegian
history and art, an intimate, authentic, tangible rôle but also
a fiercely destructive one. The Polish-born researcher Nina
Witoszek describes it as follows: “Nature is the erogenous
zone of Norwegians”. Grieg found his natural inspiration in
tumultuous autumn storms, waterfalls and the forces of
nature, as well as in natural beauty, but not from picture
postcards for tourists. The string quartet which caused
Bernsdorf such displeasure was based on the song, Fiddlers
(Ibsen). The central mood is derived from the expression
“the terror and song of the waterfall”.

Art has often been viewed in terms of a defence against
the unrestrained, barrier-breaking forces within us; a wider
interpretation of the forces of nature. Art can define barriers
for individuality, create order, bring insight. The Romantics
started to break these barriers, portrayed their experiences
of nature, pursued rapture and the wider context.

Grieg, however, evolved towards a more modern
outlook: “To paint Norwegian nature, Norwegian folk-life,
Norwegian history and Norwegian folk-poetry in music is
just that for me, something in which I believe I can
succeed”. He instinctively and directly endeavoured to
embody the forces of nature in his music, and as such was a
precursor of the twentieth century, when Stravinsky’s The
Rite of Spring provoked anger and scandal. With his Peer
Gynt theatre music, Grieg wrote parodies, extravagance and
the grotesque. He declared that the musicians should
express utterly extreme characters, so that the music ceases
to be music. Perhaps Grieg was an early ‘Barbarian’. His

non-theatrical compositions also embodied this direct
vitality, where creative forces concur with the destructive
forces of trolls. Some found this to be absurd, out of control
and without form. This, however, was a problem with
which Grieg himself also struggled. He came from a
background of rationalism and realism and also aspired to
create idealistic music with balance and form. At one point
in his life, he expressed a cosmopolitan creed so as to avoid
being identified with national chauvinism.

Grieg’s views of Norwegian folk-music evolved.
Initially he wanted to hone and refine it. In one of his later
compositions for piano, Norwegian Peasant Dances,
Op. 72 (1903), he intuitively approached the aesthetics
within folk-music and avoided filtering it through a
Romantic view of art. “How easy is it not to take their
scent”, he wrote of the dances in Op. 72. A line can be
traced from this new Grieg to the style of Béla Bartók and
his adaptations of folk-music.

It would be negligent, though, to view Grieg or Bartók
merely as Barbarian nature realists. So typical of Grieg are
the heartfelt and honest subjective voice and the concise
and poetic musical language which reach to the soul of the
listener. Yet these simple and naive aspects could also be
viewed as progressive and threatening by those defending
“subtle art”. Grieg wrote in 1876: “And what about
naivety? Has Ibsen chased it out the door? … pay heed to
what I tell you: It is the most beautiful thing an artist can
own”. Grieg’s bright naivism surpasses both dark, sublime
Romantic hues and subdued Impressionism. Grieg’s modal
harmonic sentiments most likely had an influence on
French Impressionism. He expressed frustration at having
had to learn orchestration in Germany, and believed that the
French could embellish Norwegian music. Yet if Grieg’s
West Norwegian nature is not always stormy, it could
neither be described as diffuse and embodying the pastel
shades of Impressionism. It is often bright, clear and pure.
We can perceive Grieg’s refined and poetic play of colours
as a positive surrender to nature, resembling the surrender
to vitality. This perception of nature is resonant of modern
times with our eco-philosophy, focus on the indigenous

Edvard Grieg (1843-1907)
In Autumn, Op. 11 • Piano Concerto in A minor, Op. 16 • Symphonic Dances, Op. 64
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The Dionysus in Grieg takes the form of a directly
observed feeling for nature, where nature is purely nature,
both the destructive storm and the life-giving idyll. As we
listen, we can judge for ourselves whether Grieg succeeded
in, as it were, painting Norwegian nature. With his focus on
dance rhythms and folk-music, Grieg depicted the values of
human fellowship. I believe he makes a significant
statement about himself with the following words: “When

alone, one cannot enjoy nature past a certain dimension
without melancholy knocking at your door, but in
fellowship with a friend, it is infinite, without limits”.
Grieg’s music still forms close ties with and between
listeners, regardless of nationality.

Bjarte Engeset

English translation: Susan Askvik

Cover painting by
Nikolai Astrup (1880-1928) 

Naivism came naturally to Nikolai Astrup. Growing up in
the vicarage in Jølster, a tiny mountain community just off
the west coast of Norway, he saw himself as a future artist
at the age of twelve, and for future use he collected all his
childish drawings and first attempts at painting. Always, his
concern and reason for becoming an artist was the
overwhelming experience of nature and of a connection to
all things alive, the way he saw it as a little boy. Being an
extraordinary talent, according to his art teachers Harriet
Backer and Christian Krohg, he learned all the skills of a
naturalist painter in his two years of studies in Backer’s
private school in Oslo (then Kristiania), and half a year with
Krohg in Colarossi, Paris. Indeed, he had discarded
naturalism even before he went to Paris, without finding
satisfactory means and methods in the neo-romanticism he
encountered in Oslo. He needed a way that could reflect the
authenticity of his childhood experience, and felt that the
source must be the pictorial notes in his own childish work. 

In Paris, in the art of Henri Rousseau, not yet
recognized by the public but much appreciated by artists of
the Salon des Indépendants, he found a confirmation of
what had been his profound intuition. The original naive,
not tampered with by academia, could indeed be turned
into valid and great art, without losing its primordial
power. So, in Paris, after learning all a painter’s skills, he
became a true primitive, the primitive he had been in his
heart all along. He felt the imagery of his native vicarage
world calling, and, in a frenzy to apply his new confidence,
broke off his Paris studies and went home, to stay.

Being short of money, Astrup had an excuse to return
and live again in the realm of his youthful visions. His
notebooks from these first years trying out a new method
are interesting: he carried the little books in his pocket at all
times, and made notes of what to paint next. Here, it is
what he saw as a child, and the way he saw it, that was his
concern. His vision was a blend of mysteries of spring
light, farm animals, country people, ancient rites and
folklore. In these years, before his first show in 1905, in
conflict with his father over being an artist and a pagan
with a taste for brandy, rather than a clergyman like most
of his ancestors, and in conflict with most of the farmers
for being an outsider, he created many of his most
important works, such as “Spring Evening in the Garden”.

Coming into the public eye with his 1905 exhibition in
an Oslo gallery, in the year of Norway’s final
independence as a nation, his primitive interpretation of
nature and farm life, of land and people, of tradition and
belonging, immediately made him a celebrated “national”
artist. Critics saw his art as an authentic product of a
Norwegian soil. The way that his dialogue with
contemporary European symbolism and the still unknown
naivism had made his art possible, was not recognised.
With an elegant and stylised French art soon becoming the
new paradigm in Norwegian art, following Matisse and
Lhote, so remote from Astrup’s intensely private struggle
within his own heart, Astrup has remained an outsider in
the eyes of the critics. And yet his art, highly personal as it
is, also belongs to a European birth of modernism. 
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peoples of the world and the concept of a shared destiny
with nature.

It is an interesting fact that the instrumentation for the
overture In Autumn, Op. 11 (1866), was rewritten in 1887.
It was most probably much improved from the draft in 1866
which Niels W. Gade referred to as “some trash”. The song,
Autumn Storm, (Richardt) formed the musical material for
this early composition. The words depict the autumn as a
time of destructive death and decay, but also of harvesting
and cyclical coherence. The coda is a Norwegian
bacchanalian festivity, with a melody sent to Grieg by his
brother. He believed it to be a harvest ballad, in which the
farmers celebrate the harvest.

As a young composer and before really formulating his
aesthetic, Grieg seems consciously or unconsciously to
allow the forces of nature into his work. He was often
known to make statements on academia: “How I detest this
Conservatory in Leipzig”. The overture has a prologue and
coda, main theme and secondary theme in the formally
correct keys, connecting transitionary sections and an
imaginative development section. Formally, all elements
are in place. The music rushes frantically forwards,
however, with an unending onslaught of ideas. This has
inspired and aroused the enthusiasm of musicians and
audiences, but also provoked confusion and criticism. In
Grieg’s own words: “The peculiar in life was what made
me wild and mad … dwarf power and untamed wildness …
audacious and bizarre fantasy”.

The frequently performed, recorded and discussed
Piano Concerto in A minor, Op. 16 (1868), most definitely
also has this element of wildness. The overwhelming
opening kettledrum roll followed by the cascading chimes
on the piano can be associated with the myths of creation, or
the big bang. Here is the young, newly wed artist with the
world at his feet, but most of all Grieg sways us with
inspired melody and inventive nature lyrics. The entire
piano part is musically motivated, including the virtuoso
element, and we begin to see a greater embodiment of folk-
music. The main theme of the last movement is in the style
of a Halling dance, where Grieg has rewritten the fifths,
dissonances and echoing overtones from the resonant
strings of the Hardanger fiddle.

Grieg had great respect for Johan Svendsen’s

Norwegian Rhapsodies from the 1870s, where folk-
melodies have been orchestrated for symphonic concert
performances. Grieg completed his Symphonic Dances,
Op. 64, in 1898, and Svendsen himself conducted the first
performance. Grieg was highly appreciative of this well-
orchestrated composition. The title denotes that the dances
are irrevocably joined, as in a symphony. Each dance has
the tripartite form of ABA, with direct use of Lindeman’s
collection of Norwegian folk-melodies, initially Halling
from Valdres, followed by a slower Halling dance,
Hestebytaren as the andante movement. Then there is the
scherzo movement with Springar from Åmot (in triple
metre), and finally an extensive finale. Here, part B is based
on a Brurelåt, a bridal melody, while part A takes a song:
“Did you see my wife, up on the mountain, on the
mountain? Black hat, red skirt and one leg longer than the
other”. This type of folk humour is reminiscent of Hans E.
Kinck’s burlesque short stories.

The tension between the Dionysian and the Apollonian
examined by Nietzsche in his The Birth of Tragedy may
shed some light on Grieg’s character. He lived at a
continuously fluctuating and fertile meeting-point between
nature and culture, periphery and centre, popular
nationalism and intellectual internationalism. If we read his
letters, however, we see that this dichotomy was also
difficult for Grieg; when at home he longed to travel, when
travelling he longed for home. And he struggled with form,
with inspiration and with finding his identity.

Tchaikovsky wrote the following in his
Autobiographical Description of a Trip Abroad in 1888
after meeting Grieg:

“It is possible that Grieg’s genius is considerably
less than Brahms’ … In return, he is closer to us,
he is more understandable for us, more kindred,
precisely because he is deeply human. When we
listen to Grieg, we instinctively recognise that this
music has been written by a person driven by an
irresistible pull, by using music, to express a
deeply poetical flow from nature of emotions and
moods … how unfalteringly stimulating, new,
original!”
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“... We have experienced only displeasure and
disapproval for the vulgarities and absurdities assembled
under the pretext of the national Norwegian character ...”
(Critic Edouard Bernsdorf on Grieg: String quartet in G
minor, “Signale”, Leipzig 1878)

What could be so threatening about Edvard Grieg, a
figure who enjoyed such great recognition throughout
Europe? It can be said that he was a political icon for self-
esteem and democratic radicalism, but there was also a
perilous element of the avant-garde in his aesthetics. He
questioned the concept of pure classical art.

Nature has always played a central rôle in Norwegian
history and art, an intimate, authentic, tangible rôle but also
a fiercely destructive one. The Polish-born researcher Nina
Witoszek describes it as follows: “Nature is the erogenous
zone of Norwegians”. Grieg found his natural inspiration in
tumultuous autumn storms, waterfalls and the forces of
nature, as well as in natural beauty, but not from picture
postcards for tourists. The string quartet which caused
Bernsdorf such displeasure was based on the song, Fiddlers
(Ibsen). The central mood is derived from the expression
“the terror and song of the waterfall”.

Art has often been viewed in terms of a defence against
the unrestrained, barrier-breaking forces within us; a wider
interpretation of the forces of nature. Art can define barriers
for individuality, create order, bring insight. The Romantics
started to break these barriers, portrayed their experiences
of nature, pursued rapture and the wider context.

Grieg, however, evolved towards a more modern
outlook: “To paint Norwegian nature, Norwegian folk-life,
Norwegian history and Norwegian folk-poetry in music is
just that for me, something in which I believe I can
succeed”. He instinctively and directly endeavoured to
embody the forces of nature in his music, and as such was a
precursor of the twentieth century, when Stravinsky’s The
Rite of Spring provoked anger and scandal. With his Peer
Gynt theatre music, Grieg wrote parodies, extravagance and
the grotesque. He declared that the musicians should
express utterly extreme characters, so that the music ceases
to be music. Perhaps Grieg was an early ‘Barbarian’. His

non-theatrical compositions also embodied this direct
vitality, where creative forces concur with the destructive
forces of trolls. Some found this to be absurd, out of control
and without form. This, however, was a problem with
which Grieg himself also struggled. He came from a
background of rationalism and realism and also aspired to
create idealistic music with balance and form. At one point
in his life, he expressed a cosmopolitan creed so as to avoid
being identified with national chauvinism.

Grieg’s views of Norwegian folk-music evolved.
Initially he wanted to hone and refine it. In one of his later
compositions for piano, Norwegian Peasant Dances,
Op. 72 (1903), he intuitively approached the aesthetics
within folk-music and avoided filtering it through a
Romantic view of art. “How easy is it not to take their
scent”, he wrote of the dances in Op. 72. A line can be
traced from this new Grieg to the style of Béla Bartók and
his adaptations of folk-music.

It would be negligent, though, to view Grieg or Bartók
merely as Barbarian nature realists. So typical of Grieg are
the heartfelt and honest subjective voice and the concise
and poetic musical language which reach to the soul of the
listener. Yet these simple and naive aspects could also be
viewed as progressive and threatening by those defending
“subtle art”. Grieg wrote in 1876: “And what about
naivety? Has Ibsen chased it out the door? … pay heed to
what I tell you: It is the most beautiful thing an artist can
own”. Grieg’s bright naivism surpasses both dark, sublime
Romantic hues and subdued Impressionism. Grieg’s modal
harmonic sentiments most likely had an influence on
French Impressionism. He expressed frustration at having
had to learn orchestration in Germany, and believed that the
French could embellish Norwegian music. Yet if Grieg’s
West Norwegian nature is not always stormy, it could
neither be described as diffuse and embodying the pastel
shades of Impressionism. It is often bright, clear and pure.
We can perceive Grieg’s refined and poetic play of colours
as a positive surrender to nature, resembling the surrender
to vitality. This perception of nature is resonant of modern
times with our eco-philosophy, focus on the indigenous

Edvard Grieg (1843-1907)
In Autumn, Op. 11 • Piano Concerto in A minor, Op. 16 • Symphonic Dances, Op. 64
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The Dionysus in Grieg takes the form of a directly
observed feeling for nature, where nature is purely nature,
both the destructive storm and the life-giving idyll. As we
listen, we can judge for ourselves whether Grieg succeeded
in, as it were, painting Norwegian nature. With his focus on
dance rhythms and folk-music, Grieg depicted the values of
human fellowship. I believe he makes a significant
statement about himself with the following words: “When

alone, one cannot enjoy nature past a certain dimension
without melancholy knocking at your door, but in
fellowship with a friend, it is infinite, without limits”.
Grieg’s music still forms close ties with and between
listeners, regardless of nationality.

Bjarte Engeset

English translation: Susan Askvik

Cover painting by
Nikolai Astrup (1880-1928) 

Naivism came naturally to Nikolai Astrup. Growing up in
the vicarage in Jølster, a tiny mountain community just off
the west coast of Norway, he saw himself as a future artist
at the age of twelve, and for future use he collected all his
childish drawings and first attempts at painting. Always, his
concern and reason for becoming an artist was the
overwhelming experience of nature and of a connection to
all things alive, the way he saw it as a little boy. Being an
extraordinary talent, according to his art teachers Harriet
Backer and Christian Krohg, he learned all the skills of a
naturalist painter in his two years of studies in Backer’s
private school in Oslo (then Kristiania), and half a year with
Krohg in Colarossi, Paris. Indeed, he had discarded
naturalism even before he went to Paris, without finding
satisfactory means and methods in the neo-romanticism he
encountered in Oslo. He needed a way that could reflect the
authenticity of his childhood experience, and felt that the
source must be the pictorial notes in his own childish work. 

In Paris, in the art of Henri Rousseau, not yet
recognized by the public but much appreciated by artists of
the Salon des Indépendants, he found a confirmation of
what had been his profound intuition. The original naive,
not tampered with by academia, could indeed be turned
into valid and great art, without losing its primordial
power. So, in Paris, after learning all a painter’s skills, he
became a true primitive, the primitive he had been in his
heart all along. He felt the imagery of his native vicarage
world calling, and, in a frenzy to apply his new confidence,
broke off his Paris studies and went home, to stay.

Being short of money, Astrup had an excuse to return
and live again in the realm of his youthful visions. His
notebooks from these first years trying out a new method
are interesting: he carried the little books in his pocket at all
times, and made notes of what to paint next. Here, it is
what he saw as a child, and the way he saw it, that was his
concern. His vision was a blend of mysteries of spring
light, farm animals, country people, ancient rites and
folklore. In these years, before his first show in 1905, in
conflict with his father over being an artist and a pagan
with a taste for brandy, rather than a clergyman like most
of his ancestors, and in conflict with most of the farmers
for being an outsider, he created many of his most
important works, such as “Spring Evening in the Garden”.

Coming into the public eye with his 1905 exhibition in
an Oslo gallery, in the year of Norway’s final
independence as a nation, his primitive interpretation of
nature and farm life, of land and people, of tradition and
belonging, immediately made him a celebrated “national”
artist. Critics saw his art as an authentic product of a
Norwegian soil. The way that his dialogue with
contemporary European symbolism and the still unknown
naivism had made his art possible, was not recognised.
With an elegant and stylised French art soon becoming the
new paradigm in Norwegian art, following Matisse and
Lhote, so remote from Astrup’s intensely private struggle
within his own heart, Astrup has remained an outsider in
the eyes of the critics. And yet his art, highly personal as it
is, also belongs to a European birth of modernism. 
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peoples of the world and the concept of a shared destiny
with nature.

It is an interesting fact that the instrumentation for the
overture In Autumn, Op. 11 (1866), was rewritten in 1887.
It was most probably much improved from the draft in 1866
which Niels W. Gade referred to as “some trash”. The song,
Autumn Storm, (Richardt) formed the musical material for
this early composition. The words depict the autumn as a
time of destructive death and decay, but also of harvesting
and cyclical coherence. The coda is a Norwegian
bacchanalian festivity, with a melody sent to Grieg by his
brother. He believed it to be a harvest ballad, in which the
farmers celebrate the harvest.

As a young composer and before really formulating his
aesthetic, Grieg seems consciously or unconsciously to
allow the forces of nature into his work. He was often
known to make statements on academia: “How I detest this
Conservatory in Leipzig”. The overture has a prologue and
coda, main theme and secondary theme in the formally
correct keys, connecting transitionary sections and an
imaginative development section. Formally, all elements
are in place. The music rushes frantically forwards,
however, with an unending onslaught of ideas. This has
inspired and aroused the enthusiasm of musicians and
audiences, but also provoked confusion and criticism. In
Grieg’s own words: “The peculiar in life was what made
me wild and mad … dwarf power and untamed wildness …
audacious and bizarre fantasy”.

The frequently performed, recorded and discussed
Piano Concerto in A minor, Op. 16 (1868), most definitely
also has this element of wildness. The overwhelming
opening kettledrum roll followed by the cascading chimes
on the piano can be associated with the myths of creation, or
the big bang. Here is the young, newly wed artist with the
world at his feet, but most of all Grieg sways us with
inspired melody and inventive nature lyrics. The entire
piano part is musically motivated, including the virtuoso
element, and we begin to see a greater embodiment of folk-
music. The main theme of the last movement is in the style
of a Halling dance, where Grieg has rewritten the fifths,
dissonances and echoing overtones from the resonant
strings of the Hardanger fiddle.

Grieg had great respect for Johan Svendsen’s

Norwegian Rhapsodies from the 1870s, where folk-
melodies have been orchestrated for symphonic concert
performances. Grieg completed his Symphonic Dances,
Op. 64, in 1898, and Svendsen himself conducted the first
performance. Grieg was highly appreciative of this well-
orchestrated composition. The title denotes that the dances
are irrevocably joined, as in a symphony. Each dance has
the tripartite form of ABA, with direct use of Lindeman’s
collection of Norwegian folk-melodies, initially Halling
from Valdres, followed by a slower Halling dance,
Hestebytaren as the andante movement. Then there is the
scherzo movement with Springar from Åmot (in triple
metre), and finally an extensive finale. Here, part B is based
on a Brurelåt, a bridal melody, while part A takes a song:
“Did you see my wife, up on the mountain, on the
mountain? Black hat, red skirt and one leg longer than the
other”. This type of folk humour is reminiscent of Hans E.
Kinck’s burlesque short stories.

The tension between the Dionysian and the Apollonian
examined by Nietzsche in his The Birth of Tragedy may
shed some light on Grieg’s character. He lived at a
continuously fluctuating and fertile meeting-point between
nature and culture, periphery and centre, popular
nationalism and intellectual internationalism. If we read his
letters, however, we see that this dichotomy was also
difficult for Grieg; when at home he longed to travel, when
travelling he longed for home. And he struggled with form,
with inspiration and with finding his identity.

Tchaikovsky wrote the following in his
Autobiographical Description of a Trip Abroad in 1888
after meeting Grieg:

“It is possible that Grieg’s genius is considerably
less than Brahms’ … In return, he is closer to us,
he is more understandable for us, more kindred,
precisely because he is deeply human. When we
listen to Grieg, we instinctively recognise that this
music has been written by a person driven by an
irresistible pull, by using music, to express a
deeply poetical flow from nature of emotions and
moods … how unfalteringly stimulating, new,
original!”
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“... We have experienced only displeasure and
disapproval for the vulgarities and absurdities assembled
under the pretext of the national Norwegian character ...”
(Critic Edouard Bernsdorf on Grieg: String quartet in G
minor, “Signale”, Leipzig 1878)

What could be so threatening about Edvard Grieg, a
figure who enjoyed such great recognition throughout
Europe? It can be said that he was a political icon for self-
esteem and democratic radicalism, but there was also a
perilous element of the avant-garde in his aesthetics. He
questioned the concept of pure classical art.

Nature has always played a central rôle in Norwegian
history and art, an intimate, authentic, tangible rôle but also
a fiercely destructive one. The Polish-born researcher Nina
Witoszek describes it as follows: “Nature is the erogenous
zone of Norwegians”. Grieg found his natural inspiration in
tumultuous autumn storms, waterfalls and the forces of
nature, as well as in natural beauty, but not from picture
postcards for tourists. The string quartet which caused
Bernsdorf such displeasure was based on the song, Fiddlers
(Ibsen). The central mood is derived from the expression
“the terror and song of the waterfall”.

Art has often been viewed in terms of a defence against
the unrestrained, barrier-breaking forces within us; a wider
interpretation of the forces of nature. Art can define barriers
for individuality, create order, bring insight. The Romantics
started to break these barriers, portrayed their experiences
of nature, pursued rapture and the wider context.

Grieg, however, evolved towards a more modern
outlook: “To paint Norwegian nature, Norwegian folk-life,
Norwegian history and Norwegian folk-poetry in music is
just that for me, something in which I believe I can
succeed”. He instinctively and directly endeavoured to
embody the forces of nature in his music, and as such was a
precursor of the twentieth century, when Stravinsky’s The
Rite of Spring provoked anger and scandal. With his Peer
Gynt theatre music, Grieg wrote parodies, extravagance and
the grotesque. He declared that the musicians should
express utterly extreme characters, so that the music ceases
to be music. Perhaps Grieg was an early ‘Barbarian’. His

non-theatrical compositions also embodied this direct
vitality, where creative forces concur with the destructive
forces of trolls. Some found this to be absurd, out of control
and without form. This, however, was a problem with
which Grieg himself also struggled. He came from a
background of rationalism and realism and also aspired to
create idealistic music with balance and form. At one point
in his life, he expressed a cosmopolitan creed so as to avoid
being identified with national chauvinism.

Grieg’s views of Norwegian folk-music evolved.
Initially he wanted to hone and refine it. In one of his later
compositions for piano, Norwegian Peasant Dances,
Op. 72 (1903), he intuitively approached the aesthetics
within folk-music and avoided filtering it through a
Romantic view of art. “How easy is it not to take their
scent”, he wrote of the dances in Op. 72. A line can be
traced from this new Grieg to the style of Béla Bartók and
his adaptations of folk-music.

It would be negligent, though, to view Grieg or Bartók
merely as Barbarian nature realists. So typical of Grieg are
the heartfelt and honest subjective voice and the concise
and poetic musical language which reach to the soul of the
listener. Yet these simple and naive aspects could also be
viewed as progressive and threatening by those defending
“subtle art”. Grieg wrote in 1876: “And what about
naivety? Has Ibsen chased it out the door? … pay heed to
what I tell you: It is the most beautiful thing an artist can
own”. Grieg’s bright naivism surpasses both dark, sublime
Romantic hues and subdued Impressionism. Grieg’s modal
harmonic sentiments most likely had an influence on
French Impressionism. He expressed frustration at having
had to learn orchestration in Germany, and believed that the
French could embellish Norwegian music. Yet if Grieg’s
West Norwegian nature is not always stormy, it could
neither be described as diffuse and embodying the pastel
shades of Impressionism. It is often bright, clear and pure.
We can perceive Grieg’s refined and poetic play of colours
as a positive surrender to nature, resembling the surrender
to vitality. This perception of nature is resonant of modern
times with our eco-philosophy, focus on the indigenous

Edvard Grieg (1843-1907)
In Autumn, Op. 11 • Piano Concerto in A minor, Op. 16 • Symphonic Dances, Op. 64
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Håvard Gimse

Håvard Gimse was born in 1966 at Kongsvinger and has established himself as one of Scandinavia’s leading
international pianists. After gaining his Diploma at the Berlin Hochschule der Künste in 1995, he continued his
studies with Jiri Hlinka in Norway. Gimse’s New York Lincoln Center début in 1994 with the Riverside Symphony
was acclaimed by critics and excellent reviews also greeted his appearances as a soloist with the Oslo Philharmonic
Orchestra on tour in Great Britain, with the Bergen Philharmonic Orchestra on tour to Austria, and with the JanáÇek
Philharmonic in Tokyo. Håvard Gimse has appeared as a soloist with leading orchestras in Scandinavia and
throughout Europe, as well as in Latin America, collaborating with conductors of great distinction. He has appeared
at international festivals in many musical centres in Europe and as far afield as Mexico, while continuing an active
career in chamber music that has taken him to major recital venues in London, Amsterdam, Prague and Berlin. Since
1997 he has served as an assistant programme manager for the Oslo Chamber Music Festival. Håvard Gimse was
awarded the prestigious Grieg Prize in 1996, while earlier awards include first prize in the 1987 Jugend Musiziert
and the 1995 Steinway Prize. He has recorded for a number of major companies and for Naxos has recorded the
complete piano music of Sibelius and, with the Royal Scottish National Orchestra, concertos by Geirr Tveitt.

Royal Scottish National Orchestra 

Formed in 1891 as the Scottish Orchestra, in 1951 the ensemble, now full-time, took the name of the Scottish
National Orchestra, later assuming the title Royal, a recognition of its importance in the musical life of Scotland.
Distinguished conductors who have worked with the orchestra include Karl Rankl, Hans Swarowsky, Walter
Susskind, Sir Alexander Gibson, the first Scottish-born Principal Conductor, Bryden Thomson and Neeme Järvi.
Walter Weller, now Conductor Emeritus, served as Music Director and Principal Conductor from 1992 to 1997,
when he was succeeded by Alexander Lazarev. The Principal Guest Conductor is Marin Alsop, who has recorded
with the orchestra a series for Naxos devoted to the orchestral music of Samuel Barber. The orchestra also made an
important contribution to the authoritative Naxos series of Bruckner Symphonies under the late Georg Tintner. A
busy schedule in Scotland brings regular seasons in its home-town of Glasgow, annual appearances at the Edinburgh
Festival and regular performances in the BBC Promenade Concerts in London. In addition to concerts in England,
the orchestra has travelled to other countries, with tours of North America and Japan, and throughout Europe. The
wide repertoire of the Royal Scottish National Orchestra extends from the Baroque to the contemporary.

Bjarte Engeset

The Norwegian conductor Bjarte Engeset completed his training with Jorma Panula at the Sibelius Academy in
Helsinki in 1989, gaining the highest possible jury score awarded by the Academy in its Diploma examinations. In
1990 he was a prize-winner in the Nordic Conducting Competition and since his participation in the 1991
Tanglewood Seminar he has conducted leading orchestras throughout Scandinavia, as well as in England, Scotland,
Germany, Belgium, the Czech Republic, Romania, Slovakia and Estonia. He made his London début with the Royal
Philharmonic Orchestra in 1997, while at home continuing to play a leading part in festivals throughout Norway,
working both in the concert-hall and in the opera-house. He has frequently conducted the Oslo Philharmonic
Orchestra and shared conducting duties with Mariss Jansons during the orchestra’s three-week tour of Asia. Since
1994 he has been artistic director of Tromsø Symphony Orchestra, and from 2001 the permanent guest conductor of
the Flemish Radio Orchestra. From 2003 he is also artistic director of the Norwegian Wind Ensemble.
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In his own words, Grieg aspired ‘to paint Norwegian nature, Norwegian folk-life, Norwegian history
and Norwegian folk-poetry in music’. In Autumn sees Grieg take inspiration from the forces of nature,
both life-giving and destructive, whether it be from the farmers’ harvest celebrations or the ensuing
death and decay, while the Symphonic Dances make extensive use of Norwegian folk-melodies. Indeed
it has often been said that the famous Piano Concerto has an element of untamed wildness in its opening
timpani roll followed by the cascading chimes of the piano. Whatever its inspiration, this cornerstone
of the piano repertoire remains one of most enduringly-popular of all concertos on account of its
profusion of inspired melodies, noble eloquence and poetic vitality.

Edvard
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1 Concert Overture: In Autumn, Op. 11 11:06

Piano Concerto in A minor, Op. 16 29:23
2 Allegro moderato 12:56
3 Adagio 6:20
4 Allegro moderato molto e marcato 10:08

Symphonic Dances, Op. 64 31:17
5 Allegro moderato e marcato 7:33
6 Allegretto grazioso 6:29
7 Allegro giocoso 5:59
8 Andante - Allegro risoluto 11:16
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