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When Fridrich Bruk was 61, an age when most composers might look back at a 
worklist with groups of compositions tidily arranged by genre, he started a 
symphonic odyssey that is now 25 years in the journeying and has yet to arrive at its 
symbolic Ithaca. Since then, he has written a symphony almost every year, reaching 
his 23rd in 2021. A survey of the entire series has yet to be written,1 but amongst this 
unbroken thread of orchestral compositions can be discerned patterns of musical, 
geographical and cultural thought that speak not only of Bruk’s personal experiences 
but also of upheavals, distortions and erasures that characterise aspects of twentieth- 
and early-21st-century history, as they relate to Bruk’s topographical footprints: 
from Kharkov (now Kharkiv, in Ukraine, then part of the Soviet Union), where he 
was born in 1937 and where he graduated from the Conservatoire, to St Petersburg 
(then called Leningrad) for further study under Boris Arapov, to Petrozavodsk 
(previously Petroskoi), the capital of Karelia, on the west bank of Lake Onega; from 
there back to Leningrad, where he became head of the Lennauch studio for TV 
and film music, a brief sojourn in the USA, followed by permanent emigration to 
Finland, where he now lives in Tampere. These arrows on the map offer a trace of 
movement but they conceal the distressed fault-lines of history as they impinge on 
family life. Bruk’s Jewish grandparents were deported from their Latvian homeland, 
hence his engagement with both Latvian and Jewish folksongs (as in Symphony No. 
18, Daugavpils).2 His mother, the concert pianist Ada Bragilevsky-Bruk, perished in 
1943 most probably because of a deliberate form of biological warfare perpetrated 

1 I carried out a partial survey of Bruk’s symphonies, including the ones contained in two previous Toccata Classics albums of 
his music, for a Toccata blog post: https://toccataclassics.com/too-many-symphonies-part-two-fridrich-bruk/.
2 Released on the album Fridrich Bruk, Orchestral Music, Volume One (Toccata Classics tocc 0455).
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by the Nazis through their release of tropical mosquitos (encapsulations of this tragedy 
can be heard in Bruk’s Symphony No. 2). And Bruk continues to be fascinated by the 
songs of minority peoples straddling the borders of Russia, Finland and the Baltic  
States – his works seeking a triangulation of identities lost in the wake of racist ideology 
and steamrolling armies. 

Symphony No. 22, In the Ocean (2019)
With his 22nd Symphony, written in 2019, Bruk has added another concern to his 
ever-searching symphonic voice – that of environmental damage. The title page of the 
score3 reads ‘Symphony No. 22’ with a subtitle in English, followed by Finnish: ‘In the 
Ocean, Valtamerellä’. Bruk has not sought to repeat the glories of previous sea-inspired 
masterpieces – there is none of the pointillist method of Debussy (La mer), the sweeping 
vistas of Frank Bridge (in his suite The Sea) or the troubled psychologising seascape of 
Britten (Peter Grimes). Rather, he presents a symphonic warning of disturbing textures 
and fragile ecosystems-in-sound that resonate with urgent and restless musical details 
and emotional force. This piece does not record Bruk’s feelings as he stands before the 
immense waters to receive nature’s bounty with open arms – it is about what is in the 
sea, more specifically what ought not to be there. The frontispiece of the manuscript has 
upon it a quatrain of Bruk’s own (in English, then Finnish): 

Armadas of sunken ships as well 
as millions of tons of synthetic 
and radioactive waste 
at the bottom of the oceans. 

4This verse sets up the listener for a piece that, although not avoiding a pictorial element, 
seeks to orientate itself to a drama of incipient disaster as the polluting habits of mankind 
threaten the delicate balance of nature. And yet, despite this drama, and despite many 

3 Published by Music Finland, Helsinki, 2021, www.musicfinland.fi. The score is a facsimile of Bruk’s manuscript.
4 On 6 April 2022, in an e-mail to Martin Anderson, Bruk wrote: ‘I was especially shocked when TV showed pictures of big groups 
of dolphins, which made suicides on the shores in different parts of World Ocean[s].’

Maailman valtamerten pohjalla
lepää niin uponneiden laivojen armada
kuin miljoonia tonneja synteettisiä ja
radioaktiivisia jätteitä.
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tragic pages, the Symphony leaves hope for a future where these grievous imbalances 
might be rectified. 

The Symphony is dedicated to Martin Anderson, and it has two movements. The 
scoring is as follows: piccolo, two flutes, two oboes, cor anglais, two clarinets, bass 
clarinet, two bassoons, contrabassoon, four horns, two trumpets, three trombones, 
tuba, timpani, side drum, woodblock, cymbals, triangle, xylophone, tubular bells, 
glockenspiel, celesta and strings. 

The first movement is entitled ‘Delpiinien kudemat/Death of the Dolphins’ and is 
marked Severo 1 . The opening presents a theme (Ex. 1)5 in lower wind and strings, 
heavy with lament, borne on a fizzing and clamouring wave of percussion.

Ex. 1

The sense of foreboding evoked by this opening has a restless consequence, as a 
fantasy with rondo characteristics evolving over a span of nearly fifteen minutes. 
Themes come thick and fast, sharing intervals and contours; the effect is to suggest 
the riding of seething volumes of water, with only momentary calm signalled by the 
important part for tubular bells. The melodies are treated contrapuntally, are stretched 
to compounds of themselves, or appear on a solo instrument backed by chords moving 
in parallel intervals dominated by diminished or whole-tone flavours. Tonality is always 
just beyond reach. Some of these melodies are quoted in Ex. 2 (not always complete, 
since they often move seamlessly into variants)

5 All music examples are notated at concert pitch.
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Ex. 2

When these themes are combined (and there are more than the four I have quoted), 
it is possible to discern, though not in the foreground, the lurking presence of Ex. 1, as 
an undercurrent discretely propelling the surface waves. The music is a contrapuntal 
tour de force: there is little by way of conventional accompaniment, since all parts often 
have thematic import in a given passage. Theme (d) does appear again, acting as some 

(a) cor anglais at 0:25

(b) first violins at 0:35

(c) trumpet 1 at 1:48

(d) horns at 1:54
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form of recapitulation, although the music seems to resist any designation of sonata 
form. There are moments where the turbulence clears to allow respite; often bells or 
timpani bring ghosts of Ex.1 up from the depths, hinting at a passacaglia otherwise 
unperceived by the listener. In keeping with the title of the movement, the harmonic 
language is stricken with dissonance. At 5:50 material of a different character emerges 
from the blown spray of string tremolandi; two clarinets in thirds essay a dance step  
(Ex. 3) remembering Alban Berg (similar music will be heard from the flutes later in the 
movement). Behind them glockenspiel, cellos and double basses line up with fleeting 
apparitions and fragments. Shortly after this passage, the brass section intones, softly 
and briefly, a choral-type segment – a line of a hymn assuaging the lament (Ex. 4). This 
phrase, which occurs later on in the movement in an extended form, makes reference 
to the falling shape of notes in bars 4–6 of Ex. 1. A tiny fragment of the choral ends the 
movement; the merest breath of a requiem is left for the dolphins whose death has been 
so graphically expressed.

Ex. 3
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Ex. 4

The second movement is subtitled ‘Toivan äänet/Sounds of Hope’ and is marked 
Pensieroso (‘thoughtful’) 2 . Not for the first time in Fridrich Bruk’s œuvre, it is the 
glockenspiel that takes the lead above a rippling celesta.6 The chromatic nature of the 
writing is mollified by gossamer textures from tremolo upper strings. And soon one 
seems to be in the middle of a violin concerto; solo passages of deeply expressive 
virtuosity are frequent throughout the movement; a protagonist arising from the soiled 
beach left by the first movement, a voice demanding change not with tender lyric 
remembrances but with an urgent appeal for action. Ex. 5 gives the beginning of the 
solo-violin part, with arching lines and frequent use of double stopping.

Ex. 5

6 In Symphony No. 17, Joy of Life (in Volume One of this series), Bruk lets the glockenspiel announce the entire work. 



8

These shapes are taken up by the horns over a sliding bed of string chords, leading 
to a burst of complex energy. The patterns of glockenspiel, celesta and solo violin 
recommence and are developed by means of particularly lyrical writing for oboe and 
a flamboyant passage for two bassoons. Rather more solid matter arrives at 2:45 in the 
form of a rhetorical passage for strings and brass (Ex. 6). It is a musical signpost, perhaps 
seeking to call to order the already fecund proliferation of ideas; its claim to attention 
is emphasised by a declamatory trumpet. A tam tam sounds grimly at the apex of the 
climax. Once more the glockenspiel and celeste announce another stanza of featured 
soloists: flute and oboe. After a variant of Ex. 6, the buried violin concerto emerges but 
gains little purchase when the tam tam and then triangle signal another cessation of 
activity. 
Ex. 6

The movement continues in this quasi-rondo formation of alternating passages of 
solo-violin virtuosity set against tutti sections of increasing violence. At 7:06 there is a 
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huge climax, barbaric in intensity; there seems little chance that hope can be achieved 
after such a maelstrom. Flute, bass clarinet, oboe and cor anglais take up the lyric threads. 
At 9:02 the trumpet messenger reappears over chords with a rhythm that recalls both 
Ex. 6 and that of the previous climax at 7:06. Again, the melodies spool out over string 
tremolandi. From 11:25 a more scherzando-like section begins; it has a transparency that 
dilutes Bruk’s dissonant harmonic scheme, and it leads to a restatement of Ex. 5, again 
on the solo violin. An uneasy calm steadily comes over the music. The solo violin – as 
ever coupled with its fellow emissaries, glockenspiel and celesta – completes its theme 
simply, as in the manner of a gesture to what follows: tubular bells intoning a pattern 
derived from the very start of the Symphony (given in Ex. 1), over which can be heard 
the pre-recorded sounds of waves and birds. These gentle ululations do not attempt the 
avian eruption of the ‘Lever du jour’ from Ravel’s Daphnis et Chloé, neither do they fill 
the vaults of the sky with song in the manner of Einojuhani Rautavaara’s Cantus arcticus; 
Bruk’s birds are lonely, tentative voices that give less fulsome expressions of life in a 
world where luxuriance has given way to the sheer need for survival – they conclude a 
profound and disturbing meditation on the tenuous nature of life in the oceans of this 
world. 

This symphony has its being in a perpetual flow of ideas; its unusual quasi-rondo 
structures of returning but ever-changing sections suggest a musical equivalence of 
Heraclitus’ dictum that ‘it is not possible to step into the same river twice’. Bruk’s musical 
metaphor of constantly flowing forces stands in contrast to the un-decayable properties 
of the synthetic products mankind has allowed to pollute the waters of rivers and seas. 

Symphony No. 23, In the Ingrian Mode (2021)
In The World Until Yesterday, an account of the contrasts and conflicts inherent in the 
abutment of modern global societies and those more traditionally localised, Jared 
Diamond suggests, among other things, that what makes a culture unique and worth 
preserving in the face of an homogenising tendency in contemporary life is its language, 
both as a way of expressing thought but also, through the characteristics and structure 
of any given language, as a way of moulding thinking itself: ‘Different languages have 
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different advantages, such that it’s easier to express some things, or to feel in certain 
ways, in one language than in another’.7 In the face of the inexorable march of Mandarin, 
Spanish, English, Arabic and Hindi as border-hopping world languages, Diamond 
indicates what is lost when a language becomes extinct: ‘lose the language, and you lose 
much of the literature, culture, knowledge. Different languages have different number 
systems, mnemonic devices, and systems of spatial orientation’.8 Diamond warns 
that the names of animals, plants and trees, with their etymological backstories, die 
with their words. Oral poetry, stories and histories fade without a tongue or a page 
to record them. And music? Even the otherwise ultra-polymathic Diamond has not 
ventured there, but surely his argument about cultural loss applies equally well, more 
especially since much folk-music is melody and words combined, with the rhythms of 
speech having considerable bearing on what melodic and rhythmic shapes will emerge 
from a singer’s mouth. The slow but exponential move to cities in the industrial age 
had the effect of shifting people out of a known world into an unknowable city, with its 
millions locked together and yet somehow apart in the mechanisation of factory tasks. 
Worksongs cannot rise above the clatter of machines in the way they must have done in 
fields. The seasons blur in the urban smog and dirt; they lose the music of the breaking 
of spring and the falling of autumn. What were lands with village and hedgerow are 
soon unrecognisable when enclosed and rationalised into bigger and bigger farms. 
Where John Clare railed against this loss of land and culture in poignant and angry 
verses,9 collectors of folksongs – Bartók, Kodály, Sharp, Vaughan Williams, Grainger, 

7 Jared Diamond, The World Until Yesterday, Penguin, London, 2013, p. 405.
8 Ibid.
9 John Clare’s poem The Mores (1820) seems to encapsulate exactly what Jared Diamond fears about cultural and landscape loss 
(John Clare, Selected Poems, Penguin, London, 2000, pp. 169–71):

Inclosure came and trampled on the grave
Of labour’s rights and left the poor a slave 
[…]
As fallen landscapes from an evening sky
These paths are stopt […]
And birds and trees and flowers without a name
All sighed when lawless law’s enclosure came […].
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to name but a few – recognised the urgency of capture, and took the last chance to 
write down what had never been written down before. In pubs and sitting rooms sat 
the repositories of a precarious art, with the transcriber nearby, ready with scratching 
pen or primitive phonographic cylinder. This work continues as more detailed cultural 
maps emerge, even though the smallest pockets of distinctiveness seem about to get 
rubbed out by dominant monopolising forces. Fridrich Bruk is such a worker in the 
field – not so much as a collector beating a path to isolated hamlets where a folk-singer 
hums into a tankard of beer but as a receiving device for all manner of cultural signals 
that reflect his own background in Russia and his chosen home since 1974, Finland. 
Previous works of his have yoked to symphonic form the traditional music and poetry of 
Yiddish, Karelian and Finnish cultures. Klezmer forms a part of his Jewish heritage that 
readily finds a home in his large-scale works. His exploration of the music of the ghettos 
provides a heart-rending recollection of life in compression and oppression. Very few 
of his works are ‘pure’ or ‘abstract’ – on the contrary, his music is inextricably bound up 
with location, memory, language and people, not as touristic happenstance or spiritual 
opportunism but as an organic part of his lived experience. Bruk walks the territory and 
dowses for its history and its songs.10 

A standard map will not reveal the presence of the Ingrians. One might do well to 
trace their interrupted flow through history, from Lutheran settlers in the Karelia region 
under Swedish rule to their deportation or extermination during the Soviet period. 
Although some tens of thousands survived this attempted eradication, the Ingrians, like 
other peoples sliced up by borders and politics, have a tenuous hold on what might be 
hoped for as a homeland or even a unified culture; they straddle the border of Finland 
and the Russian Federation; many speak Russian and are now Orthodox, and although 
for a time they were allowed to return by right to Finland after the collapse of the 
Soviet Union, they are now subject to the rules and regulations relating to any other 

10 A partial list of Bruk compositions inspired by minority or threatened cultures would include: Symphony No. 3 Taiteilija Chagall 
(which sets Bruk’s own text in Yiddish); Symphony No. 4, Karelia; Symphony No. 5, In the Jewish Mode; Symphony No. 9, In the 
Finnish Mode; Symphony No. 10, Klezmorim II; Symphony No. 19, Tunes from the Ghettos; and the song-cycle I am a Green Birch 
Tree, for soprano and orchestra, with text from the Kalevala translated into Russian by Marat Tarasov. 
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foreigner wishing to enter the country. With these pathways leading always to barriers 
and inspection gates, it is hard to imagine that at one time a place called Ingria existed –  
but it did, in a region in the eastern corner of the Gulf of Finland, both south and west 
of St Petersburg and north towards Lake Ladoga.11 This Finnish-Ingrian identity became 
almost impossible to maintain once the dispersions of the twentieth century occurred; 
the Ingrians are even sometimes referred to as ‘Old Russians’. No wonder then that in 
his six-part series of folksong cycles for mixed chorus, Unustatud Rahvad (‘Forgotten 
Peoples’), the Estonian composer Veljo Tormis (1930–2017) included a set called 
Ingerimaa Õhtud (‘Ingrian Evenings’).12 

Bruk’s intention, not dissimilar to that of Tormis, is to both celebrate and record for 
posterity these fragile identities.13 His Symphony No. 23, In the Ingrian Mode (Finnish: 
‘Inkeriläisessä vireessä’)14 is dedicated to Toivo Flink (b. 1949), a Finnish poet of Ingrian-
Karelian heritage, author of a monograph on the history of his people focusing on the 
post-war years; he has taught Finnish and Russian history at the University of Helsinki 
since 2012.15 The symphony is scored for piccolo, two flutes, two oboes, two clarinets, 
bass clarinet, two bassoons, contrabassoon, four horns, two trumpets, three trombones, 
tuba, timpani, triangle, woodblock, two nagaras (a nagara is a Middle Eastern instrument 
similar to the bongo), tam tam, marimba, vibraphone, harp and strings.
11 In 1919–20 North Ingria, an area on the western shores of Lake Ladoga, even enjoyed a brief period of independent statehood.
12 Tormis worked on the Forgotten Peoples series intermittently over a period of nearly rwenty years. The complete series, which 
has the subtitle ‘Minu hõimude vanad laulud’ (‘The Ancient Songs of my Balto-Finnic Kinsfolk’), consists of Liivlaste Pärandus 
(‘Livonian Heritage’), Vadja Pulmalaulud (‘Votic Wedding Songs’), Isuri Eepos (‘Izhorian Epic’), Ingerimaa Õhtud (‘Ingrian 
Evenings’), Vepsa Rajad (‘Vepsian Paths’) and Karjala Saatus (‘Karelian Destiny’). In the six separate books of the Forgotten Peoples 
series, published by Edition Fazer, can be found a useful map of where precisely the almost lost cultures resided, from the Livonians 
on the north-western tip of modern-day Latvia, through the cluster of peoples living on the southern shore of the Gulf of Finland, 
to the Karelians and Vepsians occupying land between the two great lakes, Ladoga and Onega. 
13 Linguistic fragility alone accounts for the urgency of Bruk’s work: Ingrian (classified as a Finnic language and sometimes called 
Izhorian – although, confusingly, the Izhors are classified as a distinct group) currently has approximately 120 elderly speakers and 
is therefore considered ‘critically endangered’, according to the criteria specified by UNESCO. More details can be found at https://
www.ethnologue.com/language/izh. 
14 I have used ‘Ingrian’ in preference to the more literal translation, ‘Ingermanlandian’, which appears on Bruk’s title page.
15    Toivo Flink, Kotiin karkotettavaksi: Inkeriläisen siirtoväen palautukset Suomesta Neuvostoliittoon vuosina 1944–1955 (‘To Be 
Deported Home: The Return of the Displaced Ingrian Population from Finland to the Soviet Union 1944–1955’), Historiallisia 
Tutkimuksia No. 251/Arkistolaitoksen toimituksia No. 10, Suomalaisen Kirjallisuuden Seura, Helsinki, 2010.
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Each of the three movements has a subtitle, referring to a region within the Ingrian 
lands: ‘Soikkola’, ‘Hevaa’ and ‘Serepetta’. Whereas Symphony No. 22 is inspired by the 
element of water, it is the element of earth that is conjured in Symphony No. 23; stamping 
feet and an heraldic trumpet announce an entirely different scena: rhythmically propulsive 
dance-melodies over constantly varied accompaniments 3 . Bruk has stated16 that he used 
themes from a collection of Ingrian folksongs, Inkerin kansan lauluja, by the Finnish 
composer and ethnomusicologist Armas Launis.17 Launis’ book labels the folksongs only 
by number; there are no song titles or texts. For his symphony, Bruk has dispensed with 
even Launis’ numbers, his method being to allow for a free interplay of variation and 
proliferation of folk-melodies rather than framing them in ‘settings’. In this way Bruk has 
constructed a piece that – in method, at least – resembles the treatment of the original 
material of his Symphony No. 22. This approach is analogous to the way the corpus of 
Ingrian folk-music was treated by its practitioners, with melodies being instantly varied 
during performance and having any number of texts attached to them according to 
circumstance; as the ethnomusicologist Kati Kallio puts it: 

one melody might be sung in many ways, and many different melodies might be used 
within one context. Moreover, it is sometimes difficult to draw a line between the different 
melody-types even for the needs of scholarly analysis. Among the Ingrian genres, the 
dance melodies apparently contained the most performative variation.18 

It would seem that Ingrian folk-music has variation principles at its core, not in the 
manner of a classical ‘theme and variations’ but by way of an organic procession of ideas 
changing by the moment.

The first movement is headed ‘Soikkola’ – the Ingrian word for ‘peninsula’, which 
gives its name to the Soikinsky Peninsula that juts into the Gulf of Finland to the 
west of St Petersburg. Ex. 7 gives the start of the Symphony with its heavy chords and 
annunciatory trumpet 3 .

16 In an e-mail to Martin Anderson dated 4 April 2022.
17 Published by Suomalaisen Kirjallisuuden Seura, Helsinki, 1910. 
18 Kati Kallio, ‘Interperformative Relationships in Ingrian Oral Poetry’, Oral Tradition, Vol. 25, No. 2, 2011, p. 402.
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Ex. 7
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The marimba part is also important, since it uses a narrow cell of notes typical of Ingrian 
folk- music. Ex. 8 gives the opening ‘Röntüška 1’ from Tormis’ Ingrian Evenings and  
Ex. 9 ‘The Swinger, the Swayer’, a tune transcribed by A. A. Borenius19 in 1887. Exx. 8 
and 9, showing movement largely by step and sequenced cells, serve to illustrate much 
of Bruk’s working in his Symphony No. 23. 

Ex. 8

Ex. 9

As is typical of Bruk’s style, two or three tunes are offered at once, in bright 
counterpoint, before an elegant flute theme is heard (Ex. 10). It is promptly passed 
around to oboe and then bass clarinet, as if from singer to singer in an Ingrian folk-
performance. At 1:04 the trumpet returns for a long passage, ever-varying the shapes 
of both Exx. 7 and 10. 

Ex. 10

19 Axel August Läteenkorva (1849–1931) – who had the surname Borenius until 1906 – collected some 900 folksongs on eight 
collecting trips from 1871 to 1889. 
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The stomping chords that began the Symphony return in brass and timpani at 1:44. 
The mood is celebratory, with bracing colour from the percussion section. The 
trombones take up the melody in garrulous mood before a short pause. By this time 
a significant opposition has been set up between dance and lyric elements, and the 
rest of the movement can be followed within these broad outlines. It might be said 
that a more relaxed ‘second-subject group’ begins at 2:19, where the oboe spools 
out a melody reminiscent of Ex. 10, but ever-coiling back on itself. At 3:49 the bass 
clarinet weaves another melodic spell; each time these solo instruments establish a 
lyric pool which is then disturbed by brass outbursts. At 4:57 a passage in 5

8 hints at 
the tendency of some Ingrian folk-music to frame itself in five beats (as in Ex. 9). As 
the movement continues, the dark-hued chromaticism of Symphony No. 22 takes an 
increasing hold on the music so that folk-elements are obscured. At 5:49 a highly 
chromatic passage for strings has the feel of an aria – a slow movement nested within 
the overall structure. The cantilena first violins are underpinned by Bruk’s typical 
method of harmonisation – a kind of discordant organum. A mysterious shadow falls 
over the music that is dispersed only by the ‘stomping’ rhythm of the brass at 8:14, 
itself heralding a marimba solo before sunlight enters in the form of an interplay of 
more obvious folk-like material. The next brass signpost comes at 10:26. A variant of 
Ex. 10 begins at 11:13, with piccolo taking the flute original in its own direction. At 
12:02 the brass return with savage abandon – a wild reprise of the passage at 1:44, 
with the trumpets and trombones enacting circus-like acrobatics. The high point 
comes at 12:35 – a remarkable passage of hallucinatory colour: percussion washes 
over aleatoric string patterns, like a wonderful dream suddenly overwhelmed by an 
unwelcome reality. The coda at 12:56 is a ghost-remnant of the 5

8 section first heard 
at 4:57. Fragments of melodies flit across a darkening stage and the music touches  
D major in the last bar.
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The Lutheran parishes of Ingria in the St Petersburg oblast, c. 1900 – 
its folk-music commemorated in Fridrich Bruk’s Symphony No. 23, In the Ingrian Mode –

showing the locations of Soikkola, Hevaa and Serepetta

Source: 
Wikipedia



18

The second movement, ‘Hevaa’ 4 , has the feel of an intermezzo. Hevaa, now known 
as Kovashi in Russian, is more or less equidistant between the former Soikkola and  
St Petersburg. A beguiling cor anglais tune in alternating patterns of seven- and eight-
quaver beats sets up the movement – it has the characteristically narrow interval set of 
many Ingrian folksongs (Ex. 11). 

Ex. 11

At 0:36 the violins essay a chromatic expansion of this melody before the bassoon 
takes over. Impassioned strings steer the music on course for a discordant climax at 
1:56. A rather primal percussion interlude sets up a scurrying of strings and flute. The 
harp has its own theme at 2:53 – a simply presented melody with all dissonance washed  
away – and the music seems to trail a foot in a bright stream of G major (Ex. 12). 

Ex. 12
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A more sceptical view of this material is offered by clarinet and trumpet before the cor 
anglais and marimba seek to reassert the pastoral mood. The muted trumpet sounds 
a dissonant and somewhat martial melody at 5:07. An agitated piccolo line at 6:39 
gradually spreads panic throughout the orchestra before another percussion interlude 
arrives at 7:28. A solo violin begins a new episode at 8:05 that reflects back to Ex. 12, 
but the music seems now permanently clouded over, like a vision lost. Finally, the harp 
theme returns at 9:50 but somehow is made more wistful by the simple addition of 
a glockenspiel counter-melody. This material scatters, and the muted trumpet returns 
like a distant reveille, and this mysterious movement is closed with a sweep of the harp 
strings.

The third movement, ‘Serepetta’ 5 , a parish in the district of Peterhof, St Petersburg, 
opens in festive mood – the tempo marking is Risoluto. From the plethora of themes on 
offer Ex. 13 gives the martial theme of the trumpet, and Ex. 14 a lyrical response shared 
between cor anglais and bass clarinet.

Ex. 13
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Ex. 14

Ex. 14 links hands in this way until a climax at 2:08. As is so often the case with 
Bruk’s recent works, the interludes of the percussion section act to give the listener some 
structural bearings – one of these passages follows the climax. A varied return on the 
bass clarinet of Ex. 10 from the first movement occurs at 2:41. When the flute enters 
shortly afterwards, it reflects back to Ex. 12 in the second movement; it is as if Bruk 
is drawing all the threads together. At 3:31 the opening of the movement returns in a 
rather distorted form. Trumpet fragments of Ex. 13 are passed to trombone and tuba, 
which establish their own powerful theme (Ex. 15).

Ex. 15
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The fallout from this energetic passage sees the violins making a tragic mask out of 
another derivative of Ex. 10. The climactic trumpets and trombones return at 5:01.  
A new and hesitant mood, marked Andante, follows at 5:28 – the tentative springboard 
for another series of wind solos, led by a mournful bassoon. At 6:42 another percussion 
interlude aids orientation. The muted-trumpet theme heard twice in the second 
movement returns at 6:52 as a soft choral or march-past of forgotten troops. The coda 
begins at 7:35 and gathers itself to a double-time rendition of the most martial trumpet 
material, and a flurry of G major brings the Symphony to an ebullient close. 

At a age when most composers might be content to hang the muse’s lyre on its peg 
for good, Fridrich Bruk surges ahead with new works – not the music of twilight years or 
Rossini-esque ‘péchés de vieillesse’, but music in large-scale forms brimming with ideas 
and with a connection to his own life and the history in which he has found himself. 
It is music that inspires, provokes thought, and even warns. May his odyssey continue. 
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2021 Surrey Opera conducted by Jonathan Butcher premiered Madeleine, and in 2023 Welsh National 
Opera will premiere Blaze of Glory. When not composing, performing or teaching music, he writes 
poetry. 

Māris Kupčs started his musical career as a choral conductor, later focusing on orchestral and 
operatic repertoire. As a founder of the Baroque orchestra Collegium Musicum Riga and the 
Baroque choir Collegium Choro Musici Riga, as well as the Early Music Department of The 
Jāzeps Vītols Latvian Academy of Music, he is one of the few conductors who can direct Baroque 
operas and other early-music works from the harpsichord, conduct more contemporary large-
scale symphonic or operatic repertoire with a baton and play chamber-music programmes as a 
sought-after continuo player. 

Māris Kupčs is the winner of many conducting competitions, often with Balsis, the choir he 
established: the BBC Grand Prix in 1991, and the Silver Rose Bowl and Grand Prix Neuchatel 
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in the same year and the first place in Cantonigros 
in 1995, as well as first places in the national 
conductors’ contests in Riga and the international 
conductors’ contest in Vilnius in 1990. 

He has been a frequent guest conductor of the 
Liepāja Symphony Orchestra since 1999, when they 
recorded the album Pūt, vējiņi (‘Blow, Wind’), which 
received the Annual Latvian Music Recording 
Award in 2000 and for more than five years was 
one of the best-selling CDs in Latvian history. He 
has been music director and conductor of many 
operas and musicals, among them Johann Strauss’ 
Die Fledermaus at The Latvian National Opera 
and Wiener Waltz at The Liepāja Theatre, Zigmārs 
Liepiņš’ opera Parīzes Dievmātes katedrāle (‘Notre 
Dame’) at The Latvian National Theatre, and more 
than 25 Baroque and Classical operas, including 
Caccini’s Euridice, Gluck’s Orfeo, Handel’s Acis and 
Galatea, Deidamia and Serse, Monteverdi’s L’Orfeo, 
Mozart’s Don Giovanni and Mitridate, re di Ponto, Salieri’s Prima la Musica, poi le Parole and 
Vivaldi’s Ottone in Villa. He has conducted in Canada, Denmark, France, Italy, Lithuania, 
Poland, Russia, Sweden and the USA.

For Toccata Classics he conducted both the previous albums in this series of the symphonies 
of Fridrich Bruk: Nos. 17 and 18 on tocc 0455 and Nos. 19–21 on tocc 0543.

In 2020 he was decorated by the Latvian State with the Order of the Three Stars.

Founded in 1989 by Gintaras Rinkevičius (still its artistic director and chief conductor), the 
Lithuanian State Symphony Orchestra made its debut in that first year. The Orchestra’s 
activities began during the years of the national revival of the late 1980s and have evolved 
in parallel with the history of the re-established independence of Lithuania. It is thus no 
coincidence that its first name was the Youth Symphony Orchestra: a young state, young 
musicians, a young conductor and major hopes for the future. Although three years later the 
prestigious title of the Lithuanian State Symphony Orchestra was conferred upon the group, 
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the musicians and their artistic director have been faithful to their youthful traditions. Gintaras 
Rinkevičius and his orchestra became one of the symbols of the young state and of the renewal 
of its society, with programmes that introduced works not yet heard in Vilnius, among them 
Wagner’s Parsifal, Elgar’s The Dream of Gerontius, Honegger’s Jeanne d’Arc au bûcher, Walton’s 
Belshazzar’s Feast and Mahler’s complete symphonies.

For its first ten years the Orchestra led a student-like life: with no roof over its head it would 
perform at different venues, and yet its loyal audience would follow it everywhere. At last, in 
1999, Rinkevičius’s determined efforts yielded results and the Orchestra acquired its home, the 
Congress Hall in Vilnius. 

An important element in the Orchestra’s activities is in the operatic productions of the 
theatre director Dalia Ibelhauptaitė (Pagliaccio, La bohème, Die Zauberflöte, Werther, Eugene 
Onegin, Kat’a Kabanová, Così fan tutte, Hänsel und Gretel, Il trovatore, Pelléas et Mélisande and 
Tosca). She rallied young singers into an informal movement which eventually was granted the 
formal status of Vilnius City Opera. Concert performances of operas – among them Parsifal, 
Simon Boccanegra and Lady Macbeth of Mtsensk – also feature in the Orchestra’s activities. 
Another feature of the repertoire is the music of such rock bands as the Electric Light Orchestra, 
Pink Floyd and Queen.

Every year the Lithuanian State Symphony Orchestra has concert tours in European 
countries.  It also pays considerable attention to its educational mission of acquainting the 
listener with professional art-music of the highest calibre, and of contributing to the spread 
of musical ideas. Every year it builds up a wide-ranging repertoire, introduces exceptional 
programmes and invites young talent to perform alongside recognised soloists. The youngest 
concert-goers are thrilled by the Orchestra’s special educational programmes for children with 
the participation of theatre actors and circus artistes.
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