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The Chopin of the Flute

By Toke Lund Christiansen

Today, Joachim Andersen is espe-
cially remembered for his concert
études for solo flute. There are no
fewer than seven collections, each
containing 24 études, as well as a
couple of extra collections with 18
studies each. This musical treasure
constitutes, nowadays, an indis-
pensable core in a flautist’s devel-
opment of both their musical and
technical skills.

In his time, Andersen was a cen-
tral figure in mid-European musical
life: he was a founder member of
the Berlin Philharmonic, where he
worked as conductor and as a highly
regarded solo flautist. He formed
close friendships with leading figures
like Tchaikovsky, Anton Rubinstein
and Hans von Bilow, and in Paris he
became known as ‘the Chopin of the
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Flute) evidencing Andersen’s remark-
able status in the city.

Joachim Andersen’s career both
began and ended with the Tivoli
Orchestra in Copenhagen, today
known as the Copenhagen Phil: first
as an assistant to his father, the
flautist Christian Joachim Andersen
(1816-1899) and later in his career
as conductor and artistic leader of
the Tivoli Orchestra (1898-1909).

Joachim Andersen came from a fam-
ily of flautists: his younger brother,
Vigo Andersen (1852-1895), was a
prominent flautist who emigrated to
the United States when still young,
working in Chicago as a solo flautist.
Some of Andersen’s most demanding
compositions (for example the last
collection of études, Schule der Vir-
tuositét, Op. 60) are dedicated to his
brother Vigo.

Like his younger brother, Joachim
Andersen also felt a longing to travel,
and after having been flautist in the
Royal Danish Orchestra (1869-1877)

Joachim Andersen, 1890




he found employment in St. Peters-
burg, performing as the solo flautist
of the St. Petersburg Philharmonic
Orchestra (1878-1880).

Musical life in St. Petersburg was
characterised by an international
atmosphere with clear Scandinavian
features, probably a consequence of
the marriage of the Danish Princess
Dagmar to the Russian Tzar Alex-
ander lll. It was during this period
that Andersen formed relationships
with a number of prominent German
publishers in cities like Hamburg and
Leipzig, as well as with the leading
Scandinavian publisher, Wilhelm
Hansen in Copenhagen. These con-
nections contributed to the devel-
opment of his musical journey, and
opened doors on the international
scene for his works.

Joachim Andersen left Russia
around 1880, travelling to Berlin. At
first he played in Bilse’s Orchestra,
but soon after, in 1882, the by now
35 year old Andersen joined with a
group of 54 dissatisfied musicians,
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a breakaway group from Bilse’s
private orchestra, to found the Berlin
Philharmonic. Andersen trained as
a conductor with Hans von Biilow,
and from 1885 there were many
occasions upon which he had the
opportunity to take on the role of
director of the Philharmonic, nota-
bly at various summer concerts in
the Dutch town of Scheveningen.
Unfortunately he lost some of his
manuscripts during a fire in this
fashionable seaside resort.

Under Hans von Bulow’s leadership,
Joachim Andersen had a fantastic
musical life as a solo flautist. He
worked with the greatest names of
the age: Brahms, Dvorak, Tchaikov-
sky, Grieg, Clara Schumann, Pablo
Sarasate and others. As soloist with
the Berlin orchestra he was also
able to present compositions which
showed off his skills, for example
Cesare Ciardi’s Le Carnaval russe,
a set of virtuoso variations he
performed for the first time at the

orchestra’s 1882 debut concert.
At that same historic concert, he
led performances of the overtures
to Beethoven’s Leonore No. 3 and
Rossini’s William Tell.

During the course of his years
in Berlin, Joachim Andersen was
extremely productive as a composer.
According to his pupil, Fritz Ahlberg,
he often spent time in the back
offices of a Berlin café where he com-
posed his pieces for flute. The many
characterful pieces bear titles typical
of their time, like those we also see in
Tchaikovsky, Chopin or Liszt. They're
often in dance forms like Tarantella
or Polonaise, or a variety of waltzes.
There are also dreamy titles amongst
Andersen’s works, similar to those we
know from, for example, Schumann
and Mendelssohn.

As a solo flautist, Joachim
Andersen trusted the older mecha-
nism for the flute, and it was only late
in his career that he began to recom-
mend his pupils to develop their skills
on the new B6hm mechanism, which

gradually came to dominate. Unfortu-
nately he was afflicted in the 1890s
with a paralysis of the tongue, prob-
ably the result of a syphilis infection,
which brought his career as a flautist
to an end.

After his years in Berlin, Joachim
Andersen returned home to Copen-
hagen. From 1893 until his death in
1909, he led the popular Palace Con-
certs, and from 1898 he appeared as
a strict leader for Tivoli’s Symphony
Orchestra. He was a charismatic fig-
ure, who with centre-parted neck hair
turned his back to the public while he
conducted. This technique had not
been seen before in Copenhagen;
he brought it from Hans von Bilow
in Berlin. He also wore white gloves
while conducting, another legacy
from von Bilow.

Joachim Andersen’s sensitive
Impromptu, Op. 7, is dedicated to his
friend the master flautist Paul Taf-
fanel (1844-1908). Taffanel holds his
place in the history of the flute as the
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person who created and formulated
the French flute tradition. The two
men’s friendship had begun in their
days in St. Petersburg, when Taffanel
had appeared as a solo flautist. He
took the opportunity to commission a
flute concerto from Tchaikovsky, but
unfortunately for flautists, there are
only a few sketches which remain of
this promising project.

In Joachim Andersen’s first
Impromptu, Op. 7, it is already appar-
ent that he had found his own style
and mode of expression. A certain
sadness dwells in many of his smaller
character pieces, with the inspiration
apparently from the usual group of
contemporaries, including Tchaikov-
sky, Brahms and Anton Rubinstein.

In contrast to the work of many other
‘flute composers’, Andersen’s piano
parts is finely worked out and clearly
shows that he played the piano well
himself.

Au bord de la mer, Op. 9, differenti-
ates itself in a number of ways from
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Andersen’s other works for flute and
piano. The piano part is so prominent
and delicately shaped thatitis a
piece for piano and flute, rather than
the other way around. In its tonal
language, this character piece lies
on the border between French late
Romanticism and Impressionism. The
atmosphere in the melodic mate-

rial is melancholically supported by
fine-voiced accompanying wave-like
gestures. After the work has moved
up to a high level of expression in the
flute, it leaves us with the feeling of
something surreal. Au bord de la mer
was dedicated to the youngest of the
Firstenau dynasty of flautists, Moritz
Firstenau, a solo flautist in Dresden.

We find a special Nordic tone in
Joachim Andersen’s smaller composi-
tions, showing inspiration from Grieg
and Johan Svendsen. In the years

up to the turn of the century, Grieg’s
collections of Lyric Pieces stood on
every piano. In Andersen’s collection
Op. 24, the small form is used to cre-

ate a magical atmosphere, with titles
that can also be found with variations
in Grieg. Andersen’s Op. 24 was dedi-
cated to his future wife, Sarah Dana
Watson, with the six character pieces
first published in London. Andersen
himself performed the final piece,

the virtuoso Babillard, with the Berlin
Philharmonic in 1891, in a version for
flute and orchestra.

We find one of Andersen’s most
charming pieces described as a
Valse caprice, Op. 44. The title of the
piece, L’Hirondelle (The Swallow), is
brought to life in elegant, ethereal
phrases.

Earlier in his career, Joachim Ander-
sen entered arrangements with a
number of music publishers, nota-

bly in Germany, and his Fantaisies
nationales, Op. 59 accommodate

a demand to be able to play music
which was familiar, rather than having
an artistic purpose. The fantasies, six
in all (Danish, English, Russian, Swed-
ish, Italian and Hungarian), were pub-

lished by Wilhelm Hansen’s in 1895.
In ‘Danois) the folk melody, ‘Vort
modersmal’ (‘Our Mother Tongue’) can
be recognised: Andersen interweaves
the tune with cadence-like bridge
passages between more and less
familiar folk tunes. The same strategy
is adopted in ‘Russe’, where Andersen
obviously has made use of his memo-
ries from the three years he spent

in St. Petersburg. Not unexpectedly,
‘Suédois’ is twice as long as the other
pieces, for the Swedish folk tunes
possess entirely special qualities, not
least in the traditional Ack, Varme-
land, du skéna, here with variations.

As a composer, Andersen concerned
himself primarily with music for the
flute. Beyond works for flute with
piano or with orchestra, he also wrote
a series of small character pieces,
representing various epochs in his
own life.

Ballade et danse des sylphes,
Op. 5 is built up on a model found in
the works of Philipp Gaubert, Louis



Ganne, Paul Taffanel and a string of
other French composers. The form,
slow then quick, was a firm require-
ment, as all the pieces became exam
assignments at the Paris Conserva-
toire. Here the graduating students
were expected to show that they had
mastered expressive playing as well
as having a perfect virtuoso tech-
nique. Joachim Andersen was friends
with Paul Taffanel over many years,
and it was certainly to Taffanel’s merit
that Andersen chose this form. The
degree of technical difficulty in the
flute part is considerable, while Bal-
lade et danse des sylphes also fea-
tures a distinct piano part.

Op. 6, the Morceaux de salon (salon
pieces), was published in Hamburg.
It seems likely that the German pub-
lisher asked Andersen to write in
such a way that also the countless
flute amateurs could enjoy the music.
The same circumstances stood for
Andersen’s contemporary, Grieg, and
his many Lyric Pieces. For Grieg, the
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pieces became an important source
of income. Andersen did not experi-
ence a similar international break-
through with his character pieces for
flute. But his many studies for flute
have become a lasting legacy. The
charming Album-Blatt in A major,
Op. 19, belongs to this category too.

The collection La Resignation et
Polonaise, Op. 22 was first pub-
lished in London, and it is typical for
Andersen that his network of publish-
ers in France, Germany, England and
Denmark functioned well. In 1894
Andersen performed in an orchestral
arrangement of La Resignation with
the Philharmonic Orchestra in Berlin.

The Sechs Schwedische Polska-
Lieder, Op. 50 were built upon an
earlier work by the Swedish singer,
Isidore Dannstrém (1812-1897).

It was Andersen’s version which
became popular, and the six Polska-
Lieder are his most popular pieces
for flute and piano. The pieces carry

a precise dating, ‘Copenhagen, 18
December 1894’ which was just
when Andersen had returned from
Berlin to Copenhagen. The well-
arranged folk tunes are, respec-
tively, in D minor, G major, E minor,
C major, D minor and F major. In

his youth, Joachim Andersen had
toured Sweden as a flute soloist,
but it was only in his later years that
he was inspired by the Swedish folk
music he had heard to write these six
splendid bouquets.

The six Polska-Lieder are based
on both well-known and less familiar
Swedish folk tunes, and elegantly put
together in rhapsodic form. There is a
tendency to assume, with Andersen,
that ‘early Joachim Andersen is best;
a view that has led to an under-
estimation of these well laid out and
lively polskas. The first two pieces are
dedicated to the flute virtuoso and
Andersen pupil, Fanny Christensen,
the final pair to Joachim Andersen’s
son, Ernst, a tragic figure who tried,
without success, to become a flautist.

Op. 46, a character piece in A minor,
Wiedersehen (Lied ohne Worte), and
the last piece on this release, is dedi-
cated to the married couple Bleecker.
It was published first in Leipzig but
was probably composed in Berlin. In
Andersen’s Wiedersehen we meet a
composer who, plagued by illness, no
longer carries youth’s carelessness.
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Alena Walentin has quickly estab-
lished herself as one of the most
versatile flautists of her generation,
with an international career as a solo-
ist, chamber musician and guest per-
former with orchestras such as the
Orchestra of the Royal Opera House,
London Concert Orchestra, the Hallé
Orchestra, London Mozart Players,
Verbier Festival Chamber Orchestra,
Iceland Symphony Orchestra and
various BBC orchestras.

As a soloist, Walentin has per-
formed duets and chamber music
alongside accomplished flautists
such as Emmanuel Pahud, William
Bennett, Lorna McGhee and Denis
Bouriakov.

Walentin is also dedicated to nur-
turing the next generation of flautists,
and she actively participates in edu-
cational initiatives, masterclasses and
workshops, sharing her knowledge
and passion for the flute with aspir-
ing flautists. She also holds the title
of Altus Artist and has served as the
Vice-Chair of the British Flute Society.
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In 2019, she released her debut
album in collaboration with pianist
Joseph Havlat, featuring works by
Bowen, Vitali, Schilhoff, Amirov and
Taktakishvili. This album received
recognition and was chosen as Album
of the Week by the Danish National
Radio P2.

In addition to her musical accom-
plishments, Walentin has earned
several prestigious awards and
distinctions, including the Wolfson
Foundation Award, the Neva Founda-
tion Award, victories in British Flute
Society competitions and commend-
able performances in the Kuhlau
International Flute Competition. She
is also a member of the wind quintet
Atéa, which received acclaim at the
Carl Nielsen International Chamber
Music Competition 2015.

The pianist Berit Johansen Tange
trained at the Royal Danish Acad-
emy of Music with Anne @land and
made her debut from the chamber
music class in 2000. She has since
2002 held a position at the Acad-
emy as an accompanist and coach.
Johansen Tange has performed as
accompanist, chamber musician
and soloist on numerous occasions,
also outside Denmark, in Sweden,
Finland, Scotland, France, Singapore
and Malaysia.

Berit Johansen Tange has worked
intensely with the music of Rued
Langgaard, and so far it has resulted
in the recording of four albums dedi-
cated to Langgaard’s piano works
for Dacapo Records. Together with
violinist Gunvor Sihm, she has also
recorded Langgaard’s complete
works for violin and piano.

She is co-editor of the Rued
Langgaard Edition: Collected works
for piano, published by Edition
Wilhelm Hansen (2018).
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Flgjtens Chopin

Af Toke Lund Christiansen

Joachim Andersen er i dag seerlig
kendt for sine koncertetuder for solo-
flojte - ikke mindre end syv samlinger
med 24 etuder i hver, suppleret af et
par ekstra samlinger, som indeholder
hele 18 yderligere etuder. Denne
musikalske skat udger i dag en uom-
geengelig kerne i udviklingen af en
flgjtenists bdde musikalske og tek-
niske feerdigheder.

| sin samtid var Andersen en cen-
tral figur i det midteuropaeiske musik-
liv: Han var medstifter af Berliner-
filharmonikerne, hvor han virkede
som dirigent og som en fremragende
soloflgjtenist. Hans teette venskaber
med toneangivende skikkelser som
Tjajkovskij, Anton Rubinstein og Hans
von Bulow er velkendte, og i Paris
blev han kendt som intet mindre end
Flajtens Chopin, hvilket vidner om
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Andersens bemaerkelsesveaerdige sta-
tus i byen.

Joachim Andersens karriere béde
begyndte og sluttede med Tivoli-
orkestret i Kebenhavn. Forst som
assistent for sin far, flajtenisten Chri-
stian Joachim Andersen (1816-99),
og sidst i sin karriere som dirigent og
kunstnerisk leder fra 1898 til 1909.

Joachim Andersen kom fra en familie
af flgjtenister: Ogsé hans yngre bror,
Vigo Andersen (1852-95), var en
fremragende flgjtenist, der i en ung
alder emigrerede til USA og virkede
som soloflgjtenist i Chicago. Flere af
Joachim Andersens mest kraeven-
de kompositioner (for eksempel

den sidste etudesamling, Schule
der Virtuositét, op. 60) er tilegnet
broren Vigo.

Som sin yngre bror havde Joa-
chim Andersen ogs8 udlzengsel, og
efter at have veeret flgjtenist i Det
Kongelige Kapel i Kebenhavn fra
1869 til 1877 fik han anseettelse i
Skt. Petersborg, hvor han bestred

posten som soloflgjtenist i det kejser-
lige kapel fra 1878 til 1880.

Musiklivet i Skt. Petersborg var
preeget af en international atmosfaere
med klare skandinaviske traek, sand-
synligvis som en felge af den danske
prinsesse Dagmars segteskab med
den russiske kejser Alexander 3. Det
var i denne periode, at Andersen knyt-
tede forbindelser til flere prominente
tyske musikforlag i byer som Hamburg
og Leipzig samt det fgrende skandi-
naviske musikforlag, Wilhelm Hansen,
i Kebenhavn. Disse forbindelser var
med til at forme hans musikalske rejse
og &bne dere for hans vaerker pa den
internationale scene.

Omkring 1880 forlod Joachim
Andersen Rusland og rejste til Berlin,
hvor han ferst spillede i Bilses Orkes-
ter. Snart efter, i 1882, var den nu
35-8rige Andersen med til at stifte
Berlinerfilharmonikerne sammen
med en udbrydergruppe péa 54 util-
fredse musikere fra Bilses privat-
orkester. Joachim Andersen havde
som dirigent taget ved leere af Hans

von Biilow, og fra 1885 havde han
gentagne gange haft muligheden for
atstdi spidsen for filharmonikerne,
herunder ved forskellige sommer-
koncerter i hollandske Scheveningen.
Under en brand i denne mondaene
badeby mistede han ulykkeligvis en
del af sine nodemanuskripter.

Under Hans von Billows ledelse op-
levede Joachim Andersen som solo-
flojtenist her et eventyrligt musikerliv.
Han kom til at optreede med tidens
sterste navne - Brahms, Dvorak,
Tjajkovskij, Grieg, Clara Schumann,
Pablo Sarasate og andre. Og som
solist med berlinerorkestret optrdte
han med egne kompositioner og ikke
mindst Cesare Ciardis Le Carnaval
russe - et saet virtuose variationer,
han spillede fgrste gang ved orke-
strets debutkoncert i 1882. Ved sam-
me historiske koncert foldede han sig
ogsa ud i ouverturerne til Beethovens
Leonore nr. 3 og Rossinis Wilhelm Tell.
| Igbet af sine ar i Berlin var
Joachim Andersen ekstremt produk-
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tiv som komponist. Ifelge eleven Fritz
Ahlberg tilbragte han ofte tid i bag-
lokalerne pé en berlinercafé, hvor han
komponerede sine flgjtestykker. De
mange karakterfulde stykker bar de
typiske titler fra den tid, som vi ogsa
ser hos Tjajkovskij, Chopin eller Liszt
- ofte i danseformer som tarantel,
polonaese og forskellige valse. Men
der var ogsé& dremmende titler blandt
Andersens - som dem vi kender fra
Schumann og Mendelssohn.

Som soloflgjtenist forblev Joachim
Andersen tro mod den eeldre flgjtes
mekanik, og det var forst sent i kar-
rieren, at han begyndte at anbefale
sine elever at dygtiggere sig pa ny-
konstruktionen af instrumentet, den
sékaldte Béhm-flgjte, der efterhdnden
vandt indpas overalt. Desveerre blev
han allerede i 1890’erne ramt af en
tungelammelse, formodentlig som
folge af en syfilitisk lidelse, hvilket
satte en stopper for hans karriere
som flgjtenist.

Efter berlinertiden vendte
Joachim Andersen hjem til Keben-
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havn. Her ledede han fra 1893 og
frem til sin ded i 1909 de populzere
Palaekoncerter. Fra 1898 tr&dte han
frem som den strenge orkesterleder
for Tivolis Symfoniorkester, men
ogsé som en karismatisk skikkelse,
der med sin snorlige nakkeskilning
vendte ryggen til publikum, ndr han
dirigerede. Denne dirigentteknik
havde man ikke set for i Kongens
Kegbenhavn, og denne mere profes-
sionelle dirigentkunst havde han
taget med sig fra Hans von Bilow i
Berlin. At han dirigerede ifert hvide
handsker var ogsé en reminiscens fra
von Bulow.

Joachim Andersens falsomme Im-
promptu, op. 7 er tilegnet vennen
og mesterflgjtenisten Paul Taffanel
(1844-1908). Taffanel indskriver
sig i flejtens historie som den, der
skabte og formulerede den franske
flejtetradition. Venskabet daterede
sig helt tilbage fra Skt. Petersborg-
dagene, hvor Taffanel havde optrédt
som flgjtesolist. Ved denne lejlighed

bestilte Taffanel en flgjtekoncert hos
Tjajkovskij, men ulykkeligvis for alle
flgjtenister kom der kun nogle fa skit-
ser ud af dette ellers lovende projekt.

Allerede i Joachim Andersens for-
ste Impromptu, op. 7 har han fundet
sin stil og sin udtryksmade. Der hviler
en vis tristesse over mange af hans
mindre karakterstykker, og inspiratio-
nen er tydelig fra samtidige koryfaeer
som Tjajkovskij, Brahms og Anton
Rubinstein. Andersens klaverstem-
mer er, i modseetning til mange andre
“flojtekomponister”, fint udarbejdede
og beaerer som her preeg af, at han
selv spillede udmeerket klaver.

Au bord de la mer, op. 9 skiller sig p&
flere mader ud fra Andersens andre
veerker for flgjte og klaver. Klaver-
stemmen er s& fremtreedende og
delikat udformet, at det naermest er
et stykke for klaver og flgjte og ikke
omvendt. Desuden tangerer dette
karakterstykke i sit tonesprog green-
sen mellem fransk senromantik og
impressionisme. Stemningen i det

melodiske stof er melankolsk, under-
stottet af fint afstemte, akkompag-
nerende bolgebevaegelser. Efter at
veerket har beveeget sig op til et stort,
hejtliggende udtryk i flgjten, efter-
lader det os med en fornemmelse af
noget surreelt. Au bord de la mer er
tilegnet den yngste i Furstenau-flojte-
spiller-dynastiet, Moritz Firstenau,
soloflgjtenist i Dresden.

Man finder ogsé en seerlig nordisk
tone i Joachim Andersens mindre
kompositioner, ikke mindst med inspi-
ration fra Grieg og Johan Svendsen.

| &rene op mod arhundredeskiftet
stod Griegs samlinger af Lyriske
stykker fremme pé alle klaverer. Hos
Andersen, i samlingen op. 24, bliver
den lille form udnyttet til at skabe
fortryllende stemninger. Ogsa titlerne
genfinder man med variationer hos
Grieg. Andersens op. 24 er tilegnet
hans kommende hustru, Sarah Dana
Watson, og de seks karakterstykker
udkommer fgrste gang i London. Det
sidste stykke, det virtuose Babillard,
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opferte Andersen selv i 1891 med
Berlinerfilharmonikerne i en udgave
for flgjte og orkester.

Et af Andersens mest charme-
rende stykker finder vi som en Valse
caprice, op. 44. Titlen L’Hirondelle
(Svalen) bliver i elegante, luftbarne
vendinger levendegjort.

Joachim Andersen indgik tidligt i sin
karriere aftale med flere iseer tyske
musikforlag, og hans Fantaisies
nationales, op. 59 imgdekommer et
behov for at kunne spille musik, alle
er bekendt med inden for en arti-
stisk ramme. De i alt seks fantasier
(dansk, engelsk, russisk, svensk,
italiensk og ungarsk) udkom i 1895
pa Wilhelm Hansens Musikforlag. |
‘Danois’ genkender vi folkemelodien
‘Vort modersmal, og Andersen veever
med kadencelignende overledninger
mellem kendte og mindre kendte
folketoner. Det samme gentager sig

i ‘Russe), hvor Andersen givetvis har
kunnet gse af sine erindringer fra de
tre &r, han tilbragte i Skt. Petersborg.
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Ikke s& maerkeligt er ‘Suédois’ dobbelt
sé lang som de @vrige, for de svenske
folketoner besidder helt seerlige kva-
liteter. Vi nikker genkendende til flere
og ikke mindst til visen Ack, Vdrme-
land, du skéna, her med variationer.

Som komponist beskaeftigede Ander-
sen sig primaert med flajtemusik.
Foruden veerker for flgjte og klaver
samt flgjte og orkester skrev han
ogsé en raekke smé karakterstykker,
repraesentative for forskellige epoker
i sit liv.

Ballade et danse des sylphes,
op. 5 er bygget op efter den model,
vi genfinder hos Philipp Gaubert,
Louis Ganne, Paul Taffanel og en
reekke andre franske komponister.
Formen, langsom/hurtig, var en bun-
den opgave, for alle stykkerne blev til
som eksamensopgaver ved Conser-
vatoire superieur i Paris. Her skulle
afgangseleverne vise, at de mestrede
det ekspressive spil og desuden be-
herskede en perfekt, virtuos teknik.
Joachim Andersen havde et arelangt

venskab med Paul Taffanel, og det
er sikkert Taffanels fortjeneste, at
han valgte denne form. Den tekniske
svaerhedsgrad i flojtestemmen er
betydelig, og Ballade et danse des
sylphes byder desuden pa en selv-
steendig klaverstemme.

Op. 6, Morceaux de salon (salon-
stykker) udkom p& et hamburger-
forlag, og det er sandsynligt, at den
tyske forlaegger har opfordret Ander-
sen til at skrive sdledes, at ogsé de
utallige flgjteamaterer kunne have
glaede af musikken. Det samme bil-
lede tegner sig for den samtidige
Edvard Grieg og hans mange Lyriske
stykker. For Grieg blev stykkerne

en vigtig indtaegtskilde. Andersen
oplevede ikke p&d samme made et
internationalt gennembrud med sine
karakterstykker for flgjte. Til gengeeld
skulle hans mange flgjteetuder saette
ham et varigt minde. Ogsa det char-
merende Album-Blatt i A-dur, op. 19
tilhegrer denne kategori.

Samlingen La Resignation et Polo-
naise, op. 22 udkom fgrste gang

i London, og det er karakteristisk
for Andersen, at hans netveerk af
forleeggere fra Frankrig, Tyskland,
England og Danmark var velfunge-
rende. Andersen opforte i 1894 selv
La Resignation i en orkesterudgave
med Berlinerfilharmonikerne.

Sechs Schwedische Polska-Lieder,
op. 50 bygger pé et forarbejde af den
svenske sanger Isidore Dannstréom
(1812-97). Det er imidlertid Ander-
sens udgave, der har vundet udbre-
delse, og samlingen er hans maske
mest populaere for flgjte og klaver.

Vi kender her til en ngjagtig datering:
“Kgbenhavn, 18. december 1894" og
de er altsé blevet til lige i brydningsti-
den mellem Berlin og Kebenhavn. De
seks veloplagte folketoner stér i hen-
holdsvis, d-mol, G-dur, e-mol, C-dur,
d-mol og F-dur. | sine ungdomsar
turnerede Joachim Andersen som
flojtesolist i Sverige. Men forst i hans
senere ar sprang inspirationen fra
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den svenske folkemusik ud som disse
seks herlige blomsterkranse.

De seks polskaer bygger pa béde
kendte og mindre kendte svenske
folketoner og er elegant sat sammen
i rapsodisk form. Hvis tendensen i
Andersens samlede veerkliste er, at
“den tidlige Joachim Andersen er
bedst”, sa bliver dette udsagn demen-
teret af hans veloplagte og spreelske
polskaer. De to forste stykker er tileg-
net flgjtevirtuosen og Andersen-eleven
Fanny Christensen. De sidste to er til-
egnet Joachim Andersens son, Ernst,
en tragisk skikkelse, der uden held
ogsa forsagte sig som flejtenist.

Op. 46, karakterstykket i a-mol, Wie-
dersehen (Lied ohne Worte), der er at
finde sidst pé denne udgivelse, er til-
egnet agteparret Bleecker. Det er forst
udkommet i Leipzig og sikkert kompo-
neret i Berlin. | Andersens Wiedersehen
moder vi den Andersen, der plaget af
sygdom ikke laengere baerer ungdom-
mens ubekymrethed.

20

Alena Walentin har hurtigt etableret
sig som en af sin generations mest al-
sidige flgjtenister med en international
karriere som solist, kammermusiker
og geestesolist. Hun har optradt med
orkestre som Orchestra of the Royal
Opera House, London Concert Orche-
stra, Hallé Orkestret, London Mozart
Players, Verbier Festival Kammerorke-
ster, Islands Symfoniorkester og flere
af BBC’s orkestre. Som solist har hun
indgéet i duetter og kammermusik
med fremtraedende flgjtenister som
Emmanuel Pahud, William Bennett,
Lorna McGhee og Denis Bouriakov.
Alena Walentin dedikerer sig ogsa
til at fremme den naeste generation
af flojtenister og deltager aktivt i ud-
dannelsesinitiativer, mesterklasser og
workshops, hvor hun deler sin viden
og passion for flgjten med kommende
flgjtenister. Hun bzerer ogsa titlen
Altus Artist og har tidligere vaeret
naestformand for British Flute Society.
1 2019 udgav hun sit debutalbum
i samarbejde med pianisten Joseph
Havlat med veerker af Bowen, Vitali,

Schilhoff, Amirov og Taktakisijvili.
Dette album blev positivt modtaget
og valgt som ‘Ugens album’ af DR P2.

Alena Walentin har ogsa modta-
get adskillige priser og udmaerkelser,
herunder Wolfson Foundation Award,
Neva Foundation Award, i British
Flute Society-konkurrencer og Kuhlau
International Flute Competition. Hun
er desuden medlem af blaeserkvintet-
ten Atéa, der modtog anerkendelse
ved Carl Nielsen International Cham-
ber Music Competition 2015.

Pianisten Berit Johansen Tange er
uddannet fra Det Kongelige Danske
Musikkonservatorium hos Anne
Jland og debuterede fra kammer-
musikklassen i 2000. Siden 2002
har hun veeret ansat som akkompag-
nater og repetiter samme sted. Hun
har optrédt som akkompagnater,
kammermusiker og solist i utallige
sammenhaenge, ogsé uden for Dan-
mark, blandt andet i Sverige, Finland,
Skotland, Frankrig, Singapore

og Malaysia.

Berit Johansen Tange har arbej-
det intenst med Rued Langgaards
musik, og indtil videre har det
resulteret i indspilningen af fire album
dedikeret Langgaards klaverveerker
for Dacapo Records. Sammen med
violinisten Gunvor Sihm har hun des-
uden indspillet Langgaards samlede
veerker for violin og klaver.

Berit Johansen Tange er medre-
dakter af Rued Langgaard Udgaven:
Samlede vaerker for klaver, udgivet af
Edition Wilhelm Hansen (2018).
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