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EDUARD TUBIN was born on 18 June
1905, in the village of Torila near Kallaste
at the Lake Peipus in Estonia. Tubin stud-
ied at the Naelavere village school (1912—
1914), the Kokora Elementary School
(1914-1920), the Tartu Teachers College
(1920-1926) and Tartu Higher Music School
(1924-1930). At the music school he stud-
ied one year in Johannes Kért’s organ class
and continued in Heino Eller’s composition
class. After graduating from the Teachers
College, Tubin worked as a teacher in Nio
near Tartu. In 1930 he moved to Tartu and
began working at the “Vanemuine” theatre,
first as an accompanist, then as a conduc-
tor. He also conducted several symphony
concerts. At the same time he worked as a
choir leader. In 1928-1944 he conducted
the male choir of the Tartu Male Choir As-
sociation and in 1930-1931 the mixed choir
of the Miina Hirma Song Society, which con-
tinued as the “Vanemuine” mixed choir led
by Tubin in 1931-1935. During his stay in
Tartu he also conducted the “Estonia” mixed
choir in Tallinn for one year. During this
period he made two study trips abroad: in
1932 to Vienna and in 1938 to Budapest.
In September 1944 Tubin fled to Sweden
together with tens of thousands of Estonians
lo escape the Soviet occupation forces. In
Stockholm he worked at the historical Drot-
tningholm Royal Court Theatre restoring old
operas and ballets and compiling piano

4

scores. He also conducted the Stockholm Es-
tonian Male Choir (1945-1959 and 1975-
1982). From 1961 on, the composer repeat-
edly visited Estonia, when his major works
were performed there. Tubin wrote most of
his works in Sweden. During this period he
created his individual way of expression,
combining intonations from Estonian folk
tunes with contemporary European means
of expression. In 1981, Tubin got the Cul-
ture Award of the Town of Stockholm. In
1982, he was elected a member of the Swed-
ish Royal Music Academy. Eduard Tubin
died on 17 November 1982, in Stockholm.



THE SYMPHONIC MUSIC OF
EDUARD TUBIN

The works of Eduard Tubin have a very im-
portant place in the music of the 20" centu-
ry. Tubin is one of the most conspicuous
Estonian symphonists, but the originality of
his music, the extraordinary spirituality and
force of expression is manifest also in his
stage, piano, violin, chamber and vocal mu-
sic. The musical mastery and individual style
became apparent already during his time in
Estonia. In his works he continued on the
road of the Estonian classical maslers: Ru-
dolf Tobias, Artur Kapp, Mart Saar and Hei-
no Eller.

Central among Tubin’s works are his ten
symphonies: No. 1 (1931-1934), No. 2 Leg-
endary (1937), No. 3 (1940-1942), No. 4
Sinfonia lirica (1943/1978), No. 5 (1946),
No. 6 (1952-1954), No. 7 (1955-1958), No.
8(1966), No. 9 Sinfonia semplice (1969), No.
10 (1973). The 11" symphony was left un-
finished. The best known of these are No. 5
and No. 6. The composer considered the lat-
ter one of his most important works. Other
symphonic works are the Sinfonietta (1939—
1940), Music for Strings (1962—1963), three
suites — Suite on Estonian Motifs (1930-
1931), Suite on Estonian Dances (1938),
Suite from the ballet Kratt (The Goblin)
(1943/1961) — and many short pieces like
the Toccata (1937/1939), Valse Triste (1937/
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1939), Prelude Solennel (1940), Oriental
Intermezzo (1942) ete.

Tubin’s works closely combine an emo-
tional and intellectual approach, spontane-
ous expression and technical virtuosity, me-
lodic emotions and harmonic inventions. The
thematic materials are well worked out, the
themes are in a close counterpoint connec-
tion and the form has good dramaturgy. Hav-
ing been a conductor for many years, Tubin
knew well the specifics of the orchestra,
which enabled him to achieve conspicuous
results in orchestration. Estonian folk mu-
sic is central in his works, combined with
contemporary means of expression. Tubin’s
music is not without certain influence from
other composers (BartUk, Stravinsky, Skr-
jabin, Sibelius); in his late works one might
find points of contact with the late works by
Sergei Rachmaninov.

Remarkable in Tubin’s works are the ties
between his artistic-creative world and Es-
tonia. The “homeland theme” appears al-
ready in many of Tubin’s earlier works (Leg-
endary), but grows stronger with the years
in exile. Tragic and anguished sound paint-
ings appear in many of his works. They re-
flect not only the individual fate of the com-
poser, they emanate from the fate of the
whole Estonian nation.



SYMPHONY NO. 4

Eduard Tubin wrote the Symphony No. 4
(Sinfonia lirico) during 1943 in Tartu. If his
later production is characterised by extreme
concentration of the musical material, where
the melody often is left undeveloped because
of frequent connections to intonations and
the use of completely different musical
means of expression, melodic elements may
have the decisive role in the works of his
earlier period. For instance, most of Tubin’s
solo songs belong to this earlier creative
period. The themes of many great works of
Tubin have grown out of some solo song (ve-
minding of the connection between many of
Gustal Mahler’s songs and his symphonies).
Thus the main theme of the first part of Sym-
phony No. 5 is connected with the solo song
Waiting for Happiness (lyrics by Marie Un-
der), which was finished only a few months
before the symphony. As the title Lyrical
implies, the composer has concealed in it
his personal feelings and experiences, mak-
ing it sound like subjective soul-searching
on the basis of the harsh reality of the war-
years.

The Symphony No. 4 has a classical, clear
form and it is one of the most traditional of
Tubin’s symphonies. The first part (Molto
moderato) has the freshness of spring. It
begins with two themes that differ more in
rhythm than form (the first is presented by

violins just at the beginning of the sympho-
ny, the second by oboe accompanied by
strings playing syncopated rhythms). The
second part (Allegro con anima), which re-
minds one of a scherzo, begins with an Eng-
lish horn theme creating tension and excite-
ment, and growing then into a passionate
outburst of emotion. A contrast is provided
by the trio-part with its calm oboe theme
accompanied by strings. The peak of the in-
ner development of the whole symphony is
the slow third part (Andante un poco maes-
toso), which is probably also the most lyri-
cal one. With its tender emotions and ex-
tremely melodic moulding, stunning in its
musical beauly, it seems to be quite unique
in the whole of Estonian symphonic music.
The listener in embraced by a warm, mild
summer night: “Dark, lovely, blessed is the
summer night...” (lyrics by Henrik Visnap-
uu in Tubin’s solo song Summer night). Like
in the preceding parts, the main theme of
the fourth part has an intonation similar to
the main theme of the first part, which here
sounds fresh and vivid. It is contrasted with
a second theme (violins and English horn)
accompanied by energetic rthythms. The last
part of the symphony offers a surprising ef-
fect, when everything unexpectedly falls si-
lent. Then the calls of different solo instru-
ments seem to sound in the distance: first
the trombone, then the English horn, oboe,
French horn, clarinet, flute, etc. It sounds



grand and elevated — like a giant rainbow
rising over the whole symphony.

The Symphony No. 4 was first performed
on 16 April 1944, at the Tallinn Drama The-
atre. Olav Roots conducted the Radio or-
chestra. The performance became possible
only thanks to a fortunate incident. By luck
the score of the symphony escaped destruc-
tion when Russian forces bombed the “Es-
tonia” theatre on March 9 the same year. The
composer had sent the recently finished
score to Tallinn to have the orchestra parts
copied. It was kept in a safe, which fell
through four floors of the burning building
to the cellar. Tubin remembered: “On the
morning of March 10 some men went down
to see what had happened. They noticed that
the safe had landed in the cellar and was
still warm. When they had managed to get
the safe open, they look out the manuscript
with trembling hands. The score of the fourth
symphony had been singed a little at the
edges. The parts were still intact.” When
Tubin escaped from Estonia in the autumn
of 1944 he brought the score of Symphony
No. 4 with him, although it could not any
more be used for a performance. Only in
1978, when Neeme Jirvi asked him to do it,
did he write a clean copy of the score, ab-
breviating it partly. In this form, the sym-
phony was first performed in Bergen, Nor-
way, on 5 November 1981. When Neeme
Jéirvi started to record all of Tubin’s sympho-

nies, he [irst offered a tape of this perform-
ance Lo the record company BIS, that pre-
sented a record of it on 1 May 1983. In the
Soviet Union all of Tubin’s works had been
banned (with the unfortunate help of some
leading Estonian intellectuals), but the ice
was broken by the performance of the Sym-
phony No. 4 on a memorial concert for the
composer’s 80" anniversary (Estonian Na-
tional Symphony Orchestra conducted by
Peeter Lilje). It became possible again to
perform the works by the greatest Estonian
symphonist in his native country. Some years
later the singed score of the symphony
reached Estonia with the help of the under-
signed. It is now kept at the Theatre and
Music Museum. This recording is based on
the later, revised score. The Estonian Na-
tional Symphony Orchestra has performed
the Symphony No. 4 also in Pérnu and Hel-
sinki. Neeme Jdrvi has conducted it very
successfully in Chicago (1987), New York
(four concerts with the New York Philhar-
monic in February 1995) and in Osaka, Ja-

pan (June 1995).



SYMPHONY NO. 7

Eduard Tubin started writing his Symphony
No. 7in 1955, a year after finishing the Sym-
phony No. 6. He had recently become 50.
In the meantime he had started working on
a cello concerto and managed to complete
the piano score of the first part. The concer-
to was however left unfinished and the com-
poser devoted himself o his next sympho-
ny. He had originally planned the seventh
symphony in four parts, but in its finished
form it had three. The date of the comple-
tion is marked June 1, 1958 on the score.
The symphony was first performed in Gév-
le, Sweden, on March 1, 1959, conducted
by Gunnar Staern. On October 28, the same
year it was also performed in Gothenburg,
conducted by Sixten Eckerberg.

If Eduard Tubin’s Symphony No. 6 is char-
acterised by extraordinary force and drama,
sounding like an apocalyptic declaration,
then the composer is using much more mod-
est means of expression in the shorter Sym-
phony No. 7. The symphony is also written
for a much smaller orchestra; the composer
has commented: “I have used the potential
of a small orchestra.” Although Symphony
No. 7 has so far not been performed in pub-
lic in Estonia (an Estonian Radio recording
was made by Sergei Prohhorov in 1960), it
should not be underestimated in compari-
son with other Tubin’s symphonies. Tubin,

known as a harsh critic of his own works,
has said after listening to Symphony No. 7:
“l am quite satisfied with it. T thought first,
when I listened to it, what was it? But now [
find a lot of wisdom in it...”

The seventh is among the most clear-cut
of Tubin’s symphonies, since it is supported
by its classical form. The first part (Allegro
moderato) is a sonata-allegro, the second
part (Larghetto) is wrillen in a three-part
compound form with a central scherzo-like
episode and the third part (Allegro marciale)
is a finale in sonata-allegro form. The tonal
language of the seventh symphony is some-
what simpler, one could even say more as-
cetic, than in the surrounding sixth and
eighth. The composer does not aim at such
expressive outpouring of feelings as in those
symphonies. Still it 1s full of concentrated
self-absorption and spiritual strength. One
could find oppressing and painful thoughts,
which seek escape in tense development and
grow into a decisive prolest at the end of the
symphony. Although the composer has tried
to write this symphony with rather simple
means, in the finale he has used some 12-
tone methods in deducing and developing
themes, something quite exceptional in
Tubin’s music. Still we cannot treat this sym-
phony, written in free tonality, as a 12-tone
work. As we know, Tubin did not recognise
pure 12-tone style in his music, since he
found its means of expression too limiting.



The composer has said: “I respect atonality,
but Schénberg not at all. The serial tech-
nique in not for me. I have a different prob-
lem, namely how to express a firm idea in a
firm way.”

Like in many other Tubin’s symphonies,
the musical material of the seventh grows
out of one root. The main and side themes of
the first parl are narralive in character and
quite close to each other; the side theme
could be considered a continuation of the
main theme. During a briel treatment the
inner conflicts of the musical images become
ever more apparent, there is a hint of deep-
ening depressive moods. Al the end of the
treatment we hear sequential ponderous
chords. They sound as questions of destiny,
born out of spiritual depression, and left
unanswered. The second part begins with
one of Tubin’s most beautiful melodies, its
lyrical expression and structure reminiscent
of shepherd tunes. Is it a nostalgic reminder
of the composer’s youth? Unexpectedly its
quiet flow is interrupted by a grotesque
scherzo-like episode, with the sarcastic
mood expressed by restless triplet-like
movement. After a while il subsides, form-
ing a calm background, against which the
thoughtful main theme of self-absorption
sounds. If the second parl fascinates with
its uninterrupted melodic flow, then the third
part captivates above all with its suggeslive
rhythm. Active rhythmic figures are here

contrasted with the main theme moving along
in notes of even length and in 5/4 beat, and
growing out of a mirror image of the main
theme of the first part. In its structure it is
similar to a 12-tone series (the only missing
b-note sounds in the basses). Of main im-
portance is the rhythmically active figure,
which afterwards transforms into a backdrop
for the forceful main theme played by trum-
pets. The side theme, that is played inten-
sively and provocatively by violins against
the background of active bass rhythms, is
also derived from the main theme of the first
part. Before the treatment, there is sudden-
ly a kind of painful shriek, followed by a
treatment beginning like a fugue. It is based
on the main theme in somewhat altered
shape. Tubin has said about this part: “In
contemporary music it is most difficult to
write a flowing allegro-parl. Instead of lonal
strong-points I have used uninterrupted
melody and rhythmical tension in this part.
The energy, which propels the musie, is
stored in three basic motifs like in a fuel
tank. T am happy that I was able to write it.”
In the reprise the tension grows evenly until
the end of the symphony, when the side
theme is culminating in a new form present-
ed by French horns and trumpets as a sum-
mary of the whole symphony.

Vardo Rumessen Translated by Eino Tubin



The history of Estonian
symphonic music goes back

a hundred years, and its birth
was marked by the overture Julius
Caesar by Rudolf Tobias, the overture
Don Carlos by Arthur Kapp, and the
symphonic works by Heino Eller and Eduard
Tubin. The development of Estonian classi-
cal music has been closely linked to the
ESTONIAN NATIONAL SYMPHONY
ORCHESTRA (ERSO), which has been

the first to play the music by Eduard Tubin,
Eino Tamberg, Lepo Sumera, Arvo Pirt,
Erkki-Sven Tiiiir and others.

ERSO was founded in 1926 and for dec-
ades it has been the only professional sym-
phony orchestra in Estonia. At present ERSO



has 98 musicians and it gives almost 50 con-
certs a season. ERSO records regularly mu-
sic for the Estonian Broadcasting Company
and has made recordings for several labels.
In the 1950s, ERSO was the first orchestra
in the Soviet Union to perform several works
of Stravinsky, Schénberg, Webern and Orff.
The third world premiere of several sympho-
nies by Dmitri Shostakovich took place in
Tallinn after Moscow and Leningrad.
ERSO has had Olav Roots, Paul Karp,
Roman Matsov, Neeme Jérvi, Peeter Lilje
and Leo Krimer (Germany) for its chief con-
ductors. Since 1993 Arvo Volmer is the chief
conductor and the art director of the orchest-
ra.
ERSO has performed in the Yehudi Me-
nuhin festival Gstaad Musiksommer in Swit-
zerland, in Europamusicale festival in Mu-
nich, in the Great Hall of the St Petersburg
Philharmonic Society, in the Great Hall of the
Moscow Conservatoire, in Germany, Sweden,
Finland, Kuwait, Bulgaria, Romania, Latvia
and Lithuania.

Eesti siimfoonilise muusika ajalugu on sada
aastat vana, tema siindi tihistasid Rudolf To-
biase avaming Julius Caesar, Artur Kapi
avaméng Don Carlos ning Heino Elleri ja

Eduard Tubina siimfoonilised teosed. Eesti
stimfoonilise muusika areng on lébi aastakiim-
nete olnud seotud EESTI RIIKLIKU SUM-
FOONIAORKESTRIGA, kes on olnud Edu-
ard Tubina, Eino Tambergi, Lepo Sumeera,
Arvo Pirdi, Erkki-Sven Tiitiri jt. teoste esmaet-
tekandjaks.

ERSO siindis 1926. aastal ja on olnud
aasta-kiimneid Eesti ainuke professionaal-
ne stimfoonia-orkester. Téna kuulub ERSO-
sse 98 muusikut, iithel hooajal antakse ligi
50 kontserti. ERSO salvestab regulaarselt
muusikat Eesti Raadio tarbeks ning on
teinud salvestisi heliplaadi-firmadele Melo-
dija, Ondine, Finlandia Records jt. 1950-
tel aastatel kolasid ERSO esi-tuses tollases
NSVLiidus esmakordselt mitmed Stravins-
ki, Schonbergi, Weberni ja Orffi teosed.
Dmitri Sostakovitsi mitmete siimfooniate
kolmas maailma-esiettekanne toimus Mos-
kva ja Leningradi jirel Tallinnas.

ERSO peadirigentideks on olnud Olav
Roots, Paul Karp, Roman Matsov, Neeme
Jarvi, Peeter Lilje ja Leo Krdmer (Saksamaa).
Alates 1993. aastast on orkestri peadirigent
ja kunstiline juht Arvo Volmer.

ERSO on esinenud Yehudi Menuhini fes-
tivalil Gstaad Musiksommer Sveitsis, festi-
valil Euro-pamusicale Miinchenis, Peterbu-
ri Filharmoonia Suures saalis, Moskva kon-
servatooriumi Suures saalis, Saksamaal,
Hispaanias, Rootsis, Soomes, Kuveidis, Bul-
gaarias, Rumeenias, Litis ja Leedus.



EDUARD TUBIN siindis 18. juunil
1905 Peipsi dires Kallaste lihedal Torila
kiilas. Tubin on 8ppinud Naelavere kiilakoo-
lis (1912-1914), Kokora ministeeriumikoo-
lis (1914-1920), Tartu Opelajate Seminaris
(1920-1926) ning Tartu Kérgemas Muusi-
kakoolis (1924-1930). Muusikakoolis 6ppis
ta iihe aasta Johannes Kirdi oreliklassis,
edasi Heino Elleri kompositsiooniklassis.
Pérasl Tartu Opetajale Seminari |5petamist
tootas Tubin koolidpetajana Tartu lihedal
Noos. 1930. aastal asus ta elama Tartusse
ning alustas t66d teatris ”Vanemuine”, al-
gul klaverisaatjana, seejirel dirigendina, ju-
hatades ka arvukalt siimfooniakontserte. Sa-
mal ajal tegutses Tubin ka koorijuhina: aas-
tail 1928-1944 juhatas ta Tartu Meestelau-
lu Seltsi meeskoori, 1930-1931 Miina Hér-
ma Lauluseltsi segakoori, mis tegutses Tu-
bina juhatusel edasi Vanemuise Seltsi sega-
koorina 1931-1935. Tartu-perioodil juhatas
Tubin iithe aasta Estonia Muusika Osakon-
na segakoori Tallinnas. Sellesse aega jizvad
ka kaks dppereisi vilismaale: 1932. aastal
Viini ja 1938. aastal Budapesti.

1944. aasta septembris pogenes Tubin koos
kiimnete tuhandete eestlastega noukogude
okupatsiooniarmee eest Rootsi. Stockholmis
tovlas ta ajaloolises Drottningholmi Kuning-
likus Tealris — restaureeris vanade ooperite
ja ballettide partituure ning koostas klavii-
re — ning dirigeeris Stockholmi Eesti

meeskoori (1945-1959 ja 1975-1982). Ala-
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tes 1961. aastasl kiilastas helilooja kordu-
valt Eestit, kus sel puhul esitati tema suure-
maid helitsid. Suurem osa Tubina loomin-
gusl valmis paguluses. Sel perioodil loodud
teosles saavutas Tubin oma isikupérase vil-
jenduslaadi, tthendades eesti rahvaviiside
intonatsioonid kaasaegsete euroopalike vil-
jendusvahenditega. 1981. aastal midrali
Tubinale Stockholmi linna kultuuriauhind
ning 1982. aastal valiti ta Rootsi Kuningli-
ku Muusikaakadeemia liikmeks. Eduard
Tubin suri 17. novembril 1982 Stockholmis

EDUARD TUBINA siimfoonilisest
muusikast Eduard Tubina loomingul on 20.
sajandi muusikas viiga oluline koht. Tubin
on iiks Eesli viljapaistvamaid siimfoonikuid,
kuid tema muusika originaalsus, erakordne
vaimsus ning viljendusjoud avalduvad ka
tema lava-, klaveri-, viiuli-, kammer- ning
vokaalmuusikas. Tubina muusikaline meis-
terlikkus ja isikupdrane viljenduslaad
avaldusid juba Eesti-perioodil. Oma loomin-
guga jiitkas ta Eesti klassikaliste suur-
meistrite Rudolf Tobiase, Artur Kapi, Mart
Saare ja Heino Elleri rajatud teed. Kesksel
kohal Tubina loomingus on tema kiimme
siimfoonial: Esimene (1931-1934); Teine,
Legendaarne (1937); Kolmas (1940-1942);
Neljas, Liiiirtline (1943/1978); Viies (1946);
Kuues (1952-1954); Seitsmes (1955-1958);



Kaheksas (1966); Uheksas, Sinfonia semp-
lice (1969); Kiimnes (1973). Uheteistkiim-
nes siimfoonia jii heliloojal I6petamata. Eriti
suure tunnustuse on neist voitnud Viies ja
Kuues siimfoonia, mida helilooja pidas ise
itheks olulisemaks teoseks oma loomingus.
Siimfooniatele lisanduvad Stimfonietta
(1939-1940), Muusika keelpillidele (1962—
1963), kolm siiiti — Siiit eesti motiividel
(1930-1931), Siiit eesti tantsudest (1938),
Siiit balletist Kratt (1943/1961) — ning mit-
med lithivormis teosed, nagu Toccata (1937/
1939), Kurb valss (1937/1939), Pidulik
preliiiid (1940), Orientaalne intermezzo
(1942) jt.

Tubina loomingus on tihedalt seotud
emotsionaalne ja intellektuaalne alge, spon-
taanne eneseviljendus ja tehniline meister-
likkus, meloodiline tundekiillus ja har-
mooniline leidlikkus. Temaatiline materjal
on hasti 1dbi mdeldud, teemad on omavahe-
lises tihedas kontrapunktilises seoses, sa-
muti paistab silma viiga hea vormidramatur-
gia. Tanu pikale dirigenditss kogemusele
tundis Tubin histi orkestri spetsiifikal, mis
voimaldas tal saavutada silmapaistvaid tu-
lemusi orkestratsioonis. Olulisel kohal tlema
loomingus on eesti rahvamuusika, mida ta
iihendas kaasaegsete muusikaliste viljen-
dusvahenditega. Tubina loomingus ei puu-
du ka teatavad mojutused teistelt helilooja-
telt (Barték, Stravinski, Skrjabin, Sibelius),
hilisemas loomingus voime leida kokkupuu-

tepunkte niiteks Sergei Rahmaninovi hi-
lisloominguga.

Mérkimisvédrseks kujunes Tubina loo-
mingus lema kunstilis-kujundliku maailma
seos Kesliga. See nn "kodumaa teema” ilm-
nes juba mitmes tema varases teoses (Le-
gendaarne siimfoonia), kuid muutus eriti
mirgatavaks pagulusaastail. Mitmes helitoos
esineb hingelisest masendusest siindinud
traagilisi helimaalinguid. Tubina muusika
kitkeb endas lisaks helilooja isikliku elu
traagikale ka kogu Eesti maa ja rahva traa-
gilist saatust.

NELJAS SUMFOONIA

Eduard Tubina Neljas siimfoonia (Liiirili-
ne) on loodud 1943. aastal Tartus. Kui tema
hilisemale loomingule on omane muusika-
lise materjali d#irmine kontsentratsioon, kus
meloodia jéib tihedate intonatsiooniseoste
tottu sageli vélja arendamata ning oluliseks
saavad hoopis teised muusikalised viljen-
dusvahendid, siis varasema perioodi teoste
iilesehituses on meloodilisel algel sageli ai-
numéirav roll. Niiteks kuulub enamus Tu-
bina soololauludest tema varasemasse loo-
minguperioodi. Mitme Tubina suurteose tee-
mad on viilja kasvanud monest soololaulust
(meenutagem ka Gustav Mahleri laulude
seoseid lema stimfoonialega). Nii on ka Nel-
janda siimfoonia esimese osa peateema lih-



tepunktiks soololaul Onne ootel (tekst Ma-
rie Under), mis valmis vaid mdni kuu enne
siimfooniat. Nagu viitab teose alapealkiri
Liiiiriline, on helilooja sellesse kitkenud
puht-isiklikke tundeid ja elamusi, mis sgja-
aastate julma tegelikkuse taustal kolavad
subjektiivse hingepihtimusena.

Neljas siimfoonia on klassikaliselt selge
vormiga, Tubina stimfooniatest iiks traditsi-
oonilisemaid. Esimene osa (Molto modera-
to) kolab kevadise viirskusega ning selle alu-
seks on kaks, enam riitmiliselt kui kujund-
likult kontrastset teemat (esimene kalab
viiulite esituses kohe stimfoonia alguses,
teist esilab oboe keelpillide siinkopeeritud
riitmi taustal). Skertsolik teine osa (Allegro
con anima) algab inglissarve pinget ja ra-
hutust tekitava teemaga, mis kasvab edasi
kirglikuks tundepuhanguks. Sellele kontras-
teerub trio-osa oma rahuliku oboeteemaga
keelpillide saatel. Kogu siimfoonia sisulise
arengu kulminatsiooniks on aeglane kolmas
osa (Andante un poco maestoso), mis on ehk
kaige liitirilisem. Oma drna tundelisuse ja
adrmiselt meloodilise kujundlikkusega, mis
otse vapustab muusikalise ilu poolest, tun-
dub see téiesti erakordsena kogu Eesti siim-
foonilises muusikas. Nagu soe, mahe suvi-
ne 66 mihiks kuulaja oma embusse: ”Sume,
lembe ja nnis on suvine 66...” (see Henrik
Visnapuu luuletus on aluseks Tubina soolo-
laulule Suvine §5). Sarnaselt eelmistele on
ka neljanda osa peateema intonatsiooniliselt
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seolud esimese osa peateemaga, mis siin
kalab viirske ja hoogsana. Sellele vastandub
energilise riitmikujundi saatel teine teema
(viiulid ja inglissarv). dlatuslikku efekti pa-
kub siimfoonia lpuosa, kus kaik jaib oola-
matult vaikseks. Seejirel hakkavad nagu
kaugusest kostma iiksikute soolopillide kut-
sed: algul tromboon, siis inglissarv, oboe,
melsasarv, klarnet, floét jne. See majub mil-
legi suure ja iilevana — nagu tohutu viker-
kaar karguks iile terve siimfoonia.
Neljanda siimfoonia esiettekanne toimus
16. aprillil 1944 Tallinna Draamateatris,
Raadio Ringhiélingu orkestrit juhatas Olav
Roots. Ettekanne osutus vsimalikuks vaid
onneliku juhuse tottu — imekombel ei hi-
vinud sitimfoonia partituur Estonia pommi-
tamisel vene vigede poolt sama aasta 9.
méirtsil. Autor oli vastvalminud teose parti-
tuuri saatnud orkestripartiide viljakirjuta-
miseks Tallinna, kus seda hoiti raudkapis.
See raudkapp oli kukkunud l4bi psleva hoo-
ne koigi nelja korruse keldrisse. Tubin on
meenutanud: ”10. mértsi hommikul ldksid
mehed vaatama ja néigid, et raudkapp oli all
keldris ja kuum veel. Kui nad said niikau-
gele, et said ta lahti ja votsid virisevate k-
lega siidlt seest siis materjali vilja — selle
Neljanda siimfoonia partituur oli natuke &ér-
test kérbenud, hiiled olid terved.” Kui Tu-
bin 1944. aasta siigisel Eestist pogenes, vot-
tis ta Neljanda siimfoonia partituuri kaasa,
kuigi sellest polnud enam vémalik teost



esitada. Alles 1978. aastal kirjutas ta Nee-
me Jérvi palvel teose partituuri puhtalt tim-
ber ning lithendas seda kohati. Sellisel ku-
jul kolas stimfoonia esmakordselt Bergenis
5. novembril 1981. Kui Neeme Jirvi alus-
tas Tubina siimfooniate heliplaadistamist,
siis pakkus ta firmale BIS esimesena kuu-
lamiseks just Neljanda siimfoonia heliiiles-
votet ning see ilmuski heliplaadil 1. mail
1983. Moskva oli Tubina helitsode esitami-
se Eestis tiielikult keelanud (milleks aita-
sid kahjuks kaasa ka moned Eesti juhtivad
kultuuritegelased), kuid just Neljanda siim-
foonia ettekanne helilooja 80. siinniaasta-
pievale pithendatud milestuskontserdil 6.
juunil 1985 (ERSO Peeter Lilje juhatusel)
kujunes selleks libimurdeks, mis andis voi-
maluse ka edaspidi Eesti suurima siimfoo-
niku teoste esitamiseks tema kodumaal.
Méni aasta hiljem joudis Neljanda stimfoo-
nia polenud #irtega partituur allakirjutanu
vahendusel ka kodumaale, praegu asub see
Teatri- ja Muusikamuuseumis. Ka seekord-
ne ettekanne tugineb siimfoonia hilisemale
variandile. Neljandat siimfooniat on ERSO
varem esitanud ka Pirnus ja Helsingis. Peale
selle on Neljas siimfoonia kslanud Neeme
Jérvi juhatusel suure eduga ka Chicagos
(1987), New Yorgis (4 kontserti New Yorgi
Filharmoonikutega veebruaris 1995) ning
Jaapanis (juunis 1995 Osakas).
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SEITSMES SUMFOONIA

Eduard Tubin alustas Seitsmenda siimfoo-
nia kirjutamist 1955. aastal, aasta pérast
Kuuenda siimfoonia valmimist, olles #sja
saanud 50aastaseks. Vahepeal oli ta ha-
kanud komponeerima tellokontserti, millest
valmis esimese osa klaviir, kuid kontsert jdi
pooleli ning helilooja pithendus oma jirg-
misele siimfooniale. Seitsmes siimfoonia oli
esialgu kavatsetud neljaosaliseks, kuid 15p-
likul kujul valmis see siiski kolmeosalise-
na, lopetamise kuupdevaks on partituuris
mérgitud 1. juuni 1958. Esmakordselt ko-
las teos 1. mirtsil 1959 Gévles Gunnar Sta-
erni juhatusel ning seejirel Goteborgis sama
aasta 28. oktoobril Sixten Eckerbergi juha-
tusel.

Kui Eduard Tubina Kuues siimfoonia 4ra-
tab tidhelepanu erakordse viljendusjou ja
dramatismiga, majudes lausa apokaliiptili-
se kuulutusena, siis ulatuselt lilhemas Seits-
mendas kasutab helilooja palju tagasihoid-
likumaid viljendusvahendeid. Ka orkestri-
koosseis on viiksem — teos on kirjutatud
kahesele koosseisule (koos bassklarnetiga),
helilooja kommentaar oli: ”Olen selles ka-
sutanud viikese orkestri voimalusi.” Vaata-
mata sellele, et Eestis pole Seitsmendat siim-
fooniat seni avalikult ette kantud (salvestis
Eesti Raadios Sergei Prohhorovi dirigeeri-
misel parineb 1960. aastast), ei saa teda teis-
te Tubina siimfooniatega vorreldes sugugi



alahinnata. Tubin, kes oli teatavasti oma
helitsode karm kriitik, on pérast Seitsmen-
da siimfoonia kuulamist éelnud: ”Ma olen
ise lemaga péris rahul. Algul kui kuulasin,
mdtlesin, et mis see niitid oli? Aga niiiid ma
vaatan, et siin on palju tarkust sees...”
Toetudes klassikalisele vormiskeemile
kuulub Tubina Seitsmes helilooja koige sel-
gepiirilisemate siimfooniate hulka. Esime-
se osa (Allegro moderato) vormiks on sonaat-
allegro, teine osa (Larghetto) on kirjutatud
kolmeosalises liitvormis keskmise skertso-
liku episoodiga ning kolmas osa (Allegro
marctale) on sonaat-allegro vormis finaal.
Seitsmenda siimfoonia helikeel on vorreldes
teda timbritsevate Kuuenda ja Kaheksanda-
ga monevorra lihtsam, voiks isegi delda as-
keetlikum, helilooja ei piiiidle nii ekspres-
siivse tundeviljenduse poole kui eelpoolni-
metatud stimfooniates. Ometi 6hkub siit
kontsentreeritud enesessesiivenemisl ja
vaimsel iileolekujoudu. Need on nagu ahis-
tavad ja painavad matted, mis otsivad vélja-
su pingelises arenduses ning kasvavad
stimfoonia Iopuosas otsustavaks protestiks.
Kuigi helilooja on piiiidnud seda smfooniat
kirjutada suhteliselt lihtsate vahenditega, on
ta teose finaalis kasutanud moningaid do-
dekafooniale omaseid teemade tuletamise ja
arendamise volieid, mis osutuvad kogu Tu-
bina loomingus kiillalt erandlikeks. Vaata-
mata sellele el saa me seda vabal tonaalsu-
sel pohinevat helitood kisitleda dodeka-
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foonilisena. Tealavasti ei tunnistanud Tubin
oma loomingus puhtakujulist dodekafooni-
al, pidades selle viljendusvdimalusi liiga
piiratuks. Helilooja on 6elnud: ”Ma pean
lugu atonaalsusest, kuid viga vithe Schon-
bergist. Seeriatehnika pole minu jaoks. Mul
on teine probleem, niiteks kuidas viljen-
dada kindlat matet kindlal viisil.”
Sarnaselt paljudele teistele Tubina stim-
fooniatele kasvab ka Seitsmenda muusika-
line materjal viilja iihest tiivest. Esimese osa
pea- ja korvalteema on jutustava iseloomu-
ga ning kiillalt lihedased, miststiu voiks
karvalteemat kiisitleda ka peateema jitku-
na. Lithikese tottluse kiigus ilmnevad iiha
enam muusikaliste kujundite sisemised vas-
tuolud, mis viitavad depressiivsete mee-
leolude svenemisele. Tootluse 15pus kuule-
me raskepiraseid akordilisi jargnevusi.
Need kolavad otsekui hingelisest masendu-
sest vorsunud saatuslikud kiisimused, mis
jddvad aga vastusela. Teise osa aluseks on
iiks Tubina kaunimaid meloodiaid, mis oma
litiirilise viljenduslaadi ja iilesehituse poo-
lest meenutab karjaseviise. Ehk on see nos-
talgiline meenutus helilooja lapsepdlvest?
Ootamatult katkestab teema rahuliku voo-
gamise groteskne skertsolik episood, kus
sarkaslilist meeleolu viljendab rahutu tri-
ooliline litkumine. Pikapeale see vaibub,
tekitades vaikse fooni, mille taustal kolab
mdtlik ja enesessesiivenenud peateema. Kui
teine osa paelub oma katkematult voolava



meloodiaga, siis kolmas osa haarab eelkdi-
ge oma sugestiivse riitmiga. Aktiivsetele riit-
mikujunditele on siin vastandatud tihepik-
kustes nootides liikuv peateema 5/4 takti-
moodus, mis on vilja kasvanud esimese osa
peateema peegelkujust. <desehituselt li-
heneb see 12-helilisele seeriale (ainuke
puuduv noot st kolab bassis). Olulise tiht-
suse saab riitmiliselt aktiivne kujund, mis
edaspidi muutub tropetitel kdlava joulise
peateema fooniks. Ka karvalteema, mis bas-
side riitmiliselt aktiivse litkumise taustal
kolab viiulite esituses intensiivselt ja iiles-
kutsuvalt, on tuletatud esimese osa peatee-
masl. To6tluse eel kolab ootamatult nagu
mingi valuline karjatus, millele jirgneb fuu-
gataolise algusega tootlus. Selle aluseks on
peateema veidi muudetud kujul. Selle osa
kohta on Tubin delnud: ”Niitidismuusikas on
koige raskem kirjutada voolavat allegro-osa.
Tonaalsete tugipunktide asemel olen ma sel-
les osas #ra kasutanud pidevat meloodilist
jariitmilist pinget. Energia, mis viib muusi-
kat edasi, on mahutatud kolme pshimotiivi
nagu kiituselattu. Ma olen onnelik, et ma
suutsin selle kirjutada.” Repriisis toimub
pinge iihtlane kasvamine kuni siimfoonia
Iopuni, kus korvalteema kulmineerub uuel
kujul metsasarvede ja trompetite esituses
kogu siimfoonia sisuliseks kokkuvatteks.

Vardo Rumessen

17

Arvo Volmer (s.1962) alustas oma muusiku-
teed klaveriopingutega. Dirigeerimist on ta &p-
pinud Tallinna Riiklikus Konservatooriumis pro-
fessorite Olev Oja ja Roman Matsovi juures
(1980-1985) ning Leningradi Konservatooriumis
professor Ravil Martonovi juures (1985-1990).
1989. aastal pilvis Arvo Volmer Nikolai Malko
nimelisel rahvus-vahelisel dirigentide konkursil
Kopenhaagenis neljanda preemia ning orkestri
eripreemia.

Dirigenditegevust alustas Arvo Volmer
1985. aastal Estonia teatris. Eesti Riikliku
Siimfoonia-orkestri (ERSO) ees debiiteeris
Arvo Volmer 1987. aastal. Alates 1993. aas-
tast on ta ERSO peadirigent ning aastail
19941999 ka Oulu Linnaorkestri peadirigent.
Lisaks tovle nimetatud kahe orkestriga juha-
tab Arvo Volmer regulaarselt ka Esionia teatri
etendusi.

Arvo Volmer on juhatanud paljusid or-
kestreid Soomes, Rootsis ja Taanis, samuti
Saksamaal, lisraelis, Venemaal, Portugalis,
Poolas, Ungaris, Litis ja Leedus.



Arvo Volmer belongs to the talented young
generation of Estonian conductors. He was
born in Tallinn 1962 and started his musi-
cal studies with piano. He studied choir and
orchestra conducting at the Conservatory in
Tallinn 1980-1985. Later he continued stu-
dies in conducting in St Petersburg for pro-
fessor Ravil Martinov and got his diplomas
for both opera and orchestra conductor.

The Estonia Theatre in Tallinn engaged
Mr Volmer in 1985. From 1993 he became
chief conductor and artistic director for the
Estonian National Symphony Orchestra in
Tallinn. From 1994-1999 he worked as a
chief conductor of the Oulu Symphony Or-
chestra. They have recoded music by Leevi
Madetoja for the Alba label.

After getting a prize and a special prize
of the orchestra in the international compe-
tition for young conductors in Copenhagen
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(Nikolai Malko Competition), Mr Volmer has
regularly been invited to conduct several or-
chestras in Scandinavia, Russia, Germany,
Poland, Hungary, Israel, Switzerland, Por-
tugal and other countries.

Arvo Volmer is reknown for his ambitio-
us and throughout going working with the
orchestras and his own orchestras have la-
ken many steps forward under his leading.
The orchestras can trust that he always kno-
ws very well the repertoire when he comes
to rehearsals.

He has often conducted contemporary
music, also many world premieres. With the
Oulu Symphony Orchestra Arvo Volmer has
also an opera production every year. In May
1996 Arvo Volmer conducted the Mahler
Symphony no. 8 with his orchestra in Tal-
linn.
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“Crisp, dynamic performances of two of the most immediately appealing of Tubin’s
11 symphonies ... This new cycle from ALBA is most welcome... Volmer’s accounts are
very strong overall, and he shows a good sense of the music’s structure.”

Guy Rickards, Gramophone June 2000

“Anyone who missed the BIS Tubin series might now be tempted by this new coupling,
which is performed with dedicated understanding, and supported by full and sympathetic
documentation”

David Fanning, INTERNATIONAL RECORD REVIEW June 2000

Recordet at Estonia Concert Hall, Tallinn 23.-24.9.1998 (Sym4) & 10.3.2000 (Sym?7)
Recording, editing, mastering & producer Maido Maadik
Photos Harry Rospu
Graphic design Pekka Kuokka
Executive producers Andres Siitan/ERSO,
Tiia Teder/Estonian Radio & Timo Ruottinen/Alba
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