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Igor Stravinsky (1882 in Oranienbaum –1971 in New York)

Stravinsky composed a small but significant body of works for wind instruments of which 
the larger ones are presented on this CD. The first three wind works, Symphonies of 
Wind Instruments, Octet and Concerto for Piano and Wind Instruments, were created 
in the twenties when the composer went through a period of compositional transfor-
mation and these works represent a significant shift in style on more than one level.  
The 1910’s saw truly dramatic changes politically and culturally, the tsarist Russian Em-
pire was overthrown by the Bolsheviks, and the economic ramifications in theaftermath  
of WWI as well as the psychological consequences of the war had an impact on cultur-
al direction. Post-war European musical modernism was divided and explained through 
nationalistic rhetoric. The French ideals of the avant-garde were musical autonomy, ob-
jectivism, simplicity and architectural structures while the German branch was catego-
rized as psychologizing and Stravinsky and Arnold Schönberg were the prominent figures.  
Stravinsky’s Russian period, with the hugely successful large ballets for Diaghilev’s 
Ballet Russe in Paris, the inspirational musical sources in material and form, derives 
from the Russian folk tradition, something Stravinsky may have felt was associat-
ed with bolshevism, which he did not admire. The musicologist Frances Maes ar-
gues that Stravinsky’s stylistic change into neoclassicism had a wider and deeper 
ideological base. As Stravinsky turned away from the Russian folk traditions as his 
source of inspiration, he embraced the western bourgeois rooted elitist tradition.  
Stravinsky found the modernists need to shock the bourgeoisie puerile but 
shared their ideals, as autonomous music, purity and simplicity, and he want-
ed to place himself at the head. Jean Cocteau put the aesthetic ideal into 
words, in his manifesto “Le coq et l’harlequin” is the phrase “les choses en soi” 
(things in themselves) which soon echoes in Stravinsky’s first musical credo.                 
Stravinsky’s choice of wind instruments could have had several reasons. Stravin-
sky declared that the objective, architectural style he aimed to achieve was 
served well by the wind’s sound structures. Post-war Europe’s struggling econo-
mies also meant lesser funding of the arts so the smaller scale of the works 
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might also have been a defining factor. Stravinsky was not the only one redis-
covering the wind ensemble during this period. The contemporary music festi-
val in Donaueschingen decided to programme wind bands in 1926, thus con-
tributing many new works to a then meagre contemporary repertoire. This 
decision has had a significant and lasting impact on the evolution of wind music. 
The very large wind orchestras had previously gained great popularity in con-
nection with the French revolution when culture was ripped from the gentry 
and brought to the people. It is interesting to ponder if there is a correspond-
ence with the changes in the aftermath of WWI and the demise of romanticism. 
A few weeks after the outbreak of WWII in 1939 Stravinsky travelled to the United 
States with the purpose of giving a series of lectures at Harvard University. He came 
to remain there for the rest of his life and gained American citizenship days after Eb-
ony Concerto was finished. The concluding two wind works on the CD, Circus Polka 
and Ebony Concerto, thus represent something different as parts of Stravinsky’s few 
excursions into the genres of jazz and popular music. These works were not matters 
of the heart but commercially motivated and rather hastily written.  
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Music

Symphonies of Wind Instruments (1920, revised 1947) is considered one of Stravin-
sky’s greatest works. Composed in 1920 in the transitional period from the Rus-
sian to the objective, neoclassical style, the work show traits from both, in drawing 
from Russian folk tradition and orthodox ritual while set in an objective, non-expres-
sive style pointing forward. Procedures present in Le Sacre de printemps trans-
formed through Three Pieces for String Quartet become evident in the Chorale.  
The title “Symphonies of Wind Instruments” in plural is generally interpreted as 
pointing to the original Greek meaning of the two parts of the words “together” 
and “sounding” of wind instruments. Stravinsky had just returned to live in France 
and started to sketch on the work in Carantec, Brittany. The final Chorale was 
finished in June 1920 and a piano version was published as “Le Tombeau de 
Claude Debussy” together with ten works of other composers in La Revue Musi-
cale in December. The complete work was finished at Garches in November 1920.  
Symphonies d’instruments á vents is scored for 23 orchestral winds, the revision 1947 
presented here, without the alto flute, alto clarinet and a trumpet in A featured in the  
original version.  Stravinsky called Symphonies of Wind Instruments a hieratic discourse,  
severe, austere and ritualistic. Stravinsky draws from the Russian orthodox ritual where  
the feelings of loss and lamentation is rituaized and he replaces musical devel-
opment with the ritualistic. Symphonies of Wind Instruments is constructed in 
a single movement divided into sections with the Chorale placed at the end. 
Serge Koussevitzky led the first performance in Queens Hall, London, in 1921. 
Stravinsky was present and characterized it as a ”débacle”. His comment on the work 
and its reception was: “This music isn’t meant “to please” an audience, or to rouse its 
passions. I had hoped, however, that it would appeal to those in whom a purely musi-
cal receptivity outweighed the desire to satisfy emotional cravings”, a comment that 
also sheds light on Stravinsky’s intentions.
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Octet (Octuor) (1923, new version 1952) is recognized as one of the first works 
in the neoclassical genre. The retrospective element is present with references to 
historical styles and forms. Indications are that the initial idea was something for 
piano, winds and timpani that was dropped. Sketches of the waltz variation are found 
among Stravinsky’s notes for Symphonies of Wind Instruments. Stravinsky claimed 
he didn’t know the instrumentation in the initial stages of composition but that “the 
contrapuntal material” demanded wind instruments. This claim is later contradicted 
by Stravinsky who told Robert Craft that the music came to him in a dream where 
he found himself surrounded by musicians playing music he did not recognize. He 
counted to eight musicians playing flute, clarinet, bassoons, trumpets and trom-
bones. Waking up in an elevated state of mind he started to work on the Octet.  
A draft for the first movement was finished in August 1922, and written in Biarritz during 
the autumn. The whole work was finished in May 1923 in Paris. The conductor Serge 
Koussevitzky arranged a series of concerts at the Paris Opéra and invited Stravinsky 
to conduct the Octet. The first performance took place at the Paris Opéra in October 
1923 under the baton of a very nervous composer. There was a recording, now lost, 
made at the end of 1923. A then most difficult task, since Stravinsky’s architectural 
sound structure was built on the different sound levels of the woodwinds and brass. 
The Octet gave rise to the first commentary Stravinsky made on his own mu-
sic. In an artistic manifesto in miniature he proclaims that the Octet is a musi-
cal object, it is self- sufficient and solve only musical problems. Image and lit-
erature is irrelevant to music according to Stravinsky. It would not be far-fetched 
to think Stravinsky found inspiration to the manifesto in the avant-garde at-
mosphere in Paris, Jean Cocteau and the Dada manifesto of Tristan Tzara, 
both of whom Stravinsky lunched with shortly after the premiere of Octet.  
The slightly unusual scoring is a consequence of the composer’s wish for 
an austere form and a desire for the architectural elements of the com-
position to emerge clearly through the instruments difference in volume. 
The Octet is written in sonata form. The first movement, Sinfonia, in the pattern of  

10



the classical overture with a slow introduction, but in variable meters, followed 
by a fast section. The second movement, inspired by Mozart, is in the form of 
theme and variations. Tema con Variazioni is the first example of Stravinsky’s 
method of variations later applied in several works including the Ebony Concerto. 
The Finale is a fugue based on the rhythm of an old Russian folk dance, khorovod 

Concerto for Piano and Winds (1923-24, revised 1950) is one among several piano 
pieces composed as vehicles for Stravinsky himself in an effort to make money as 
a performer. Serge Koussevitzky suggested that Stravinsky should play it himself 
and the composer realised the advantages. The lively and vibrant concerto was suc-
cessful and he performed the virtuoso piano part frequently in the following years. 
Stravinsky did sketches in July 1923 and finished it in Biarritz in April 1924. The 
concerto was premiered at the Paris Opéra in May 1924 under Koussev-
itzky with Stravinsky at the piano. The concerto has three movements, in a 
three-part sonata form, in the style of the concerto grosso with references to 
Bach, displaced accents and variable meters being the rhythm characteristics. 
I. Largo-Allegro opens in a ritualistic, sombre punctuated style with tutti brass chords 
alternating with melodic lines in the woodwinds. Stravinsky shifts sonorities let-
ting the different instruments dominate the sound. The piano takes the initiative in 
the allegro, inspired and vigorous, presenting the thematic ideas for the ensemble. 
II. Largo is opened by a simple theme in the piano leading to a cadenza and a change of 
character. After a second cadenza, the piano picks up a new character into the finale. 
III. Allegro has a high tempo. The finishing Coda again features the displaced accents.

Circus Polka (For a Young Elephant) (1942) was written in the United States. 
This is a short work for winds and stands apart from the other pieces presented. 
The choreographer George Balanchine got a commission from The Ringling  
Brothers’ circus company, for a ballet performed by a dancer and young elephants.  
Balanchine asked Stravinsky to compose the music which he did in a version for 
two pianos. The orchestration was done by David Reksin and the ballet was first 
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performed in Madison Square Garden in 1942. The choreography was even-
tually made for ballerinas and fifty elephants dressed up in pink tutus. Thus, the 
rhythms of the music did not suit the way elephants move. The polka rhythm re-
ally occurs only once, together with a quote from Schubert’s Marche Militaire.  
When asked in an in interview in 1946 whether the Circus Polka was a musical satire 
in sound, equivalent to Toulouse-Lautrec’s Scène de cirque, Stravinsky said yes, but 
that seem to be an afterthought without grounds as his unpublished notes contradicts 
The Ringling Bros. founded their circus company in 1871 and merged with Barnum & 
Bailey’s troupe in 1919. A month after this recording of the Circus Polka was made, in 
May 2017, the circus company announced their closing down after 147 years.

Ebony Concerto (1945) was commissioned by clarinettist Woody Herman who al-
ready had a set date for performance. Stravinsky’s previous experience with jazz 
came from listening to bands in Harlem, Chicago and New Orleans. He prepared, 
listening to recordings with Herman’s Big Band and enlisted the help of a saxophone 
player, to show him fingerings as this was the first time he wrote for the saxophone.  
Ebony Concerto is scored for Herman’s Big Band with a French horn add-
ed. Stravinsky’s idea was to write a concerto grosso with a slow blues as the 
middle movement. Herman might have intended to do the concerto like any 
band piece without a conductor but the different meters proved this too dif-
ficult. Ebony Concerto was premiered in March 1946 at Carnegie Hall, NY, 
with a conductor, and first recorded with Herman’s band in summer 1946.  
The first movement, Allegro moderato, in B flat lies on a simple undeveloped sonata 
form. The opening, with ostinato-like rhythm and repetitive constructions, combine the 
traits of early neoclassicism with jazz in the riff-like figures moving from the trumpet- 
and saxophone-sections to the harp and piano followed by the entrance of the solo 
clarinet, playing the long lines of the second theme melody leading up to a cadenza. 
The middle, slow movement is a blues in F minor where the solo clarinet ap-
pears sparingly. Opening with a gloomy blues melody in low saxophones, 
developing and alternating between the woodwind and brass sections. 
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The last movement, returning to B flat, is a theme, three variations and coda. The 
theme is presented by the bass clarinet, in the first variation the theme is expand-
ed with repeated syncopated figures in the tenor saxophone against ostinato-like 
staccato-semiquavers in the clarinets. The melodic theme returns before the solo 
clarinet enters in Vivo. The tutti Coda ends the work, in consonance a piano nuance.  
Stravinsky considered the Ebony Concerto his most successful attempt in the popu-
lar genres.
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Artists

The Swedish Wind Ensemble (Blåsarsymfonikerna) is the largest professional ci-
vilian wind ensemble in Sweden. Today it counts twenty-five wind players and two 
percussionists frequently expanding to accommodate the demands of larger works.  
The Swedish Wind Ensemble (SWE) excels in an extensive repertoire reach-
ing over many genres, ranging from contemporary music to late romanticism, Ar-
gentinian tango, cross-over, opera and jazz. The orchestra takes pride in pre-
senting to the audiences works by women, historical and contemporary as well 
as new commissions. The season 2010/11 the goal was set for a repertoire 
equally divided between compositions by women and men. The successful ini-
tiative, feared and considered impossible, created a stir in Swedish cultural life.  
Celebrating a centenary in 2006, the SWE was originally founded by workers in 
the local trans port company in Stockholm, with funds from the union. The ensem-
ble commenced as a brass sextet, with members employed as bus and tram driv-
ers in the city’s transport system, expanding over the years to become a full wind 
orchestra in the German tradition, i.e. without saxophones, in the thirties. SWE 
has since then developed into a flexible professional modern wind ensemble. Re-
cent years has included tours in Spain, the UK, Estonia, Norway, Italy and Russia. 
Situated in Stockholm, the SWE entered a new era in 2011 when the orchestra had the 
opportunity to take over a concert hall, the former Royal Academy of Music now called 
Musikaliska, erected in 1878. This distinguished venue, historically trodden by great 
musicians and composers, has heard the historical premiers of many great Swedish 
works. Musikaliska is also where the first Nobel Laureates received their awards.  
Many composers have written for SWE e.g. Christian Lindberg, Ingvar Karkoff, 
Luca Francesconi, Catharina Backman, Anders Hillborg, Anders Emilsson 
and Ann-Sofi Söderqvist. Soloists rank from the up and coming to well estab-
lished international stars, such as Oystein Baadsvik, Christian Lindberg, Hå-
kan Hardenberger, Sergei Nakariakov, Charles Vernon, Claude Delangle, Mar-
tin Fröst, Olle Persson and tangonistas Susana Rinaldi and Marcelo Nisinman. 
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SWE has done a series of recordings with former principal conductor Christian Lind-
berg featuring music by e.g. Leonard Bernstein, Mark-Anthony Turnage, Hugo Alfvén, 
Edgar Varèse and Christian Lindberg.

Conductor Cathrine Winnes has rare communicative gifts, outstanding precision and 
uncompromising musicianship. She is known in Norway and beyond for her work on the 
podium and also for her pioneering work as a broadcaster. Winnes was born in Norway 
1977. She holds a Diploma degree in orchestral conducting from the Norwegian State 
Academy of Music, after studies with prof. Ole Kristian Ruud and prof. Jorma Panula. 
Winnes was appointed artistic director and chief conductor of the Swedish Wind 
Ensemble in 2016. From 2013–2017 she was the chief conductor of Östgöta 
Wind Symphony and has served as lecturer in orchestral conducting at the Nor-
wegian Academy of Music since 2008. Winnes’ conducting career in Scandinavia 
has seen her work with the Oslo Philharmonic Orchestra, the Swedish Radio Or-
chestra, the Royal Swedish Opera and the Royal Stockholm Philharmonic Orches-
tra among others. Winnes’ energetic musical style has seen her transcend classi-
cal music’s usual boundaries and reach new audiences. She appeared as both 
conductor and presenter for the Norwegian state broadcaster NRK’s “Art and 
Regime” series, examining the life and works of Dmitri Shostakovich. In 2013 she 
appeared in NRK’s TV production marking the centenary of women’s voting rights 
in Norway, uncovering lost works by Norwegian female composers from the era. 
Winnes’ interest in contemporary music and has seen her lead a number of world and 
Scandinavian premieres. As part of the Nordic group “Inversion” she conducted the 
contemporary ensemble KammarensenmbleN’in a programme for Swedish television 
broadcaster SVT, and in August 2015 Winnes’ recording of music by Klas Back-
man with the Norrkoping Symphony Orchestra was released on the Naxos label, and 
nomineed for a “Grammis.”

Swedish-Polish pianist Peter Jablonski is internationally acclaimed for his natu-
ral fluency of playing and an extraordinarily deep knowledge of piano reper-
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toire, which make his performances timeless and captivating. Jablonski has 
been performing on major world stages for over twenty-five years, and has per-
formed with world’s leading orchestras that include the BBC Symphony Orches-
tra, Royal Philharmonic Orchestra, La Scala Philharmonic, NHK Tokyo, DSO Ber-
lin, Warsaw Philharmonic, Los Angeles Philharmonic and Cleveland Orchestra. 
He worked with such composers as Witold Lutosławski and Arvo Pärt, and collabo-
rated extensively with conductors as Vladimir Ashkenazy, Valery Gergiev, Charles 
Dutoit, Kurt Sanderling, Esa-Pekka Salonen, Riccardo Chailly, Daniele Gatti, and  
Myung-Whun Chung.  Jablonski had a number of works composed for, and dedicated 
to him, including Wojciech Kilar’s Piano Concerto, which won him the Orpheus Award 
for the world premiere performance at the Warsaw Autumn Festival. His extensive 
discography includes recordings he has made for Decca, Deutsche Grammophon, 
Philips, and Altara labels for thirty years. He received numerous awards for his re-
cordings, which include the Edison award and the Grammophone Classical Music 
Award.

Clarinettist Johan Söderlund is the currently serving concertmaster of the Swedish 
Wind Ensemble of which he has been a member since 2008. Apart from his work in 
the classical field Söderlund is a comfortable performer in jazz and other improvised 
music which mirrors his broad musical tastes and skills. He is a sought after extra in or-
chestras throughout Sweden and has been a frequent player with the Omnibus Cham-
ber Winds and in the experimental multigenre contemporary ensemble Heavy Breeze. 
Söderlund was born 1971 in Uppsala, Sweden, where he began playing the clarinet 
before getting admission to the Royal College of Music in Stockholm studying with 
the principal of the Royal Stockholm Philharmonic Orchestra, Sölve Kingstedt. Then 
followed further studies at the University of Southern California, Los Angeles, with 
Yehuda Gilad, Michele Zukovsky and Mitchell Lurie. 
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Musicians 

Soloists: Peter Jablonski, piano – Concerto for Piano and Wind Instruments, 
Johan Söderlund, clarinet – Ebony Concerto

1. Symphonies of Wind Instruments
2. Octet
3. Concerto for Piano and Wind Instruments
4. Circus Polka
5. Ebony Concerto

Jonas Augustsson – flute - 1 3 
Moa Bromander – flute - 1 2 3 
Per-Markus Heggestad – flute, piccolo flute - 1 3 4 

Johanna Nilsson – oboe - 1 3 
Charlotta Nässén – oboe - 1 3 
Eva-Karin Axelsson-Hellander – cor anglais - 1 3

Johan Söderlund – clarinet - 2 4 5 
Lotta Pettersson van den Poel – clarinet - 1 3 4 5 
Anders Emilsson – clarinet - 1 4 5 
Carolina Anterot – clarinet - 1 3 4 5 
Gustav Wetterbrandt – bass clarinet - 5

Peter Gullqvist – bassoon - 1 2 3 
Adam Nyqvist – bassoon, contrabasson - 1 2 3 
Bodil Kindlundh – bassoon - 1

Martin Eriksson – alto saxophone - 4 5  
Sebastian Fjellheim – tenor saxophone - 5 
Mattias Karlsen Björnstad – tenor saxophone - 5 
Johannes Thorell – baryton saxophone - 4 5 
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Staffan Lundén-Welden – French horn - 1 3 4 5 
Anita Andersson – French horn - 1 3 4 5 
Elin Holmström – French horn - 1 3 
Thomas Lindgren – French horn - 1 3

Jonas Lindeborg – trumpet, cornet - 1 2 3 4 5 
Annika Welander – trumpet, cornet - 1 2 3 4 5 
Nicke Karlsson – trumpet, cornet - 1 3 4 5 
John Axelsson – trumpet, cornet - 3 4 5 
Emma Granstam – trumpet, cornet - 4 5

Åke Lännerholm – trombone - 1 2 3 4 5 
Jaroslaw Libert – trombone - 1 3 4 5 
Magnus Olsson – bass trombone - 1 2 3 4 5 
Niklas Almgren – trombone - 4

Mats Agnelid – euphonium - 4 
Magnus Vangsnes Björgo – tuba - 1 3 4

Birger Thorelli – percussion, drums - 4 5 
Lauri Metsvahi – timpani, percussion - 3 4 
Alexander Broberg – percussion - 4

Anders Johnsson – string bass - 1 3 4 5 
Tomas Nordebrink – piano - 5 
Joakim Lundström – guitar - 5 
Stina Hellberg Agback – harp - 5 
Ulf Tilly – alto saxophone - 5 
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Recorded at Sveriges Radio, studio 2, Stockholm 7–9 April 2017 
Recording producer, Lars Nilsson  
Recording engineer, Michael Dahlvid  
Editing, Michael Dahlvid & Lars Nilsson  
Mixed and mastered, Lars Nilsson, Nilento Studio, Gothenburg 
Texts, Lena Haag 
Illustration, Anna Hennerdal 
Photo, Jonas Jörneberg 
Art Work, Joakim Thörn, Made in Halmstad AB
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