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“Beautifully prepared account ... Dohnányi’s new recording
is distinguished by the clarity with which it presents
Bruckner’s score as well as the excellence of its sound.” 
Gramophone

Schubert: Symphony No.9
Philharmonia Orchestra
Christoph von Dohnányi
SIGCD461

"This performance ... goes for broke and succeeds, to the
evident rapture of the audience. The Philharmonia is up to
all Dohnanyi's and Schubert's steep demands, and I was left
with a feeling of exhausted exhilaration."
BBC Music Magazine
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NIELSEN
FLUTE CONCERTO
CLARINET CONCERTO
ALADDIN SUITE

2

Flute Concerto, FS 119
1 I. Allegro moderato 11.11
2 II. Allegretto – Adagio ma non troppo 7.23

SAMUEL COLES FLUTE

Clarinet Concerto, FS 129
3 I. Allegretto un poco 8.21
4 II. Poco adagio 5.05
5 III. Allegro non troppo – Adagio 6.52
6 IV. Allegro vivace 3.52

MARK VAN DE WIEL CLARINET

Aladdin Suite, FS 89
7 I. Oriental Festive March 2.46
8 II. Aladdin’s Dream and Dance of the Morning Mist 2.54
9 III. Hindu Dance 3.08
10 IV. Chinese Dance 3.14
11 V. The Marketplace in Ispahan 4.52
12 VI. Dance of the Prisoners 5.09
13 VII. Negro Dance 4.32

Total timings: 69.22

PHILHARMONIA ORCHESTRA
PAAVO JÄRVI
www.signumrecords.com
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CARL NIELSEN 1865-1931
Flute Concerto

Allegro moderato
Allegretto – Adagio ma non troppo

After completing a quintet for wind instruments
in 1922 that would become one of his most
celebrated works, Carl Nielsen hit upon the idea
of writing a full orchestral concerto for each of
the instruments included in that quintet. Nielsen
had certainly unlocked something in those five
individual instruments that few composers had
before him or indeed would after. ‘Now I think on
the basis of instruments themselves…in a way
I creep into them’ he wrote around the time of
the quintet; ‘it can surely be said that
instruments have a soul’. The two concertos of
the planned five that did materialise – for flute
and clarinet – certainly echo those sentiments.

Nielsen, in fact, had particular ideas about the
soul of the former instrument. ‘The flute cannot
deny its own nature, its home is in Arcadia and
it prefers pastoral moods’ he wrote to a friend,
‘hence the composer has to obey its gentle
nature, unless he wants to be branded a
barbarian’. But the concerto that was brewing
inside Nielsen certainly wasn’t all pastoral

3

reflection and prettiness. 15 years had passed
since the first performance of Nielsen’s Violin
Concerto when the Flute Concerto was
introduced in Paris in 1927. But the contrast
with its predecessor was keenly felt. Not only
was the sound of the new concerto entirely
different – more focused, brittle and chamber-
like – it also bucked convention in shunning
virtuosic cadenzas, proving reluctant to let both
soloist and orchestra present a good deal of the
themes and even allowing other instruments to
indulge in controlling solos. That, and the piece
appeared to pick up the flippant and reactive
mantle of Nielsen’s Sixth Symphony completed
the previous year.

At the time of composition, from August to the
early autumn of 1926, Nielsen had experienced
some illness but his private life was proving
considerably more stable than at the start of the
decade. The composer had travelled to Germany
to help the Danish Broadcasting Corporation
choose a new radio transmitter, and from there
had continued south to Rome for an extended
stay with his daughter and son-in-law. But
despite the amenable circumstances, the
concerto didn’t flow entirely easily from Nielsen’s
pen. The first movement was pretty problem-free.
But it was long. Nielsen believed it ‘could stand
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PAAVO JÄRVI                                           

Paavo Järvi is currently Chief Conductor of the NHK Symphony Orchestra, Artistic Director of the
Deutsche Kammerphilharmonie and the founder of the Estonian Festival Orchestra, which brings
together leading Estonian musicians with soloists from Europe’s top-ranking orchestras to perform
at the annual Pärnu Music Festival. He is also Conductor Laureate of the Frankfurt Radio Symphony
Orchestra and Music Director Laureate of the Cincinnati Symphony Orchestra. In addition to his
permanent positions, Järvi is in much demand as a guest conductor, appearing regularly with the
Berlin Philharmonic, Berlin Staatskapelle, Münchner Philharmoniker, the Philharmonia Orchestra
and Staatskapelle Dresden amongst other world-class orchestras. 

Since the start of his career, Paavo Järvi has prioritised his support of Estonian composers including
Arvo Pärt, Erkki-Sven Tüür, Lepo Sumera and Eduard Tubin. He is Artistic Adviser to the Estonian
National Symphony Orchestra, was named Estonian Public Broadcasting’s 2012 Musician of the
Year and awarded the Order of the White Star by the President of Estonia in 2013 for his outstanding
contribution to Estonian Culture. 

As a Grammy award-winning artist, Paavo Järvi is one of the most prolific recording conductors of
today with a discography of widely ranging repertoire. His close affinity to the music of Carl Nielsen
has marked him out as one of the leading exponents of the Danish composer’s music and his
recording of the complete Nielsen symphony cycle with the Frankfurt Radio Symphony Orchestra has
received international acclaim. Together with the Philharmonia Orchestra Järvi has performed not
only the entire cycle of symphonies in London but also the Clarinet and Flute concertos, which are
featured on this new recording. 

Born in Tallinn, Estonia, Paavo Järvi studied Percussion and conducting at the Tallinn School of
Music. In 1980 he moved to the USA where he continued his studies in the 80s at the Curtis Institute
of Music and at the Los Angeles Philharmonic Institute with Leonard Bernstein. 
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alone by itself’ and thus seemed a little confused
as to how to follow it (he seldom planned his
works, which helps explain their free attitude to
form and their characteristic spontaneity).

Nine days after completing that first movement,
Nielsen concluded that the piece would have
only one more. Not long after that, he attempted
to explain the content of the second movement
in a letter to his friend Rudolph Simonsen but
complained that he had already ‘had to send the
fair copy and transcription of the solo part to
Copenhagen for Gilbert-Jespersen to study’.
Nielsen knew the concerto’s dedicatee and
soloist would need time to practice the fearsome
flute part before the 21 October premiere, but he
undoubtedly finished the piece in a rush and
apparently in the knowledge that he’d eventually
rewrite its abrupt ending.

Holger Gilbert-Jespersen was a man of humour
and taste – particularly for all things French,
music included. But he was also, according to
one who knew him, ‘full of shadow and
ambiguity’. Every one of those descriptions could
equally apply to the concerto Nielsen fashioned
in the flautist’s image. The first movement
seems to be constantly in search of a key, right
from the dissonant clash between low strings

and brass (on an E flat) and upper strings and
woodwinds (in D minor) that launches it. 

Nielsen plays further with polarities in pitting
the solo flute against a bass trombone which, to
borrow Robert Simpson’s summary, ‘spreads
himself all over the score with a grotesque and
aimless blether’. The first time the trombone
makes a nuisance of itself – just after the
orchestra reprises the first movement’s rich
initial theme – it appears to put the flute into a
fluttering aristocratic panic. But the instrument
soon composes itself for a gorgeous, floating
melody in E major that’s taken up by the rest of
the orchestra. There are three passages that
could loosely be described as cadenzas, but in
each the flute has company: first the timpani,
then a clarinet, finally the whole orchestra.

The second movement is characterised by even
more volatility and sudden shifts – one moment
the flute’s material can feel purely melodic; the
next it can bear unmistakably human qualities.
Soon enough an elfin little melody (ending on a
typically Nielsenite falling minor third) emerges,
a theme ‘of childish innocence’ in Nielsen’s
words; listen out for it accompanied by the
orchestra’s glowing woodwinds. Soon after that,
the flute presents an expressive theme that

17
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initiates the movement’s Adagio and is taken up
by the double basses while the soloist comments
lightly on it from above. 

Thereafter the flute seems resolutely more prone
to wading into the musical argument,
occasionally getting its fingers burned.
Originally, Nielsen’s quick-fix ending had
reintroduced the first movement’s initial theme
and pursued it to a close in D major. But as
Simpson observes, that theme is itself related to
the first movement’s floating E major idea –
pretty convenient as E is the natural key with
which to bring the concerto to a close. In his re-
write of January 1927, Nielsen cheekily has the
trombone alight upon that melody, following the
orchestra in converting it into a little march in
6/8 time, much to the consternation of the flute.
When the flute eventually has the forthright last
word – seizing the moral high ground – the
trombone almost literally deflates.

Clarinet Concerto

Allegretto un poco
Poco adagio –
Allegro non troppo – Adagio – Allegro vivace

Among the five wind players who premiered Nielsen’s
Wind Quintet in 1922 was a clarinetist named Aage
Oxenvad. Simpson described Oxenvad as a person ‘of
somewhat choleric temperament, irascible but warm
at heart, full of personal, subjective problems.’ Those
characteristics are hard to miss in the changeable,
confrontational and fiendishly difficult concerto
Nielsen would deliver for Oxenvad.

Nielsen started work on the concerto while on a
skiing trip with his sculptress wife Anne Marie in
Norway. The composer had been ordered to rest
by doctors following ongoing heart problems, but
still managed to break two ribs on the slopes.
Eventually Anne Marie continued on to Carrara in
Italy to resume work on her latest project while
Nielsen travelled to the summerhouse in
Humlebæk, about 40km north of Copenhagen,
which belonged to his friend and former pupil
Carl Johan Michaelsen. From there, Nielsen wrote
to another former pupil Nancy Dalberg (who had
previously help him on the score for Aladdin): ‘I
actually have no idea how it will sound’ the

16
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MARK VAN DE WIEL

Mark van de Wiel is established as one of Britain’s leading and most versatile clarinettists. As
principal clarinet of the Philharmonia Orchestra and the London Sinfonietta, and a well-known
soloist, he performs at major venues throughout the world. Highlights as a soloist have included the
Finzi Concerto with the Philharmonia and John Wilson in London and on tour, Boulez’s Domaines at
the 2015 Proms, the world premiere of the van der Aa clarinet concerto Hysteresis, commissioned
for him by the London Sinfonietta, and the Mozart Concerto with the London Chamber Orchestra.
Mark has given several London premieres in the Philharmonia’s Music of Today series, and
elsewhere the Spanish premiere of the Carter Concerto, the UK premiere of the Carter Clarinet
Quintet, and of Sir John Tavener’s Cantus Mysticus (at the Proms), and the London premiere of
Graham Fitkin’s Agnostic. Recordings include Ben Foskett’s Hornet, Philip Cashian’s Blue Circus and
Flint Juventino Beppe’s Distant Words with the Philharmonia and Vladimir Ashkenazy.

Mark has been the clarinettist with Endymion since its formation in 1980. Other chamber music
collaborators have included Pascal Rogé, Geoffrey Parsons, Elizabeth Leonskaja, Kate Royal and the
Brodsky Quartet, with whom he gave the London première of Sir Peter Maxwell Davies’s Hymn to
Artemis Locheia. Other highlights have included the Mozart Quintet in Brazil, and the Berio
Sequenza at the Sydney Opera House. 

Born in Northampton and educated at Merton College, Oxford, and the Royal College of Music, Mark
was appointed principal clarinettist with Welsh National Opera and subsequently with Glyndebourne
Touring Opera. He joined the Philharmonia as principal clarinet in 2000, and the London Sinfonietta
in 2002. He is also principal with the London Chamber Orchestra (with whom he has appeared as
soloist at La Scala, Milan), For several years he was the clarinet and basset horn soloist in Mozart’s
Clemenza di Tito at the Bayerische Staatsoper. Mark has been awarded an Honorary Associateship
by the Royal Academy of Music, where he is a Professor, and an Honorary Doctorate by Northampton
University. Mark is the clarinet professor for the I, Culture Orchestra, and for the British Isles Music
Festival. He is a committed teacher, and has given masterclasses world-wide.
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composer said of the new concerto; ‘Maybe it
won’t sound good, but I will not compose music
if I always have to compose in the same manner.’

Sure enough, the Clarinet Concerto ruffled
feathers. On 14 September 1928, Oxenvad and a
group of 22 musicians gave a private run-
through of the piece in the drawing room of the
summerhouse. Nielsen’s son-in-law Emil
Telmányi conducted, describing the piece as
‘music from another planet.’ Critics in
Copenhagen were cool when the piece was
presented there on 11 October. Some days later,
after its Swedish première in Stockholm, the
critic Olag Petersen- Berger described the piece
as ‘absolutely the worst thing that this slightly
too obviously experimental and provocatively
sidestepping Dane has yet put together.’

Nielsen would have been delighted. He later
claimed the poor reviews proved ‘that one is not
quite sacrosanct yet, that one is still alive and has
hope and possibilities for development.’ In his
determination to reveal everything about both
Oxenvad and the clarinet – an instrument he
described as ‘at once warm hearted, and
completely hysterical, gentle as balm and
screaming as a streetcar on poorly lubricated
rails’ – Nielsen had delivered what would soon be

recognised as the most important clarinet
concerto of the 20th century. Where previous
scores by the composer had been invested with a
sure sense of continuity, this one appeared both
elusive and episodic – intentionally so. Its hints at
atonality (the jettisoning of traditional harmonic
process) would have sounded with a sharp
modernist edge in 1928; the concerto as a whole
can still sound raw, harsh and intense today.

But for all that, the concerto was built along
Classical structural principles even though its
‘movements’ lead into one another with no
break. The work begins when the orchestra
states a simple theme as a sort of fugal nursery
rhyme into which the soloist duly enters before
taking on some of the wild and troll-like
characteristics Nielsen claimed he saw in it.
After teasing and irritating the orchestra, the
clarinet encounters a wily snare drum (the
composer specified it should be a small, bright
drum). This instrument, rather troll-like itself,
provokes and eggs-on whenever it can. Its
principal target is the soloist – specifically,
whenever the clarinet appears to drift into
reflective or melancholy mood.

Some way into the first movement the clarinet
indulges in its own choleric cadenza, which
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SAMUEL COLES

Samuel Coles was educated at the Guildhall School
of Music and Drama, and was also a pupil of Sir
James Galway. He then studied at the Paris
Conservatoire winning the Premier Prix in 1987. 

His many other awards include first prize in both the
Scheveningen International Flute Competition in
Holland and the National Flute Association Young
Artists Competition in San Diego and second Prize in
the Jean Pierre Rampal Competition 1987.

Between 1989 and 2010 he was principal flute with
the Orchestre National Bordeaux Aquitaine, founded
the Baroque Ensemble of Bordeaux, and was made
professor of the Bordeaux Conservatoire de Musique.

He has played guest principal with the London Symphony Orchestra, the London Philharmonic
Orchestra, the Academy of St Martin-in-the-Fields, the BBC Symphony Orchestra, the Opéra de Paris
et de Lyon, the Orchestre de Radio France, the Bavarian Radio Symphony Orchestra and the Chicago
Symphony Orchestra. He also is a regular guest with the English Chamber Orchestra.

He has performed as a soloist with the Philharmonia, the Orchestre de Bordeaux, Orchestre de Paris,
Monte Carlo symphony, the Concertgebouw Chamber Orchestra, the Residential Orchestra of the
Hague and the English Chamber Orchestra, with whom he recorded all the Mozart Concertos under
the direction of Sir Yehudi Menuhin.

In 2011 he was appointed principal flute in the Philharmonia Orchestra and professor at the Royal
Academy of Music in London.
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appears to provoke the orchestra into the
hurtling passages that precede the Poco adagio
section. This opens with a yearning horn solo
whose strange gait stems from the fact that it is
written in two keys: the horn in C major and the
two accompanying bassoons in E major. The
horn soon makes way for the soloist, who
continues in the same vein and attempts to exert
the same calming influence on the entire
movement, despite yelping strings and the ever-
destabilising snare drum. When the energy
levels have been sufficiently raised, the clarinet
has no choice but to enter the fray.

A short cadenza then leads to the Allegro finale,
in which the horn again introduces the
movement’s initial theme over lolling strings. The
clarinet arrives on a version of that horn theme,
and continues in songful vein until the orchestra
(encouraged by the snare drum) gets hooked on
a flowing idea, high strings suddenly sounding a
manic alarm. That leads into the soloist’s third
cadenza and then the Adagio section in which, as
always, the clarinet is shaken from its pensive
repose by the snare drum. 

From here it’s a bumpy ride – plenty of song-like
passages interrupted by the clarinet japes (often
in the form of flowery, virtuoso flourishes) or by

the trolling snare drum – until the clarinet
hesitantly circles around an F and eventually
comes to rest on it, surrounded by a halo of
strings playing on shimmering harmonics. It’s
unlike Nielsen to end on the same key (and,
indeed, note) that he began on; could the
composer, ever more aware of his heart condition
and speaking of ‘changing attitudes’ since his
skiing trip to Norway (complete with accident),
have caught a glimpse of his own mortality?

Aladdin Suite

I Oriental Festive March
II Aladdin’s Dream and Dance 
of the Morning Mist
III Hindu Dance
IV Chinese Dance
V The Marketplace in Ispahan
VI Dance of the Prisoners
VII Negro Dance

The ensemble of five musicians that spawned
Nielsen’s two wind concertos was made up of
players from the so-called Royal Chapel, the
orchestra that played in the pit at Copenhagen’s
Royal Theatre and does so to this day. Nielsen
started his career in the orchestra’s second
violin section, before becoming a resident

14
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1 – Performer on Flute Concerto
2 – Performer on Clarinet Concerto
3 – Performer on Aladdin Suite

1ST VIOLIN
Zsolt-Tihamér Visontay 2

Gregory Ahss 1

Simon Blendis 3

Victoria Sayles 1

Nathaniel Anderson-Frank 1

Imogen East 1 2 3

Eleanor Wilkinson 1

Karin Tilch 1 2 3

Victoria Irish 1 2 3

Lulu Fuller 1 2 3

Eugene Lee 1

Soong Choo 1 2 3

Eunsley Park 1

Michael Trainor 1

Paula Muldoon 1 3

Erzsebet Racz 1

Zara Benyounes 2 3

Fabrizio Falasca 2 3

Adrián Varela 2 3

Tair Khisambeev 2 3

Laura Dixon 2

Caroline Frenkel 2 3

Caroline Sharp 2 3

Amelia Conway-Jones 2 3

2ND VIOLIN
Tamás Sándor 1

Annabelle Meare 2 3

Emily Davis 1 2 3

Fiona Cornall 1 2 3

Samantha Reagan 1 2 3

Julian Milone 1 2 3

Paula Clifton-Everest 1

Gideon Robinson 1 2 3

Susan Hedger 1 2 3

Gillian Costello 1

Sarah Thornett 1

Michael Foyle 1

Teresa Pople 1 2 3

Jan Regulski 2 3

Helena Buckie 2 3

Helen Cochrane 2 3

Marina Gillam 2

Joanne Chen 3

VIOLA
Yukiko Ogura 1 2 3

Scott Dickinson 1

Louise Williams 2 3

Samuel Burstin 1 2 3

Gwendolyn Fisher 1

Cheremie Hamilton-Miller 1 3

Michael Turner 1 2 3

Richard Waters 1 2 3

Amanda Verner 1

Stan Popov 1

Stephanie Edmundson 1

Gijs Kramers 2 3

Sara Roberts 2 3

Rebecca Carrington 2

Louise Hawker 2 3

Raquel Lopez Bolivar 2 3

CELLO
Timothy Walden 1 2 3

Karen Stephenson 1 2 3

Eric Villeminey 1

Victoria Simonsen 1 2 3

Deirdre Cooper 1 2 3

Richard Birchall 1 2 3

Maria Zachariadou 1 2 3

Anne Baker 1 2 3

Enrico Graziani 2 3

DOUBLE BASS
Tim Gibbs 2 3

Christian Geldsetzer 1 2 3

Michael Fuller 1 2 3

Adam Wynter 1 2 3

Simon Oliver 1

Jeremy Watt 1 2 3

Sebastian Pennar 1

Gareth Sheppard 2 3

FLUTE
Samuel Coles 2 3

June Scott 2 3

PICCOLO 3

June Scott 3

Keith Bragg 3

OBOE 1

Christopher Cowie 1

Gordon Hunt 2 3

Timothy Rundle 1 2

Sue Bohling 3

COR ANGLAIS
Sue Bohling 3

CLARINET
Mark van de Wiel 1

Jonathan Parkin 1

Laurent Ben Slimane 2
Nicholas Rodwell 2 3

Jennifer McLaren 2 3

BASSOON
Robin O’Neill 1

Shelly Organ 1 2 3

Todd Gibson-Cornish 2 3

Luke Whitehead 2

CONTRABASSOON
Luke Whitehead 2

HORN
Nigel Black 1 2 3

Kira Doherty 1 2 3

Jonathan Maloney 3

Carsten Williams 3

Geremia Iezzi 3

TRUMPET
Jason Evans 3

Mark Calder 3

Catherine Knight 3

TROMBONE
Philip White 3

Carol Jarvis 3

BASS TROMBONE
David Stewart 1

Samuel Freeman 3

TUBA
Peter Smith 3

TIMPANI
Antoine Siguré 1

Michael Oberaigner 2 3

PERCUSSION
Matt Prendergast 2 3

Peter Fry 3

Kevin Hathway 3

Christopher Terian 3

Cameron Sinclair 3

CELESTE
Jane Simpson 3
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conductor at the theatre and eventually writing
two operas for its stage.  

But as Nielsen achieved national treasure status
in Denmark and got into his symphonic stride,
he distanced himself from his former workplace.
The composer claimed every one of its projects
he had been involved in since the premiere of his
opera Maskarade in 1906 had been dogged by
compromise and willful distortion of his work.
Some thought Nielsen was overreacting. His
work on the Royal Theatre’s 1919 production of
Aladdin suggested he had been right all along.  

The theatre had scheduled a revival of Adam
Oehlenschlæger’s adaptation of the story from
the Arabian Nights in an attempt to lift spirits as
war ravaged mainland Europe. The production
was to be lavish, and its director Johannes
Poulsen wanted Nielsen to provide original music
for the show – aware of his abilities to write in a
festive, joyous style. But Poulsen also knew that
Nielsen would take some serious persuading
given his opinions on the theatre. So the director
wrote Nielsen a fawning poem by way of
persuasion, which seemed to do the trick. 

But for Nielsen, the omens were bad from the
start. The theatre announced it needed music for

the preliminary rehearsals of the ballet corps
just weeks after he’d received the play’s first
texts in the summer of 1918. Still, Nielsen
sweated it out (‘I am going through a frightful
amount of work’ he wrote to the composer
Wilhelm Stenhammar) and with the help of his
former pupil Nancy Dalberg, who assisted with
orchestrations, he had completed the full 80
minutes of music by January 1919.

Nielsen’s hunch that the project wouldn’t end
well for him came good. Poulsen’s production
became more and more elaborate; it was
eventually divided into two separate shows
(playing on consecutive evenings) and the stage
was extended over the Royal Theatre’s orchestra
pit. The orchestra itself was thus squeezed into
a recess on stage level, underneath a grand
staircase that formed part of the set. Nielsen’s
score was heavily cut and what remained of it
was rearranged. The composer asked that his
name be removed from all publicity surrounding
the performances. 

Nielsen had, however, taken preemptive action.
Before the show opened that February he
assembled a suite of seven movements for
orchestra alone (the original score contained
solo songs and a wordless chorus). The Aladdin
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Philharmonia recording, and today audiences
engage with the Orchestra through video games,
film scores and its award-winning portfolio of
videos and documentary films. An app, The
Orchestra for iPad, released in December 2012,
has sold tens of thousands of copies.

Recording and broadcasting both continue to
play a significant part in the Orchestra’s
activities, notably through its partnership with
Signum Records, releasing new live recordings
of Philharmonia performances with its key
conductors. Since 2003 the Philharmonia has
enjoyed a major partnership with Classic FM, as
the Classic FM Orchestra on Tour, as well as
continuing to broadcast extensively on BBC
Radio 3.

The Philharmonia’s Education work sits at the
centre of the life and wider work of the
Orchestra. The department’s work falls into four
distinct strands – Schools and Young People,
Communities and Family, Insights, and the
Emerging Artists programme, reaching tens of
thousands of people every year. Recent projects
include instrumental projects with Music Hub
partners; Key Stage 2 concerts Orchestra

Unwrapped; intergenerational creative music-
making community project Hear and Now in
Bedford; a large-scale community commission
to celebrate the discovery of King Richard III’s
remains in Leicester called The Last
Plantagenet; a pioneering urban-classical
project called Symphonize in Leicester; and The
Firebird, an award-winning collaborative
schools project working across Hounslow and
Richmond boroughs.

The Philharmonia’s Emerging Artists programme
includes the Composers Academy, linked to Music
of Today, and the Martin Musical Scholarship
Fund, which has for many years supported
talented musicians at the start of their careers. In
2016/17, the Orchestra relaunched the scheme
as the Philharmonia MMSF Instrumental
Fellowship Programme – an enhanced offer for
young musicians, supporting instrumentalists
seeking an orchestral career and connecting
them to the wider life of the Philharmonia and the
expertise within its membership.

The Philharmonia’s Principal International
Partner is Wuliangye.
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Reality presentation from a UK symphony
orchestra, and giant audio-visual installation,
Universe of Sound: The Planets, first premiered
at the Science Museum in spring 2012. 

Both Universe of Sound and its predecessor RE-
RITE (2010, based on Stravinsky’s The Rite of
Spring) toured internationally and were at the
heart of a major two-year audience
development and education initiative,
iOrchestra (2014-15), which took place in
South-West England and engaged over 120,000
people. The project also featured a pop-up
interactive digital music installation,
MusicLab, which used the latest technologies to
create a series of hands-on musical games and
interactions. The Orchestra has won four Royal
Philharmonic Society awards for its digital
project and audience engagement work.

The Philharmonia Orchestra was formed in 1945
by Walter Legge. It has been a self-governing
orchestra since 1964 and is owned by its 80
members. During its first seven decades, the
Orchestra collaborated with most of the great
classical artists of the 20th century. Conductors
associated with the Orchestra include

Furtwängler, Richard Strauss, Toscanini,
Cantelli, Karajan and Giulini. Otto Klemperer
was the first of many outstanding Principal
Conductors, and other great names have
included Lorin Maazel (Associate Principal
Conductor), Sir Charles Mackerras (Principal
Guest Conductor), Riccardo Muti (Principal
Conductor and Music Director), Kurt Sanderling
(Conductor Emeritus) and Giuseppe Sinopoli
(Music Director). 

As well as Esa-Pekka Salonen, Principal Conductor
since 2008, current titled conductors are Christoph
von Dohnányi (formerly Principal Conductor, now
Honorary Conductor for Life) and Vladimir
Ashkenazy (Conductor Laureate). Also a central
figure in today’s Orchestra is composer and Artistic
Director of the long-running Music of Today series
in London, Unsuk Chin. A second strand of free,
early-evening programming was added to the
London season in 2015 with a chamber music
recital series, programmed and performed by
members of the Orchestra, many of whom perform
widely as solo and chamber musicians. 

Millions of people since 1945 have enjoyed their
first experience of classical music through a

9
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Suite is founded largely on the dance and
processional numbers written for the scenes in
which the marriage of Aladdin to Gulnare is
celebrated. It immediately became a popular
concert work, even if it had to wait until 1940 to
be published. 

The Suite’s music might not be a quintessential
example of Nielsen’s progressive, individual
style, but it’s undoubtedly charming and
intermittently revealing too. The scene is set
with the ‘Oriental Festive March’, which uses
minor keys to evoke the mysterious splendor of
the east. Nielsen had visited Constantinople in
1903 and seen the dancing dervishes; his
attempts to recapture the essence of the east
certainly harked back to that memorable trip,
but were certainly more inspired than authentic. 

The composer’s gift for scene-setting is even
better heard in ‘Aladdin’s Dream’, a hymn on
muted strings which soon gives way to a
charming waltz blessed with a lyrical lightness
typical of Nielsen; it disappears suddenly like a
twisting plume of smoke. The inflected modal
opening of the ‘Hindu Dance’ is representative
of Oriental tokenism typical of the time. But it’s
notable how, in this delicate piece, those modal
scales meet the rural harmonies common to folk

music the world over and in which Nielsen’s
harmonic DNA was rooted. Again, there’s
nothing authentically Chinese about Nielsen’s
‘Chinese Dance’ (the claims that Aladdin was
himself a Chinese character are equally
spurious) but the music is absolutely Nielsen’s
in its pushing through repeated notes towards
sudden shifts in gait, and in its thrifty sense of
climax and repose. 

Next comes the Suite’s most fascinating
movement. Nielsen was rightly proud of ‘The
Marketplace in Ispahan’, and its effective
castration by Poulsen proved the breaking point
for the composer’s association with the whole
Aladdin project. In conjuring the bustle of an
Oriental market place (that which Nielsen would
have known from Constantinople) the composer
superimposes four separate musical
statements, each greeting the listener as if from
different corners of the souk; here is the
imaginative experimentalist we hear in Nielsen’s
wind concertos. Two vigorous dances conclude
the Suite: the imposing ‘Dance of the Prisoners’
and, finally, the furiously energetic ‘Negro
Dance’, a rollercoaster that accelerates as it
hurtles towards its conclusion. 

©  Andrew Mellor 
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PHILHARMONIA ORCHESTRA 

The Philharmonia Orchestra is one of the world’s
great orchestras. Widely acknowledged for its
pioneering approach to the role of an orchestra
in the 21st century, the Philharmonia leads the
field for the quality of its playing and its
innovative work with residencies, music
education, audience development and the use of

new technology to reach a global audience.
Together with its relationships with the world’s
most sought-after artists, most importantly its
Principal Conductor and Artistic Advisor Esa-
Pekka Salonen, the Philharmonia is at the heart
of British musical life.

The Philharmonia performs more than 160
concerts a year, as well as recording music for

films, video games and commercial audio
releases. The Orchestra’s home is Southbank
Centre’s Royal Festival Hall in the heart of
London, where the Philharmonia has been
resident since 1995 and performs 40 concerts a
year. Under Esa-Pekka Salonen a series of
flagship, visionary projects at Royal Festival Hall
– distinctive for both their artistic scope and
supporting live and digital content – have been
critically acclaimed. Projects including City of
Light: Paris 1900-1950 (2015), City of Dreams:
Vienna 1900 -1935 (2009), Bill Viola’s Tristan
und Isolde (2010) and Infernal Dance: Inside the
World of Béla Bartók (2011) were followed in
2016 by the major, five-concert series
Stravinsky: Myths & Rituals. 

The Orchestra is committed to presenting the
same world-class, live music-making in venues
throughout the country as it does in London,
especially at its UK residencies, where up to seven
concerts each season are complemented by a
wide-ranging education and audience
development programme. The Orchestra’s UK
residencies are at Bedford’s Corn Exchange (since
1995), De Montfort Hall in Leicester (since 1997),
the Marlowe Theatre in Canterbury, Three Choirs

Festival and The Anvil in Basingstoke, where it
has been Orchestra in Partnership since 2001.

A busy international touring schedule takes the
Orchestra all over the world. Projects in 2016/17
include a major West Coast US tour (October
2016) and a tour to Japan and Taiwan (spring
2017), both with Esa-Pekka Salonen. Recent
highlights include the 2016 Festival
International d’Art Lyrique d’Aix-en-Provence,
where the Orchestra and Esa-Pekka Salonen
were in residence, performing two Stravinsky
programmes and Debussy’s Pelléas et
Mélisande, directed by Katie Mitchell.

Central to the Philharmonia and Esa-Pekka
Salonen’s work in London, the UK and
internationally are their digital projects, all of
which are designed to communicate the thrill of
the experience of a live orchestra to audiences
outside the concert hall. In September 2016, in
partnership with Southbank Centre, the
Orchestra presented The Virtual Orchestra, a
free two-week series in the public spaces of
Royal Festival Hall, culminating with a specially
programmed concert at the venue. The project
featured 360 Experience, the first major Virtual
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The Philharmonia Orchestra is one of the world’s
great orchestras. Widely acknowledged for its
pioneering approach to the role of an orchestra
in the 21st century, the Philharmonia leads the
field for the quality of its playing and its
innovative work with residencies, music
education, audience development and the use of

new technology to reach a global audience.
Together with its relationships with the world’s
most sought-after artists, most importantly its
Principal Conductor and Artistic Advisor Esa-
Pekka Salonen, the Philharmonia is at the heart
of British musical life.

The Philharmonia performs more than 160
concerts a year, as well as recording music for

films, video games and commercial audio
releases. The Orchestra’s home is Southbank
Centre’s Royal Festival Hall in the heart of
London, where the Philharmonia has been
resident since 1995 and performs 40 concerts a
year. Under Esa-Pekka Salonen a series of
flagship, visionary projects at Royal Festival Hall
– distinctive for both their artistic scope and
supporting live and digital content – have been
critically acclaimed. Projects including City of
Light: Paris 1900-1950 (2015), City of Dreams:
Vienna 1900 -1935 (2009), Bill Viola’s Tristan
und Isolde (2010) and Infernal Dance: Inside the
World of Béla Bartók (2011) were followed in
2016 by the major, five-concert series
Stravinsky: Myths & Rituals. 

The Orchestra is committed to presenting the
same world-class, live music-making in venues
throughout the country as it does in London,
especially at its UK residencies, where up to seven
concerts each season are complemented by a
wide-ranging education and audience
development programme. The Orchestra’s UK
residencies are at Bedford’s Corn Exchange (since
1995), De Montfort Hall in Leicester (since 1997),
the Marlowe Theatre in Canterbury, Three Choirs

Festival and The Anvil in Basingstoke, where it
has been Orchestra in Partnership since 2001.

A busy international touring schedule takes the
Orchestra all over the world. Projects in 2016/17
include a major West Coast US tour (October
2016) and a tour to Japan and Taiwan (spring
2017), both with Esa-Pekka Salonen. Recent
highlights include the 2016 Festival
International d’Art Lyrique d’Aix-en-Provence,
where the Orchestra and Esa-Pekka Salonen
were in residence, performing two Stravinsky
programmes and Debussy’s Pelléas et
Mélisande, directed by Katie Mitchell.

Central to the Philharmonia and Esa-Pekka
Salonen’s work in London, the UK and
internationally are their digital projects, all of
which are designed to communicate the thrill of
the experience of a live orchestra to audiences
outside the concert hall. In September 2016, in
partnership with Southbank Centre, the
Orchestra presented The Virtual Orchestra, a
free two-week series in the public spaces of
Royal Festival Hall, culminating with a specially
programmed concert at the venue. The project
featured 360 Experience, the first major Virtual
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Reality presentation from a UK symphony
orchestra, and giant audio-visual installation,
Universe of Sound: The Planets, first premiered
at the Science Museum in spring 2012. 

Both Universe of Sound and its predecessor RE-
RITE (2010, based on Stravinsky’s The Rite of
Spring) toured internationally and were at the
heart of a major two-year audience
development and education initiative,
iOrchestra (2014-15), which took place in
South-West England and engaged over 120,000
people. The project also featured a pop-up
interactive digital music installation,
MusicLab, which used the latest technologies to
create a series of hands-on musical games and
interactions. The Orchestra has won four Royal
Philharmonic Society awards for its digital
project and audience engagement work.

The Philharmonia Orchestra was formed in 1945
by Walter Legge. It has been a self-governing
orchestra since 1964 and is owned by its 80
members. During its first seven decades, the
Orchestra collaborated with most of the great
classical artists of the 20th century. Conductors
associated with the Orchestra include

Furtwängler, Richard Strauss, Toscanini,
Cantelli, Karajan and Giulini. Otto Klemperer
was the first of many outstanding Principal
Conductors, and other great names have
included Lorin Maazel (Associate Principal
Conductor), Sir Charles Mackerras (Principal
Guest Conductor), Riccardo Muti (Principal
Conductor and Music Director), Kurt Sanderling
(Conductor Emeritus) and Giuseppe Sinopoli
(Music Director). 

As well as Esa-Pekka Salonen, Principal Conductor
since 2008, current titled conductors are Christoph
von Dohnányi (formerly Principal Conductor, now
Honorary Conductor for Life) and Vladimir
Ashkenazy (Conductor Laureate). Also a central
figure in today’s Orchestra is composer and Artistic
Director of the long-running Music of Today series
in London, Unsuk Chin. A second strand of free,
early-evening programming was added to the
London season in 2015 with a chamber music
recital series, programmed and performed by
members of the Orchestra, many of whom perform
widely as solo and chamber musicians. 

Millions of people since 1945 have enjoyed their
first experience of classical music through a
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Suite is founded largely on the dance and
processional numbers written for the scenes in
which the marriage of Aladdin to Gulnare is
celebrated. It immediately became a popular
concert work, even if it had to wait until 1940 to
be published. 

The Suite’s music might not be a quintessential
example of Nielsen’s progressive, individual
style, but it’s undoubtedly charming and
intermittently revealing too. The scene is set
with the ‘Oriental Festive March’, which uses
minor keys to evoke the mysterious splendor of
the east. Nielsen had visited Constantinople in
1903 and seen the dancing dervishes; his
attempts to recapture the essence of the east
certainly harked back to that memorable trip,
but were certainly more inspired than authentic. 

The composer’s gift for scene-setting is even
better heard in ‘Aladdin’s Dream’, a hymn on
muted strings which soon gives way to a
charming waltz blessed with a lyrical lightness
typical of Nielsen; it disappears suddenly like a
twisting plume of smoke. The inflected modal
opening of the ‘Hindu Dance’ is representative
of Oriental tokenism typical of the time. But it’s
notable how, in this delicate piece, those modal
scales meet the rural harmonies common to folk

music the world over and in which Nielsen’s
harmonic DNA was rooted. Again, there’s
nothing authentically Chinese about Nielsen’s
‘Chinese Dance’ (the claims that Aladdin was
himself a Chinese character are equally
spurious) but the music is absolutely Nielsen’s
in its pushing through repeated notes towards
sudden shifts in gait, and in its thrifty sense of
climax and repose. 

Next comes the Suite’s most fascinating
movement. Nielsen was rightly proud of ‘The
Marketplace in Ispahan’, and its effective
castration by Poulsen proved the breaking point
for the composer’s association with the whole
Aladdin project. In conjuring the bustle of an
Oriental market place (that which Nielsen would
have known from Constantinople) the composer
superimposes four separate musical
statements, each greeting the listener as if from
different corners of the souk; here is the
imaginative experimentalist we hear in Nielsen’s
wind concertos. Two vigorous dances conclude
the Suite: the imposing ‘Dance of the Prisoners’
and, finally, the furiously energetic ‘Negro
Dance’, a rollercoaster that accelerates as it
hurtles towards its conclusion. 

©  Andrew Mellor 
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conductor at the theatre and eventually writing
two operas for its stage.  

But as Nielsen achieved national treasure status
in Denmark and got into his symphonic stride,
he distanced himself from his former workplace.
The composer claimed every one of its projects
he had been involved in since the premiere of his
opera Maskarade in 1906 had been dogged by
compromise and willful distortion of his work.
Some thought Nielsen was overreacting. His
work on the Royal Theatre’s 1919 production of
Aladdin suggested he had been right all along.  

The theatre had scheduled a revival of Adam
Oehlenschlæger’s adaptation of the story from
the Arabian Nights in an attempt to lift spirits as
war ravaged mainland Europe. The production
was to be lavish, and its director Johannes
Poulsen wanted Nielsen to provide original music
for the show – aware of his abilities to write in a
festive, joyous style. But Poulsen also knew that
Nielsen would take some serious persuading
given his opinions on the theatre. So the director
wrote Nielsen a fawning poem by way of
persuasion, which seemed to do the trick. 

But for Nielsen, the omens were bad from the
start. The theatre announced it needed music for

the preliminary rehearsals of the ballet corps
just weeks after he’d received the play’s first
texts in the summer of 1918. Still, Nielsen
sweated it out (‘I am going through a frightful
amount of work’ he wrote to the composer
Wilhelm Stenhammar) and with the help of his
former pupil Nancy Dalberg, who assisted with
orchestrations, he had completed the full 80
minutes of music by January 1919.

Nielsen’s hunch that the project wouldn’t end
well for him came good. Poulsen’s production
became more and more elaborate; it was
eventually divided into two separate shows
(playing on consecutive evenings) and the stage
was extended over the Royal Theatre’s orchestra
pit. The orchestra itself was thus squeezed into
a recess on stage level, underneath a grand
staircase that formed part of the set. Nielsen’s
score was heavily cut and what remained of it
was rearranged. The composer asked that his
name be removed from all publicity surrounding
the performances. 

Nielsen had, however, taken preemptive action.
Before the show opened that February he
assembled a suite of seven movements for
orchestra alone (the original score contained
solo songs and a wordless chorus). The Aladdin

13
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Philharmonia recording, and today audiences
engage with the Orchestra through video games,
film scores and its award-winning portfolio of
videos and documentary films. An app, The
Orchestra for iPad, released in December 2012,
has sold tens of thousands of copies.

Recording and broadcasting both continue to
play a significant part in the Orchestra’s
activities, notably through its partnership with
Signum Records, releasing new live recordings
of Philharmonia performances with its key
conductors. Since 2003 the Philharmonia has
enjoyed a major partnership with Classic FM, as
the Classic FM Orchestra on Tour, as well as
continuing to broadcast extensively on BBC
Radio 3.

The Philharmonia’s Education work sits at the
centre of the life and wider work of the
Orchestra. The department’s work falls into four
distinct strands – Schools and Young People,
Communities and Family, Insights, and the
Emerging Artists programme, reaching tens of
thousands of people every year. Recent projects
include instrumental projects with Music Hub
partners; Key Stage 2 concerts Orchestra

Unwrapped; intergenerational creative music-
making community project Hear and Now in
Bedford; a large-scale community commission
to celebrate the discovery of King Richard III’s
remains in Leicester called The Last
Plantagenet; a pioneering urban-classical
project called Symphonize in Leicester; and The
Firebird, an award-winning collaborative
schools project working across Hounslow and
Richmond boroughs.

The Philharmonia’s Emerging Artists programme
includes the Composers Academy, linked to Music
of Today, and the Martin Musical Scholarship
Fund, which has for many years supported
talented musicians at the start of their careers. In
2016/17, the Orchestra relaunched the scheme
as the Philharmonia MMSF Instrumental
Fellowship Programme – an enhanced offer for
young musicians, supporting instrumentalists
seeking an orchestral career and connecting
them to the wider life of the Philharmonia and the
expertise within its membership.

The Philharmonia’s Principal International
Partner is Wuliangye.
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appears to provoke the orchestra into the
hurtling passages that precede the Poco adagio
section. This opens with a yearning horn solo
whose strange gait stems from the fact that it is
written in two keys: the horn in C major and the
two accompanying bassoons in E major. The
horn soon makes way for the soloist, who
continues in the same vein and attempts to exert
the same calming influence on the entire
movement, despite yelping strings and the ever-
destabilising snare drum. When the energy
levels have been sufficiently raised, the clarinet
has no choice but to enter the fray.

A short cadenza then leads to the Allegro finale,
in which the horn again introduces the
movement’s initial theme over lolling strings. The
clarinet arrives on a version of that horn theme,
and continues in songful vein until the orchestra
(encouraged by the snare drum) gets hooked on
a flowing idea, high strings suddenly sounding a
manic alarm. That leads into the soloist’s third
cadenza and then the Adagio section in which, as
always, the clarinet is shaken from its pensive
repose by the snare drum. 

From here it’s a bumpy ride – plenty of song-like
passages interrupted by the clarinet japes (often
in the form of flowery, virtuoso flourishes) or by

the trolling snare drum – until the clarinet
hesitantly circles around an F and eventually
comes to rest on it, surrounded by a halo of
strings playing on shimmering harmonics. It’s
unlike Nielsen to end on the same key (and,
indeed, note) that he began on; could the
composer, ever more aware of his heart condition
and speaking of ‘changing attitudes’ since his
skiing trip to Norway (complete with accident),
have caught a glimpse of his own mortality?

Aladdin Suite

I Oriental Festive March
II Aladdin’s Dream and Dance 
of the Morning Mist
III Hindu Dance
IV Chinese Dance
V The Marketplace in Ispahan
VI Dance of the Prisoners
VII Negro Dance

The ensemble of five musicians that spawned
Nielsen’s two wind concertos was made up of
players from the so-called Royal Chapel, the
orchestra that played in the pit at Copenhagen’s
Royal Theatre and does so to this day. Nielsen
started his career in the orchestra’s second
violin section, before becoming a resident

14

14

1 – Performer on Flute Concerto
2 – Performer on Clarinet Concerto
3 – Performer on Aladdin Suite

1ST VIOLIN
Zsolt-Tihamér Visontay 2

Gregory Ahss 1

Simon Blendis 3

Victoria Sayles 1

Nathaniel Anderson-Frank 1

Imogen East 1 2 3

Eleanor Wilkinson 1

Karin Tilch 1 2 3

Victoria Irish 1 2 3

Lulu Fuller 1 2 3

Eugene Lee 1

Soong Choo 1 2 3

Eunsley Park 1

Michael Trainor 1

Paula Muldoon 1 3

Erzsebet Racz 1

Zara Benyounes 2 3

Fabrizio Falasca 2 3

Adrián Varela 2 3

Tair Khisambeev 2 3

Laura Dixon 2

Caroline Frenkel 2 3

Caroline Sharp 2 3

Amelia Conway-Jones 2 3

2ND VIOLIN
Tamás Sándor 1

Annabelle Meare 2 3

Emily Davis 1 2 3

Fiona Cornall 1 2 3

Samantha Reagan 1 2 3

Julian Milone 1 2 3

Paula Clifton-Everest 1

Gideon Robinson 1 2 3

Susan Hedger 1 2 3

Gillian Costello 1

Sarah Thornett 1

Michael Foyle 1

Teresa Pople 1 2 3

Jan Regulski 2 3

Helena Buckie 2 3

Helen Cochrane 2 3

Marina Gillam 2

Joanne Chen 3

VIOLA
Yukiko Ogura 1 2 3

Scott Dickinson 1

Louise Williams 2 3

Samuel Burstin 1 2 3

Gwendolyn Fisher 1

Cheremie Hamilton-Miller 1 3

Michael Turner 1 2 3

Richard Waters 1 2 3

Amanda Verner 1

Stan Popov 1

Stephanie Edmundson 1

Gijs Kramers 2 3

Sara Roberts 2 3

Rebecca Carrington 2

Louise Hawker 2 3

Raquel Lopez Bolivar 2 3

CELLO
Timothy Walden 1 2 3

Karen Stephenson 1 2 3

Eric Villeminey 1

Victoria Simonsen 1 2 3

Deirdre Cooper 1 2 3

Richard Birchall 1 2 3

Maria Zachariadou 1 2 3

Anne Baker 1 2 3

Enrico Graziani 2 3

DOUBLE BASS
Tim Gibbs 2 3

Christian Geldsetzer 1 2 3

Michael Fuller 1 2 3

Adam Wynter 1 2 3

Simon Oliver 1

Jeremy Watt 1 2 3

Sebastian Pennar 1

Gareth Sheppard 2 3

FLUTE
Samuel Coles 2 3

June Scott 2 3

PICCOLO 3

June Scott 3

Keith Bragg 3

OBOE 1

Christopher Cowie 1

Gordon Hunt 2 3

Timothy Rundle 1 2

Sue Bohling 3

COR ANGLAIS
Sue Bohling 3

CLARINET
Mark van de Wiel 1

Jonathan Parkin 1

Laurent Ben Slimane 2
Nicholas Rodwell 2 3

Jennifer McLaren 2 3

BASSOON
Robin O’Neill 1

Shelly Organ 1 2 3

Todd Gibson-Cornish 2 3

Luke Whitehead 2

CONTRABASSOON
Luke Whitehead 2

HORN
Nigel Black 1 2 3

Kira Doherty 1 2 3

Jonathan Maloney 3

Carsten Williams 3

Geremia Iezzi 3

TRUMPET
Jason Evans 3

Mark Calder 3

Catherine Knight 3

TROMBONE
Philip White 3

Carol Jarvis 3

BASS TROMBONE
David Stewart 1

Samuel Freeman 3

TUBA
Peter Smith 3

TIMPANI
Antoine Siguré 1

Michael Oberaigner 2 3

PERCUSSION
Matt Prendergast 2 3

Peter Fry 3

Kevin Hathway 3

Christopher Terian 3

Cameron Sinclair 3

CELESTE
Jane Simpson 3
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composer said of the new concerto; ‘Maybe it
won’t sound good, but I will not compose music
if I always have to compose in the same manner.’

Sure enough, the Clarinet Concerto ruffled
feathers. On 14 September 1928, Oxenvad and a
group of 22 musicians gave a private run-
through of the piece in the drawing room of the
summerhouse. Nielsen’s son-in-law Emil
Telmányi conducted, describing the piece as
‘music from another planet.’ Critics in
Copenhagen were cool when the piece was
presented there on 11 October. Some days later,
after its Swedish première in Stockholm, the
critic Olag Petersen- Berger described the piece
as ‘absolutely the worst thing that this slightly
too obviously experimental and provocatively
sidestepping Dane has yet put together.’

Nielsen would have been delighted. He later
claimed the poor reviews proved ‘that one is not
quite sacrosanct yet, that one is still alive and has
hope and possibilities for development.’ In his
determination to reveal everything about both
Oxenvad and the clarinet – an instrument he
described as ‘at once warm hearted, and
completely hysterical, gentle as balm and
screaming as a streetcar on poorly lubricated
rails’ – Nielsen had delivered what would soon be

recognised as the most important clarinet
concerto of the 20th century. Where previous
scores by the composer had been invested with a
sure sense of continuity, this one appeared both
elusive and episodic – intentionally so. Its hints at
atonality (the jettisoning of traditional harmonic
process) would have sounded with a sharp
modernist edge in 1928; the concerto as a whole
can still sound raw, harsh and intense today.

But for all that, the concerto was built along
Classical structural principles even though its
‘movements’ lead into one another with no
break. The work begins when the orchestra
states a simple theme as a sort of fugal nursery
rhyme into which the soloist duly enters before
taking on some of the wild and troll-like
characteristics Nielsen claimed he saw in it.
After teasing and irritating the orchestra, the
clarinet encounters a wily snare drum (the
composer specified it should be a small, bright
drum). This instrument, rather troll-like itself,
provokes and eggs-on whenever it can. Its
principal target is the soloist – specifically,
whenever the clarinet appears to drift into
reflective or melancholy mood.

Some way into the first movement the clarinet
indulges in its own choleric cadenza, which
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SAMUEL COLES

Samuel Coles was educated at the Guildhall School
of Music and Drama, and was also a pupil of Sir
James Galway. He then studied at the Paris
Conservatoire winning the Premier Prix in 1987. 

His many other awards include first prize in both the
Scheveningen International Flute Competition in
Holland and the National Flute Association Young
Artists Competition in San Diego and second Prize in
the Jean Pierre Rampal Competition 1987.

Between 1989 and 2010 he was principal flute with
the Orchestre National Bordeaux Aquitaine, founded
the Baroque Ensemble of Bordeaux, and was made
professor of the Bordeaux Conservatoire de Musique.

He has played guest principal with the London Symphony Orchestra, the London Philharmonic
Orchestra, the Academy of St Martin-in-the-Fields, the BBC Symphony Orchestra, the Opéra de Paris
et de Lyon, the Orchestre de Radio France, the Bavarian Radio Symphony Orchestra and the Chicago
Symphony Orchestra. He also is a regular guest with the English Chamber Orchestra.

He has performed as a soloist with the Philharmonia, the Orchestre de Bordeaux, Orchestre de Paris,
Monte Carlo symphony, the Concertgebouw Chamber Orchestra, the Residential Orchestra of the
Hague and the English Chamber Orchestra, with whom he recorded all the Mozart Concertos under
the direction of Sir Yehudi Menuhin.

In 2011 he was appointed principal flute in the Philharmonia Orchestra and professor at the Royal
Academy of Music in London.
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initiates the movement’s Adagio and is taken up
by the double basses while the soloist comments
lightly on it from above. 

Thereafter the flute seems resolutely more prone
to wading into the musical argument,
occasionally getting its fingers burned.
Originally, Nielsen’s quick-fix ending had
reintroduced the first movement’s initial theme
and pursued it to a close in D major. But as
Simpson observes, that theme is itself related to
the first movement’s floating E major idea –
pretty convenient as E is the natural key with
which to bring the concerto to a close. In his re-
write of January 1927, Nielsen cheekily has the
trombone alight upon that melody, following the
orchestra in converting it into a little march in
6/8 time, much to the consternation of the flute.
When the flute eventually has the forthright last
word – seizing the moral high ground – the
trombone almost literally deflates.

Clarinet Concerto

Allegretto un poco
Poco adagio –
Allegro non troppo – Adagio – Allegro vivace

Among the five wind players who premiered Nielsen’s
Wind Quintet in 1922 was a clarinetist named Aage
Oxenvad. Simpson described Oxenvad as a person ‘of
somewhat choleric temperament, irascible but warm
at heart, full of personal, subjective problems.’ Those
characteristics are hard to miss in the changeable,
confrontational and fiendishly difficult concerto
Nielsen would deliver for Oxenvad.

Nielsen started work on the concerto while on a
skiing trip with his sculptress wife Anne Marie in
Norway. The composer had been ordered to rest
by doctors following ongoing heart problems, but
still managed to break two ribs on the slopes.
Eventually Anne Marie continued on to Carrara in
Italy to resume work on her latest project while
Nielsen travelled to the summerhouse in
Humlebæk, about 40km north of Copenhagen,
which belonged to his friend and former pupil
Carl Johan Michaelsen. From there, Nielsen wrote
to another former pupil Nancy Dalberg (who had
previously help him on the score for Aladdin): ‘I
actually have no idea how it will sound’ the
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MARK VAN DE WIEL

Mark van de Wiel is established as one of Britain’s leading and most versatile clarinettists. As
principal clarinet of the Philharmonia Orchestra and the London Sinfonietta, and a well-known
soloist, he performs at major venues throughout the world. Highlights as a soloist have included the
Finzi Concerto with the Philharmonia and John Wilson in London and on tour, Boulez’s Domaines at
the 2015 Proms, the world premiere of the van der Aa clarinet concerto Hysteresis, commissioned
for him by the London Sinfonietta, and the Mozart Concerto with the London Chamber Orchestra.
Mark has given several London premieres in the Philharmonia’s Music of Today series, and
elsewhere the Spanish premiere of the Carter Concerto, the UK premiere of the Carter Clarinet
Quintet, and of Sir John Tavener’s Cantus Mysticus (at the Proms), and the London premiere of
Graham Fitkin’s Agnostic. Recordings include Ben Foskett’s Hornet, Philip Cashian’s Blue Circus and
Flint Juventino Beppe’s Distant Words with the Philharmonia and Vladimir Ashkenazy.

Mark has been the clarinettist with Endymion since its formation in 1980. Other chamber music
collaborators have included Pascal Rogé, Geoffrey Parsons, Elizabeth Leonskaja, Kate Royal and the
Brodsky Quartet, with whom he gave the London première of Sir Peter Maxwell Davies’s Hymn to
Artemis Locheia. Other highlights have included the Mozart Quintet in Brazil, and the Berio
Sequenza at the Sydney Opera House. 

Born in Northampton and educated at Merton College, Oxford, and the Royal College of Music, Mark
was appointed principal clarinettist with Welsh National Opera and subsequently with Glyndebourne
Touring Opera. He joined the Philharmonia as principal clarinet in 2000, and the London Sinfonietta
in 2002. He is also principal with the London Chamber Orchestra (with whom he has appeared as
soloist at La Scala, Milan), For several years he was the clarinet and basset horn soloist in Mozart’s
Clemenza di Tito at the Bayerische Staatsoper. Mark has been awarded an Honorary Associateship
by the Royal Academy of Music, where he is a Professor, and an Honorary Doctorate by Northampton
University. Mark is the clarinet professor for the I, Culture Orchestra, and for the British Isles Music
Festival. He is a committed teacher, and has given masterclasses world-wide.
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alone by itself’ and thus seemed a little confused
as to how to follow it (he seldom planned his
works, which helps explain their free attitude to
form and their characteristic spontaneity).

Nine days after completing that first movement,
Nielsen concluded that the piece would have
only one more. Not long after that, he attempted
to explain the content of the second movement
in a letter to his friend Rudolph Simonsen but
complained that he had already ‘had to send the
fair copy and transcription of the solo part to
Copenhagen for Gilbert-Jespersen to study’.
Nielsen knew the concerto’s dedicatee and
soloist would need time to practice the fearsome
flute part before the 21 October premiere, but he
undoubtedly finished the piece in a rush and
apparently in the knowledge that he’d eventually
rewrite its abrupt ending.

Holger Gilbert-Jespersen was a man of humour
and taste – particularly for all things French,
music included. But he was also, according to
one who knew him, ‘full of shadow and
ambiguity’. Every one of those descriptions could
equally apply to the concerto Nielsen fashioned
in the flautist’s image. The first movement
seems to be constantly in search of a key, right
from the dissonant clash between low strings

and brass (on an E flat) and upper strings and
woodwinds (in D minor) that launches it. 

Nielsen plays further with polarities in pitting
the solo flute against a bass trombone which, to
borrow Robert Simpson’s summary, ‘spreads
himself all over the score with a grotesque and
aimless blether’. The first time the trombone
makes a nuisance of itself – just after the
orchestra reprises the first movement’s rich
initial theme – it appears to put the flute into a
fluttering aristocratic panic. But the instrument
soon composes itself for a gorgeous, floating
melody in E major that’s taken up by the rest of
the orchestra. There are three passages that
could loosely be described as cadenzas, but in
each the flute has company: first the timpani,
then a clarinet, finally the whole orchestra.

The second movement is characterised by even
more volatility and sudden shifts – one moment
the flute’s material can feel purely melodic; the
next it can bear unmistakably human qualities.
Soon enough an elfin little melody (ending on a
typically Nielsenite falling minor third) emerges,
a theme ‘of childish innocence’ in Nielsen’s
words; listen out for it accompanied by the
orchestra’s glowing woodwinds. Soon after that,
the flute presents an expressive theme that
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CARL NIELSEN 1865-1931
Flute Concerto

Allegro moderato
Allegretto – Adagio ma non troppo

After completing a quintet for wind instruments
in 1922 that would become one of his most
celebrated works, Carl Nielsen hit upon the idea
of writing a full orchestral concerto for each of
the instruments included in that quintet. Nielsen
had certainly unlocked something in those five
individual instruments that few composers had
before him or indeed would after. ‘Now I think on
the basis of instruments themselves…in a way
I creep into them’ he wrote around the time of
the quintet; ‘it can surely be said that
instruments have a soul’. The two concertos of
the planned five that did materialise – for flute
and clarinet – certainly echo those sentiments.

Nielsen, in fact, had particular ideas about the
soul of the former instrument. ‘The flute cannot
deny its own nature, its home is in Arcadia and
it prefers pastoral moods’ he wrote to a friend,
‘hence the composer has to obey its gentle
nature, unless he wants to be branded a
barbarian’. But the concerto that was brewing
inside Nielsen certainly wasn’t all pastoral

3

reflection and prettiness. 15 years had passed
since the first performance of Nielsen’s Violin
Concerto when the Flute Concerto was
introduced in Paris in 1927. But the contrast
with its predecessor was keenly felt. Not only
was the sound of the new concerto entirely
different – more focused, brittle and chamber-
like – it also bucked convention in shunning
virtuosic cadenzas, proving reluctant to let both
soloist and orchestra present a good deal of the
themes and even allowing other instruments to
indulge in controlling solos. That, and the piece
appeared to pick up the flippant and reactive
mantle of Nielsen’s Sixth Symphony completed
the previous year.

At the time of composition, from August to the
early autumn of 1926, Nielsen had experienced
some illness but his private life was proving
considerably more stable than at the start of the
decade. The composer had travelled to Germany
to help the Danish Broadcasting Corporation
choose a new radio transmitter, and from there
had continued south to Rome for an extended
stay with his daughter and son-in-law. But
despite the amenable circumstances, the
concerto didn’t flow entirely easily from Nielsen’s
pen. The first movement was pretty problem-free.
But it was long. Nielsen believed it ‘could stand
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PAAVO JÄRVI                                           

Paavo Järvi is currently Chief Conductor of the NHK Symphony Orchestra, Artistic Director of the
Deutsche Kammerphilharmonie and the founder of the Estonian Festival Orchestra, which brings
together leading Estonian musicians with soloists from Europe’s top-ranking orchestras to perform
at the annual Pärnu Music Festival. He is also Conductor Laureate of the Frankfurt Radio Symphony
Orchestra and Music Director Laureate of the Cincinnati Symphony Orchestra. In addition to his
permanent positions, Järvi is in much demand as a guest conductor, appearing regularly with the
Berlin Philharmonic, Berlin Staatskapelle, Münchner Philharmoniker, the Philharmonia Orchestra
and Staatskapelle Dresden amongst other world-class orchestras. 

Since the start of his career, Paavo Järvi has prioritised his support of Estonian composers including
Arvo Pärt, Erkki-Sven Tüür, Lepo Sumera and Eduard Tubin. He is Artistic Adviser to the Estonian
National Symphony Orchestra, was named Estonian Public Broadcasting’s 2012 Musician of the
Year and awarded the Order of the White Star by the President of Estonia in 2013 for his outstanding
contribution to Estonian Culture. 

As a Grammy award-winning artist, Paavo Järvi is one of the most prolific recording conductors of
today with a discography of widely ranging repertoire. His close affinity to the music of Carl Nielsen
has marked him out as one of the leading exponents of the Danish composer’s music and his
recording of the complete Nielsen symphony cycle with the Frankfurt Radio Symphony Orchestra has
received international acclaim. Together with the Philharmonia Orchestra Järvi has performed not
only the entire cycle of symphonies in London but also the Clarinet and Flute concertos, which are
featured on this new recording. 

Born in Tallinn, Estonia, Paavo Järvi studied Percussion and conducting at the Tallinn School of
Music. In 1980 he moved to the USA where he continued his studies in the 80s at the Curtis Institute
of Music and at the Los Angeles Philharmonic Institute with Leonard Bernstein. 
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NIELSEN
FLUTE CONCERTO
CLARINET CONCERTO
ALADDIN SUITE

2

Flute Concerto, FS 119
1 I. Allegro moderato 11.11
2 II. Allegretto – Adagio ma non troppo 7.23

SAMUEL COLES FLUTE

Clarinet Concerto, FS 129
3 I. Allegretto un poco 8.21
4 II. Poco adagio 5.05
5 III. Allegro non troppo – Adagio 6.52
6 IV. Allegro vivace 3.52

MARK VAN DE WIEL CLARINET

Aladdin Suite, FS 89
7 I. Oriental Festive March 2.46
8 II. Aladdin’s Dream and Dance of the Morning Mist 2.54
9 III. Hindu Dance 3.08
10 IV. Chinese Dance 3.14
11 V. The Marketplace in Ispahan 4.52
12 VI. Dance of the Prisoners 5.09
13 VII. Negro Dance 4.32

Total timings: 69.22

PHILHARMONIA ORCHESTRA
PAAVO JÄRVI
www.signumrecords.com
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Also available…

Bruckner: Symphony No.9
Philharmonia Orchestra
Christoph von Dohnányi
SIGCD431 

“Beautifully prepared account ... Dohnányi’s new recording
is distinguished by the clarity with which it presents
Bruckner’s score as well as the excellence of its sound.” 
Gramophone

Schubert: Symphony No.9
Philharmonia Orchestra
Christoph von Dohnányi
SIGCD461

"This performance ... goes for broke and succeeds, to the
evident rapture of the audience. The Philharmonia is up to
all Dohnanyi's and Schubert's steep demands, and I was left
with a feeling of exhausted exhilaration."
BBC Music Magazine
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ALADDIN SUITE
SAMUEL COLES FLUTE
MARK VAN DE WIEL CLARINET
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Flute Concerto
recorded live at Royal Festival Hall, 19 November 2015

Clarinet Concerto
recorded live at Royal Festival Hall, 19 May 2016

Aladdin Suite
recorded at Henry Wood Hall, 20 May 2016

Producer – Andrew Cornall
Engineer – Jonathan Stokes
Editor, Mixing & Mastering – Jonathan Stokes
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Flute Concerto, FS 119
1 I. Allegro moderato 11.11

2 II. Allegretto – Adagio ma non troppo 7.23

SAMUEL COLES FLUTE

Clarinet Concerto, FS 129
3 I. Allegretto un poco 8.21

4 II. Poco adagio 5.05

5 III. Allegro non troppo – Adagio 6.52

6 IV. Allegro vivace 3.52

MARK VAN DE WIEL CLARINET

Aladdin Suite, FS 89
7 I. Oriental Festive March 2.46

8 II. Aladdin’s Dream and Dance of the Morning Mist 2.54

9 III. Hindu Dance 3.08

10 IV. Chinese Dance 3.14

11 V. The Marketplace in Ispahan 4.52

12 VI. Dance of the Prisoners 5.09

13 VII. Negro Dance 4.32
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