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CONGRATULATIONS!

Trygve Madsen was born in Fredrikstad on 15 February 1940 and grew up in a family rich in music 
traditions. He began playing the piano at the age of six. At seven he wrote short piano pieces and at 
nine he composed his first songs. 

Musical training: From 1956 to 1961 Madsen studied composition with Egil Hovland and piano 
with Ivar Johnsen. Madsen also studied with Erik Werba at the Akademie für Musik und darstellende 
Kunst in Vienna from 1969 to 1971.

In addition to the Russian masters Prokofiev and Shostakovich, Madsen is particularly interested 
in the works of Bach, Haydn, Mozart, Verdi, Tchaikovsky, Richard Strauss, and, not least, Ravel. 
Madsen has always been interested in jazz, and his first major experiences of it were the be-bop 
style and performers such as Dizzy Gillespie, Charlie Parker and Bud Powell. Trygve Madsen enjoys 
playing jazz piano and is inspired by Art Tatum, Errol Garner and Oscar Peterson, among others, 
which can clearly be heard in the way he uses the piano, and in other contexts.

Trygve Madsen is today greatly in demand as a composer all over the world. His music has been 
performed in Argentina, Australia, Belgium, Colombia, Denmark, England, Finland, France, Italy, 
Japan, Switzerland, Sweden, the Czech Republic, the USA, and Austria. Madsen has been invited 
to concert presentations of his music at the Rudolfinum in Prague, the Jánácek conservatoire in 
Ostrava, the Conservatoire de Paris and the Royal Academy of Music in Stockholm.

An increasing number of musicians from all over the world are enthusiastic advocates of Trygve 
Madsen’s music, perhaps the result of many of his compositions being included in the syllabuses of 
various music education institutions in Norway and abroad. Works such as «de fire riker» for solo 
oboe, «The Dream of the Rhinoceros» for solo horn, the sonatas for horn and piano, tuba and piano 
and double-bass and piano have been on the syllabus for a long time already. Since the autumn of 
2009 Madsen’s saxophone pieces have been on the syllabus at Czech conservatoires. From 2010 his 
sonatas for trumpet and piano and trombone and piano will be on the syllabus of the Royal School of 
Music in London, and from 2011/12 his Prelude and Fugue No. 1 for piano, from 24 Preludes and 
Fugues op. 101, will also be on the same syllabus. Many of Madsen’s works are used as examination 
pieces at academies and conservatoires.
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Several of Madsen’s compositions have been used as set pieces at national and international 
competitions; for example in 2009 «The Dream of the Rhinoceros» was an obligatory piece at a 
national horn competition in Poland.

Many of Madsen’s works are the result of commissions. Worth particular mention is his opera Circus 
Terra (libretto by Jon Bing), commissioned by the Norwegian National Opera, which received its 
first performance at the Prague State Opera in May 2002, and four performances the following 
September during the Ultima Festival in Oslo. To mark the hundredth anniversary of the dissolution 
of the Norwegian-Swedish union in 2005 Madsen was commissioned by the Norwegian parliament’s 
jubilee committee to write an opera. Aurora (libretto by Jon Bing) was given its first performance at 
Halden Fortress in June 2005. Madsen’s Concerto for Horn and Orchestra was commissioned by 
the French government and the then minister of culture Jacques Lang. The work has subsequently 
been recorded on CD by Frøydis Ree Wekre and Trondheim Symphony Orchestra. When the US 
Military Academy of Music, New York, was to celebrate its two-hundredth anniversary, Madsen was 
commissioned to write two works, both of which were subsequently recorded by The West Point 
Band.

The many CD recordings of Madsen’s music testify to a global interest in his music. To date Madsen’s 
works are to be found on thirty-six CDs, of which eight are devoted exclusively to his music. A list of 
CD recordings can be found on page … in this catalogue.

Trygve Madsen is one of the most productive composers published by Musikk-Husets Forlag. 
«Konsertouvertüre» op. 11 was the first work for which Madsen was given a publishing contract. The 
first published piece by Madsen to come out in print, however, was the «Sonate for fløyte og klaver» 
op. 21 (1978). Then followed the «Sonate for obo og klaver» op. 22 (1979) and «Konsertouvertüre» in 
1981. In 2009 there were 125 works by Madsen in Musikk-Husets Forlag’s catalogue.

We congratulate Trygve Madsen on his seventieth birthday and look forward to a continued 
prosperous collaboration.

Musikk-Husets Forlag A/S
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MUSICIAN BY TRAINING 
– MUSICIAN BY INTUITION

Wolfgang Plagge

At best a musician is a co-creating, communicating aesthete who does his utmost to convey his art 
to an audience; at worst he risks becoming a dry, dogmatic know-it-all with boundless faith in his 
knowledge. A true musician, however, manages to retain a playful, childlike delight in music as a 
phenomenon, and is therefore just as well equipped to communicate with his audience as is the 
trained intellectual. What such a true musician might lack in intellectual insight he makes up for in the 
way he communicates.

Trygve Madsen is not simply a musician – he is an intuitive communicator, a truly musical person. 
It goes without saying that these two types of musical character must produce an optimal mix. 
In Trygve’s case the ingredients consist of a rock-solid formal expertise on the one hand, and 
effervescent playfulness on the other. Those of us who have had the pleasure of performing 
several of his works are constantly struck by the vitality and genuineness of his compositional craft, 
and, even more importantly: his music lives a life of its own to a degree seldom experienced in 
contemporary art forms. The music is strong willed, characteristic and symptomatic of its originator – 
full of poetry and humour.

In our time, the public debate has for a number of generations been characterized by an anxiety on 
the part of creative artists for not being original enough. In many cases this has led to a fascinating 
paradox: in fear of sounding or looking like their predecessors, artists have instead begun to sound 
or look like each other, and that to a degree which has assumed almost absurd proportions. The 
idea that certain styles of musical language should be better or more modern than others, has always 
had a clammy feeling of cultural fascism about it; this has been a costly impediment to the creative 
process. Many talented composers – both in Norway and the world in general – have given in to the 
unrelenting pressure of «– isms», some by submitting to the tyranny of the spirit of the age, others 
by giving up their art altogether. This has contributed to creating a false impression of modernistic 
homogeneity in which the aim has been to determine a degree of acceptable modernity from 
individual components, most notably the degree of tonal dissolution.

Sixty years of Darmstadt summer courses have shown that musical modernity or originality does 
not depend on whether or not one abolishes some formula or other, or a physical aspect of art (such 
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as form, tonality or types of instrument), but resides entirely in the music’s ability to communicate. 
In other words: any discussion in which it is claimed that C major is old-fashioned and atonality 
is modern, is out of date. After all, it is nearly a hundred years since The Rite of Spring was first 
performed.

This is also true of a debate on art in which there has been an increasing tendency to equate musical 
genres and concepts of quality; no matter where one was located in the wider musical terrain, 
all other styles of music were considered inferior – classically trained musicians were therefore 
programmed to detest rock, rock musicians hated classical, jazz musicians could not stand pop, and 
everybody despised folk music. Today we see music academy students excelling in several areas 
–contemporary music composers, rock musicians and classical specialists are on speaking terms and 
even discuss things over a cappuccino in the cantina. What has happened? It is simple – dogmatism 
is dead, for musical communication cannot be eradicated.
In this context Trygve Madsen is nothing less than a leading light – he has broadcast his harmonic 
trumpet fanfares out into the cultural fog and stayed true to his characteristic style no matter what 
the spirit of the age (or lack of) might have been. Thus he has achieved something which is both 
fantastic and inevitable: he is genuinely original! His music is unmistakable from the very first bar, 
giving the performer confidence and a sense of familiarity in the musical landscape – where there 
are inner correlations between a composer’s works this gives a performer considerable authority 
based on his or her experience with previous works. An authoritative performer will be able to give a 
liberated, co-creative performance – if he feels that the music makes him «good», he will play well.
Madsen the intuitive musician understands what it takes to make musicians good, and many of 
them are interested in performing his music. There is therefore nothing remarkable in the fact that 
his music is performed all over the world, and that many of his works have become set pieces. He 
also presents something of his personality in his music – many of us have fallen for his verbal wit, 
a quality which we find in the creative process and which testifies to more than just generosity – it 
testifies also to courage.

Madsen the trained musician is a fount of knowledge: there are few who can match his historical, 
technical and cultural insight into all matters musical.

Trygve’s music is a living organism; his training allows him to obtain the requisite musical skeleton 
with all its complex formal qualities and necessities – whereas his intuition provides the skeleton with 
muscle, skin and beauty. These two elements are therefore crucial in bringing the musical organism 
to life, but there is no life without spirit: the spirit is the composer’s own.
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Trygve Madsen 
– a visual composer

Frode Barth

Early one morning many years ago I was sitting on the 7.15 am bus from Sørli in Lørenskog to 
Helsfyr in Oslo. At that time I was a student on the music and aesthetics course at Foss sixth form 
college and spent most of the time practising and playing guitar. Since I didn’t get travelsick writing 
or reading on the bus I got started on the day’s homework assignment, a four-part harmony exercise.
I probably rushed things a bit and when, in the middle of a Phrygian cadence, the bus arrived at the 
bus stop where both the man sitting next to me and I were getting off, he said «What you’re writing 
sounds nice, but there’s one place where the voices are too far apart.» And there was I who thought 
there were only businessmen on the bus!

That was my first encounter with Trygve Madsen.
We met occasionally at bus stops and became good mates.

An encounter with Trygve Madsen is a meeting in which communication flows easily in both 
directions. Trygve is genuinely interested in the people around him and he is always able to raise your 
spirits – often with the help of humour.

During the more arduous periods of my student days, whether it was the guitar or life in general that 
was posing problems, it was easy to discuss the matter with Trygve. He always had a solution which 
would help sort out the problem. He took in the situation and might come up with a piece of advice 
like «Go home and listen to the opening of the tone poem Also sprach Zarathustra by Richard 
Strauss.» He lent me the LP and the score. And after studying such a life-giving masterpiece the 
challenges of everyday life seemed much more approachable.

Trygve gets impatient when anybody talks about him as an Artist with a capital ‘A’. Trygve considers 
himself to be first and foremost a musician even though most people think of him as a composer. In 
my opinion he has elevated the idea of ‘musician’ to the highest level. 

And I believe I know why. It is perhaps because all truly great composers are in essence great 
musicians. (For those who are not aware, Trygve is an excellent pianist.) From mastering one thing 
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well it is usually not a long way to being able to master other things, such as for example composing 
for instruments other than one’s own.

The great Russian composer Shostakovich, from whom Trygve took much inspiration, once said 
something along these lines: «A composer must learn one instrument well, even if it is only the 
triangle.»

Trygve has detailed knowledge of the various instruments, and he is a master of the art of 
instrumentation. He is able to compose in his head without needing to rely on an instrument or 
computer to hear the result. A composer of Trygve’s calibre is familiar not just with an instrument’s 
range and tone quality, but also with its finesses and peculiarities. All of this comprises a considerable 
amount of knowledge; for instance knowledge of attack, stopped notes, harmonics, pedaling, mutes, 
bowing techniques, and last but not least is his gift for orchestration, mixing all the sounds together.

Trygve is a composer who does not put himself first, in the way that many composers do. These 
composers have perhaps clasped Beethoven or Wagner to their bosom. Trygve, on the other hand, 
shows the greatest respect for musicians.

I attended the first performance of an organ piece by Trygve at Vålerenga church in Oslo. As usual 
he had researched the instrument thoroughly and had found out that he could make the organ ‘howl’ 
by using a particular registration and coupling of manuals. This foghorn sound was highly effective, 
and the audience were treated to new ways of using the organ. This kind of approach makes 
performing Trygve’s music enjoyable – be able to use the entire instrument, exploring its distinctive 
qualities is a positive experience for musicians and audience alike.

Many of Trygve Madsen’s compositions are quite demanding to perform. This means you have to 
practice. The music does not necessarily move at breakneck speed, but it invariably offers challenges 
of various kinds. And when a work is also fun to perform, it connects with its audience again and 
again. If you search for Trygve Madsen on the internet you get the impression that his music is living 
its own life round about in the world. It seems likely that Trygve’s compositions will remain standard 
works in many music education institutions and remain favourites with many musicians. 

 «Come up one evening, Frode,» Trygve would say. We would go up to the ‘culture room’ where 
access was not granted to all. That was where he composed, read scores (in real time) and listened 
to music. They were all there: Bach, Bernstein, Peterson, Dostoevsky, Dalí, Breton, Nietzsche, 
Pavarotti, Ravel, Fellini, Richter, Trygve Madsen, the cats Ludwig and Lenny – and me. It was 
wonderful to be in that company.

Trygve’s colourful wife Brigitte looked in on us from time to time and saw that we were still deeply 
immersed in our world of music, where anything was possible.

The tea we drank was so strong that I never got many hours’ sleep after an evening at the Madsens’.

One day Trygve told me about a major exhibition of Dalí’s work at the Louisiana Museum of Modern 
Art near Copenhagen, and did I want to go with him to see it? We left during a bout of surrealistic 
weather and landed, white as a sheet, at Kastrup airport. The encounter with Dalí was profound 
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experience which taught me to listen to the visual element. I did not know that there was music there 
too. And then I realized: Trygve’s music is visual!

Trygve’s music is like a roller-coaster, humour lurks behind the seriousness. The musical, almost 
improvisational unfolding of the music, with surprises and a turning point, is like a story hidden 
inside the music. And the music sounds good. Trygve is not concerned not just with one texture, 
but with many which sound well in succession. Where many composers turn to folk music for 
inspiration, Trygve turns to jazz. Trygve’s music is meant to swing! The idea of ‘swing’ or ‘groove’ 
is usually associated with jazz, but it arose in the wake of the primal scream when music came into 
being. And if you do not think classical music can swing, you will have to think again. It is up to the 
performers to get the music swinging, and to communicate it to the audience, to their bodies and feet 
– independent of genre or tempo.

Trygve likes musicians such as these and no-one is happier than Trygve to hear music that swings, 
whether it is his own or somebody else’s. His fingers will play invisible piano keys in the air and he 
will say: «Frode, this music swings!»

A fly on the wall related an anecdote from the university music department where Trygve taught: The 
students were required to perform at a minimum number of house concerts during the term in order 
to be allowed to sit their exams. Not all of the students were eager to play, despite the fact that you 
would expect it to be a first priority for a music student. Well, when the time had come to assess the 
students’ appearances at house concerts and inform the administration, it turned out that certain of 
the vocal students had shown very little activity. Trygve had apparently said «But they haven’t sung! 
That is to say, they are now – on the last verse!» [‘to sing on the last verse’ is a direct translation of 
the phrase ‘to be on its last legs’]

Dear Trygve: You taught me that you have to work to achieve results. Thank you for our many 
worthwhile meetings, and congratulations on your seventieth birthday.
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TRYGVE MADSEN and
DMITRI SHOSTAKOVICH

Preben Albrechtsen – music historian

The great Russian composer Dmitri Shostakovich has inspired numerous composers – both in the 
course of his life and after his death in 1975.

One of the most prominent composers among the many inspired by him, is the Norwegian Trygve 
Madsen, who has never denied his admiration for his Russian colleague nor the inspiration by which 
he has had so many opportunities to integrate Shostakovich into his music in the form of quotations 
and the use of the famous four-note motif DSCH. This is Shostakovich’s monogram, constructed on 
the first letters of his names after having been transliterated from the Cyrillic alphabet to the Latin, 
and thereafter «Germanized» with the note names D, S (Es = E flat), C and H (B natural), which 
stands for Dmitri SCHostakovich. These four notes form a sequence of intervals of an ascending 
minor second, a descending minor third, and a descending minor second. This is an important 
observation, since a good deal of Shostakovich-inspired works – and several of Shostakovich’s own – 
make use of this motif, though not necessarily the exact notes D, E flat C and B.

 The first occasion on which Shostakovich presents these four notes is in his monumental tenth 
symphony from 1953, where both the third and fourth movements contain many examples of the 
motif, in various instruments and with varying note durations. The work in which he most clearly 
and with greatest skill juggles the motif is in his eighth string quartet, one of the twentieth century’s 
masterpieces of chamber music.

According to the latest edition of Derek C. Hulme’s «Dmitri Shostakovich. A Catalogue, Bibliography, 
and Discography» (2002), there were by 1988 already some fifty composers with music containing 
the above-mentioned Shostakovich features. It seems that the Polish composer Witold Lutoslawski 
was the first «other» composer to integrate DSCH – perhaps it was in order to show his sympathy for 
Shostakovich and to demonstrate Poland’s similar, subjugated situation. LutoSlawski composed his 
«Concerto for Orchestra» in 1954; in the Toccata section of the third movement the four notes can 
be heard in the clarinet and French horn, at first only with the correct intervals, but at the second 
appearance also with the exact notes.
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Of the remaining «DSCH» composers, a number come from Russia and the old Soviet republics; their 
works are either in tribute to or in memory of Shostakovich and use quotations or the DSCH motif. 
Edison Denisov’s «D-S-C-H» was composed in 1969, while his fellow countryman Alfred Schnittke’s 
«Prelude in Memory of Shostakovich» was composed immediately after Shostakovich’s death. 
Schnittke is one of the four composers mentioned who has written more than one DSCH work; his 
six-handed piano piece «Dedication to I. Stravinsky, S. Prokofiev and D. Shostakovich» (1978) and his 
third string quartet (1983) integrate either Shostakovich material or the DSCH motif.

 Even though many of these composers have been inspired to integrate the said Shostakovich 
elements in several of their works, there is none who surpasses Trygve Madsen; he must surely 
hold the record when it comes to Shostakovich-inspired music. At the time of writing there are 
documentable grounds to name seven works of which one can be subdivided into two independent 
pieces. Thus the eight separate works listed below make Madsen the unofficial world champion in 
this somewhat special field.

In order of opus number the works are:

Serenade for Brassquintet, op 48
Partita for 2 accordions (without opus number)
Sextet for Brass Quintet & Piano, op. 32
»Grotesques and Arabesques», op. 46 
Sonata for Double-bass and Piano, op. 86
24 Preludes and Fugues, volume III, op. 101 – Prelude, G major (Nr 17) and Fugue, G minor (No. 24)
Piano Concerto no. 2, op. 135 (2006).



Unlike the Serenade, in the slow movement of which Trygve Madsen is content simply to quote a 
passage from Shostakovich’s tenth symphony, the Partita for 2 Accordions (published in 2007) 
reveals considerable inspiration from the Russian master. The work is in four movements, and in 
the first, «Intrata», the second accordion introduces a fugato passage at rehearsal number 4 with the 
notes DSCH in the bass clef with the second part following suit with the same intervals, but using 
the notes A, B natural, G and F sharp. The fugato passage then continues in the first accordion with 
DSCH making up the third part one octave below the second accordion’s first part, following with 
the fourth part which is identical to the second accordion’s second part – namely the notes A, B 
natural, G and F sharp, in the same octave. Later in the movement similar groups of intervals appear 
without necessarily being exact representations of DSCH.

The second movement, Gavotte, has much in common with Shostakovich’s gavottes – such as those 
in his ballet music – with regard to rhythm and melodic writing. The third movement is a waltz, 
which must be said to be a true favourite of Shostakovich. The fourth movement of the partita is a 
Rigaudon in which the coda offers a true version of DSCH in the first accordion.

A further interesting fact is that in writing a work for two accordions (or harmonicas as they are also 
known), Madsen acknowledges that Shostakovich also composed for harmonica in several of his film 
and stage works, such as the ballet music to «Den Klare Bæk», op. 39, and the Jazz suite no. 2.
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In the Sextet for Brass Quintet and Piano, op. 32, a work in three movements, the opening of 
the first movement Andante sostenuto presents a unison DSCH motif in all five brass instruments. 
The motif appears in several places throughout the movement, such as in the first trumpet at 
rehearsal number 6 and similarly seventeen bars after rehearsal number 7. In the Andante of the 
second movement the French horn opens with DSCH, and in the coda, in the third and fourth to 
last bars, the familiar motif is played both by the first trumpet and the piano. The final movement, 
Moderato, does not use the DSCH motif, although the mood is often – especially in the middle of the 
movement – reminiscent of Shostakovich’s Piano Concerto no. 1, op. 35.

It is Shostakovich’s piano concerto from 1933 we are often reminded of in the first movement of 
the next work, «Grotesques and Arabesques», op. 46, which received its first performance on 3 
September 1987, and whose title comes from Edgar Allan Poe. Trygve Madsen’s work is a suite for 
two pianos, each played by two pianists, so this is a work for eight-handed piano. Each of the work’s 
five movements has been ascribed one or more forenames belonging to certain great composers: 1. 
Dmitri, 2. Maurice, 3. Richard & Arnold, 4. Claude and 5. Sergei. Although the first movement bears 
Shostakovich’s forename, it is important to emphasize that it is not the DSCH motif that characterizes 
the music; rather it is the form of expression in general and the galloping tempo, which has many 
similarities with Shostakovich’s piano concerto, including a notated obbligato part for trumpet. It is 
particularly the presto section following the introductory Allegro con brio which is brought to mind, 
along with the finale movement in Shostakovich’s second piano concerto, op. 102, Allegro.

Madsen’s Sonata for Double-bass and Piano, op. 86 (published in 1995) is in three movements: 
Intrada, Scherzo, and Thema con metamorfosi. The third movement is the work’s «Shostakovich 
movement», introduced with the four notes DSCH in the double-bass, immediately followed by 
chords in the piano in bars two and three which are built up of the same four notes. What is special 
about this movement, however, is the treatment of the theme which develops into metamorphoses. 
The theme is borrowed from the last movement ‘Moderato con moto’ of Shostakovich’s second 
string quartet, op. 68 (1944), where it goes through a number of transformations. After the above-
mentioned DSCH presentation in the initial Poco adagio section of the movement, which consists of 
only seven bars, comes a double-bass solo marked Moderato con moto at rehearsal number 1, which 
is identical to the solo theme a little way into the fourth movement of Shostakovich’s quartet. After 
thirteen bars of solo double-bass the piano enters with a one-bar DSCH motif-like figure on the notes 
G, A flat, F and E, in other words the DSCH intervals transposed a fifth down. Right after this bar it 
is the piano’s turn to sound the initial theme of the metamorphoses.

Madsen’s 24 Preludes and Fugues is directly inspired by Shostakovich, who composed a similar 
cycle of pieces in 1950 and 51, published as his op. 87. Trygve Madsen claims to be the first in 
Norway to acquire the music to Shostakovich’s work.

Trygve Madsen composed his twenty-four pieces during January 1996.

Beyond the overall structure of the work, there are two movements which bear the imprint of the 
Russian master: No. 17, Prelude in G major, and the last fugue, no. 24 in G minor.

With the initial notes of the prelude, bars one and two, the DSCH motif is presented followed 
immediately by the four majestic notes BACH (B flat, A, C, B natural). The music unfolds in a 
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habanera rhythm or, depending on the tempo chosen by the performer, a tango. The G minor fugue 
begins similarly with DSCH, this time in the bass clef, where the first part of the four-part fugue 
lies. The second part, which is also in the second highest voice, does not play DSCH but the same 
intervals transposed up a fifth, i.e. A, B flat, G, F sharp. The third part follows on top in the treble 
clef with the «correct» notes DSCH, and finally the fourth part enters at the bottom with A, B flat, G 
and F sharp.

One of Trygve Madsen’s most recent Shostakovich works is his Piano Concerto No. 2, op. 135 
(2006). As the composer himself puts it, it is written as «a tribute to Mozart and Shostakovich» – and 
it can be heard! The work is a large-scale, three-movement composition lasting just under a half-
hour. The opening movement Allegro moderato has a largely Mozartean character to begin with, 
but further into the movement, at rehearsal number 2, Andante, as well as rehearsal no. 7 and 
especially 8, a definitively Shostakovich-like character materializes. The second movement, Andante, 
with its descending theme in the strings at rehearsal number 8 is reminiscent of a similar thematic 
development in the slow movement of Shostakovich’s second piano concerto. The concluding 
Allegro movement starts off in Mozart style, even including a quotation from his Turkish March at 
rehearsal number 8. From there onwards the music acquires more of a Shostakovich character – 
again comparable with Shostakovich’s second piano concerto, but also reminiscent of Shostakovich’s 
younger colleague Rodion Shchedrin who composed his second piano concerto (in 1966) with a final 
movement containing jazz-like elements, especially in teh instrumentation. Similar elements are to be 
found particularly after rehearsal number 12 in Madsen’s work.



To conclude this article on Trygve Madsen’s Shostakovich-inspired compositions is the following 
«finishing touch»: Madsen has composed four symphonies, each in a different key. And ... guess 
which keys? Correct! In order of composition the keys are D, E flat, C and B (DSCH), or, more 
accurately, D minor, E flat major, C minor and B minor.

There are many ways to become part of music history. Trygve Madsen has done it in his own 
personal DSCH way.
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Music in between tradition  
and innovation

                   

A suggested stylistic topography

Gerd Lippold

«Music in between tradition and innovation» – such a general categorization, while not wrong, does 
not give anywhere near a sufficient definition of the qualities and character of Trygve Madsen’s 
music. Madsen is not easy to file away in any of music’s many «drawers», where the course of history 
has been determined by innovators and conservers, sometimes partly at the same time, within 
the same period. It is at this point of tension where Madsen assumes an independent position, 
which in many ways makes him an outsider both in a wider musical and historical context, and 
within the broad spectrum of Norwegian contemporary music. His style and the aesthetic which 
manifests itself therein, is unusual compared with other schools in contemporary music, and is also 
extremely complex and many-faceted. On the surface one might talk of a synthesis of tradition and 
unconventional ideas; this, however, does not really get to the core of Madsen’s individual style: it is 
an unconventional deployment of traditional elements which gives his music its allure, which makes 
listening to it such a special experience, even on repeated hearings. Another important aspect of this 
particular form of music dialectics is that Madsen is able to write music which is demanding and at 
the same – in a positive sense – entertaining. If one is to look for a form of common denominator, it 
would seem that he succeeds in what Thomas Mann postulates in «Doktor Faustus» in a conversation 
between the composer Adrian Leverkühn and his teacher Serenus Zeitblom, namely to resolve the 
results of musical development into that which is obvious.

Dualism between tradition and innovation are evident in Madsen’s formal models. In addition to 
inherited forms such as fugue, sonata, concerto, symphony etc, there appear unusual titles which to 
begin with might even confuse the listener, yet at the same stimulate the imagination: «Three Faxes 
for Six Saxes» (op. 75), «Clarinet Marmalade» (op. 79), «The Dream of a Rhinoceros» (op. 92). Names 
of movements and tempo indications are similarly imaginative; a particularly apt example is Madsen’s 
second symphony: Allegro monellesco – Andante confuso – Presto perplesso – Vivace illusorio.
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

For Trygve Madsen, culture in general and music in particular have a cosmopolitan dimension. 
Typical Norwegian idioms and folkloristic elements are an exception to this and are usually included 
to fulfill the requirements of a commission, such as the cycle of piano pieces «A la manière de Grieg» 
op. 138 written for the Grieg competition in 2008, or they are there to mark a particular occasion, 
such as «To Valse-kapriser over navnet Grieg» op. 134 composed for the Grieg anniversary in 2007 – 
or else they might represent a special tribute to a Norwegian musician and his particular instrument, 
such as «Fancy for hardingfele og strykeorkester» op. 31, dedicated to Arne Viken. One of Madsen’s 
most original and popular pieces in this context is «Per Spelmann for Brass and Percussion». It is 
typical of Madsen that after just a few bars he departs from the folkloristic form by estranging the 
tune (which is known also in Germany) in a jazzy way.
 
Madsen has many «international» aesthetic role models from a variety of periods and cultures. 
The influence of these is evident in the various musical parameters; one can hear the influence of 
Debussy and Ravel’s harmonies, first and foremost in several of Madsen’s piano pieces such as in 
certain variations in his opus 28, «Variations and fugue on a theme of Beethoven»; in the added 
ninth chords of «Il y avait une fois» («A la manière de Grieg op. 138) and of course in his early opus 
10, «Hommage à Ravel». The glittering textures of the second movement of Madsen’s first piano 
concerto, op. 27, point to the middle movement of Ravel’s G major piano concerto. Melodic and 
rhythmic emphasis, primarily in the numerous chamber music works for wind instruments, is a 
direct reference to Poulenc. This is in turn related to an often unconventional harmonic development 
within an expanded tonal idiom, with references to Prokofiev. Broad-spanned melodic arches in his 
symphonies and in the slow movements of his instrumental concertos are reminiscent of Mahler 
and Shostakovich, whereas formal clarity and structural balance brings to mind Bach, Mozart and 
Schubert.

Another element where these influences manifest themselves in a particularly original way is in the 
use of musical quotations. For Madsen they always form a point of departure for his own musical 
shaping, such as for example in the Ländler-like opening of the second movement of his first 
symphony op. 45, which is unmistakably reminiscent of the scherzo from Mahler’s symphony no. 1. 
For his «Invitation to a Voyage for Horn Solo and Symphonic Band» op. 39 he borrowed the allegro 
theme from Strauss’ «Till Eulenspiegel». He drew on the main theme of Mozart’s piano concerto 
No. 27 KV 595 in the third movement of his second piano concerto. This is also a reference to 
one of Mozart’s most popular songs, «Komm’, lieber Mai, und mache…» These quotations have a 
double function within the musical context; they are an expression of Madsen’s bubbling, creative 
imagination, his talent for combining disparate elements, and they presumably also express hi 
intellectual relationship with his role models. At the same time they prepare the listener when they 
trigger an «a-ha» effect, providing points of orientation in a sort of musical hunt.

Despite the wide variety of stylistic references there is no impression of eclecticism. Quite the 
contrary, in fact; those who are familiar with Trygve Madsen’s music are quickly able to identify 
and place any one of his pieces, whatever genre and whatever forces it is scored for, on the basis of 
certain patterns which are encountered in various contexts. These include for example a distinctive 
rhythmic motif consisting of two semiquavers followed by two quavers, usually in the form of 
repeated notes. Because of the frequent recurrence of this motif we might even interpret it as a sort 
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of rhythmic anagram (+ + – – «Tryg-ve Mad-sen»). Another feature of his personal idiom is toccata-
like chains of quaver triplets performed at rapid speeds. A feature of his melodic writing is a stepwise 
motif over an interval of a third or a fourth which revolves around itself and expands into free-tonal 
sequences. There are examples of this at the beginning of the fourth movement of his second 
symphony and in the fourth movement of his third symphony (second theme). A feature of Madsen’s 
harmonic writing is a tendency towards mixolydian cadences, i.e. a dominant-tonic cadence with a 
flattened leading note.

Particularly instructive of Madsen’s method of composition is the way in which he develops his 
thematic material. A conventional sequence of notes, familiar to the ear – such as a triad – often 
forms a starting point (e.g. the opening of the first symphony op. 54 or the beginning of the fifth 
string quartet) from which the music modulates adventurously to distant tonal centres. To begin with 
this might irritate the listener, but after repeated listening, one is convinced that the harmony can 
take only that one particular direction.
 
These are just a few points of reference which can help us to identify Trygve Madsen’s individual 
style. For Madsen’s music, varied and imaginative as it is, seems to defy any attempt at 
standardization.



When it comes to Madsen’s composition technique in general there are three distinctive features 
which are especially interesting and typical. The first of these is his sense of proportion and inner 
and outer balance. This is evident in the emphasis on and interplay between the individual musical 
parameters of melody, harmony and rhythm – here tone colour is of particular importance – and 
choice of overall form for each specific artistic purpose. This is also the case with the genre-defined 
dimension of each formal model and the way in which the music is shaped and structured within 
the form, that is, the inner timing in each movement. Thus the individual movements of Madsen’s 
chamber works are generally short, at least shorter than the individual movements of his longer, 
cyclic works such as the symphonies and instrumental concertos.

The second distinctive feature is his strict, economical use of compositional ideas. The music never 
simply marks time with Madsen. Every detail has meaning and is crucial in the wider structural 
context.

It is particularly fascinating to observe how he plays around with the material. It comes therefore 
as no surprise that the theme and variations principle is a compositional technique preferred by 
Madsen. Related to this are the numerous works based on anagrams. The initials of Madsen’s 
greatest role models B-A-C-H and D-S-C-H (Dmitri Shostakovich) run like a golden thread 
throughout his oeuvre. Other names have inspired Madsen to play intellectual games: B-R-A-H-M-S 
(«Berceuse over navnet Brahms» op. 18), E-D-V-A-R-D M-U-N-C-H («Munch-Portrait» op. 122), G-R-
I-E-G («To Valse-kapriser over navnet Grieg» op. 134), L-I-P-P-O-L-D («Menuett om navnet Lippold», 
2005). These anagrams are used in a kind of serial technique in which the point of departure for the 
compositional process, namely the ascribed series of notes (by no means only diatonic), are treated 
in baroque fashion in numerous different ways. Similar playful processes are to be found in many 
areas of the arts – in literature, for instance, in Hermann Hesse’s «Glass Bead Game» – and all the 
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way back to the beginning of our culture, which had its beginnings in play, a situation convincingly 
presented by the Dutch philosopher of culture Johan Huizinga («Homo ludens»). Trygve Madsen 
would probably not protest if one were to associate the creative impulses which manifest themselves 
in his works with Friedrich Schiller’s thesis in «Briefe zur ästhetischen Erziehung des Menschen» 
(Letters on the aesthetic upbringing of man): «Mankind is only fully human when at play». Highly 
inspiring dimensions are opened to the spectator and the listener in Madsen’s music also in the light 
of cultural-historical aspects.

An in-depth interpretation of Trygve Madsen’s five symphonies is beyond the scope of this stylistic 
analysis, but in a different context it would have been in its place a long time ago. For what we are 
dealing with here is one of the most important Norwegian contributions to the world’s musical cultural 
heritage, a fact which sadly most conductors are not yet aware of. Unaffected by the historic dispute 
between Mahler and Sibelius about whether or not the symphony was a relevant musical art form, 
Madsen presents independent and unconventional solutions (insofar as I am able to judge on the 
basis of scores and recordings of three of Madsen’s five symphonies) with regard to form and content, 
like his idol Shostakovich, in which he combines elements from the baroque concerto grosso with 
elements of the classical symphony. This is apparent in the third symphony where the sequence of 
movements is unusual for a work in this genre: Adagio – allegro – adagio – allegro. A similar thing is 
evident in the other symphonies in the interplay between the solo instruments and the tutti ensemble.



Trygve Madsen’s music covers a wide range of human emotion and experience – lyricism, drama, 
profundity and extrovert gaiety, humor and grotesqueness melt together to form a convincing artistic 
statement. At a fundamental level his music conveys a positive view of reality which is reflected not 
least in the manner in which grotesque elements are used. In Madsen’s music grotesqueness never 
becomes bitter sarcasm, such as in his model Prokofiev, but is always turned into something more 
cheerful with the help of charm which seems almost Austrian.



To the receptive listener Trygve Madsen’s music is open to very different levels of reception. The 
emotional listener, the analytical-structural listener, and even those who listen for entertainment: 
all get full value for their money in more ways than one. In Madsen’s works there are numerous 
occasions when one is lured into simply enjoying the music, such as at the beginning of the second 
movement of the first piano concerto op. 27, or the wonderful horn theme in the first movement 
of the first symphony op. 54 and likewise the second theme and seductive dialogue between the 
solo flute and strings in the fourth movement of the third symphony op. 98, to name but a few 
examples. From a structural point of view Madsen’s music in general, as well as each individual 
work, is a goldmine for the analytically minded listener. Madsen comes across as a master of 
baroque composition techniques – imitation, retrograde, inversion – revealed in ever new and 
surprising combinations. There can hardly have been a composer since Johann Sebastian Bach who 
has worked so intensively with the infinite possibilities of fugal techniques, and one is continually 
impressed by the convincing compositional solutions Madsen achieves. This striving is not always 
one for euphony, as we can tell from the inexorable strictness of the polyphonic passage in the first 
movement of Madsen’s fifth string quartet, one of his most uncompromising works.
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Helhetlig sett er Trygve Madsens musikk et fascinerende eksempel på den vitaliteten som finnes i 
tradisjon og tonalitet, og som ennå ikke er oppbrukt: Den gir også en samtidskomponist et svært 
bredt spekter av individuelle utformings- og uttrykksmuligheter, som taler like mye til hjertet som til 
forstanden.

Considered as a whole Trygve Madsen’s music is a fascinating example of the vitality to be found in 
tradition and tonality; vitality which is not yet exhausted. It provides a contemporary composer with 
a vast range of structural and expressive possibilities which appeal as much to the heart as to the 
intellect.
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The piano in Trygve Madsen’s music

Bjørn Strandvold

When I first met Trygve Madsen some forty years ago, it turned out that we had a common past: 
we had both been pupils of the pianist Ivar Johnsen. This is one explanation for Madsen’s particular 
interest in the piano, and his ability to write so well for it. Madsen has used the piano in many of his 
works – sonatas and other solo piano pieces, two piano concertos, songs, and chamber music for a 
variety of instrument combinations.

Let us first take a look at the chamber music. Madsen has written several sonatas for solo instrument 
– strings and winds – and piano; his sonatas for woodwinds include works for alto saxophone, tenor 
saxophone and baritone saxophone. It is tempting to make a comparison with Paul Hindemith’s 
monumental collection of sonatas. Like Hindemith, Madsen is able to adapt the piano part to suit the 
tone, character and dynamic register of the various instruments, while at the same time providing 
plenty of interest for the pianist. An excellent example is the flute sonata op. 21. Its proper title is in 
fact «Sonata for flutes and piano», since the second movement should ideally be played on the alto 
flute and the third on the piccolo. Even thought the music works perfectly well if played on a standard 
flute, the work gains an extra dimension if the second and third movements are played on the «right» 
instruments. Other examples of the excellent use of the piano are the clarinet and tuba sonatas. The 
clarinet sonata has been frequently performed by the renowned French clarinetist Guy Dangain.

Madsen’s sonata for horn and piano op. 24 has deservedly entered the international standard 
repertoire. The first performance, given by Frøydis Ree Wekre and myself, took place during the 
international brass symposium in Stockholm in 1978. The third movement of this sonata consists 
of variations on a theme by Schubert, in conjunction with the 150th anniversary of his death. 
This is a very expressive movement and contains some of Madsen’s finest writing. After the gentle 
and peaceful theme has been presented it is transformed tonally in the first variation. Thereafter 
follows a rapid, restless variation for solo piano. Following two further variations with romantic and 
melancholy character respectively comes a driving finale which ends up with Schubert’s original 
theme, first in the piano, bringing the movement to a calm and harmonious close.
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Works for solo piano

Madsen was not afraid to pay tribute to his musical models; as early as op. 10 we find his «Hommage 
à Ravel». In op. 28, «Variations and fugue on a theme by Beethoven», Madsen uses a theme form the 
last movement of the Eroica symphony. With imagination and humour Madsen filters Beethoven’s 
theme through a variety of keys and musical styles – variation no. 10 might even cause the listener 
to think of boogie-woogie! Madsen has since composed «Variations on a theme by Paganini» op. 36 
and «Prelude and fugue on Bach» op. 51.

Turning to Madsen’s larger scale works, it is natural to begin with 

24 preludier, op. 20

The preludes, which received their first performance in 1980, demonstrate a tremendous variety of 
mood, character, duration and complexity. They work wonderfully played together as a cycle, but can 
just as successfully be performed separately or in smaller groups. They are organized according to 
the cycle of fifths.

No. 1, Molto agitato, is constructed on a repeated four-bar pattern consisting of two 3/4 bars of 
chromatic contrary motion followed by two bitonal 4/4 bars of repeated chords. After a transitional 
passage with an ascending chromatic movement in the left hand and descending chromatic chords in 
the right the main theme returns, before the piece concludes with a passage in contrary motion built 
on a whole-tone scale. The entire prelude is characterized by tremendous drive throughout.

No. 2, Allegro, in 5/4 time, makes an effective contrast to no. 1. The left hand has a motif (a 
crotchet, four semiquavers and three crotchets) which runs throughout most of the piece. The 
right hand starts off with a simple, agile theme. In the middle section there is a chordal passage 
reminiscent of no. 1, followed by the reappearance of the first theme. The overall impression is of 
elegance and jest.

No. 9, Poetico, is lyrical in character, full of polyrhythmic writing; in the middle of the piece two 
passages reveal Madsen’s love of jazz, in particular his love of the Canadian jazz pianist Oscar 
Peterson.

No. 13, Semplice, is a three-part fugue. The middle section brings an inversion of the theme, and 
towards the end there is a stretto passage in all three parts. The fugue is very well written, and with 
the advantage of hindsight we could say that it points towards op. 101.

No. 19, Moderato, is an obvious tribute to Johan Sebastian Bach. The thematic treatment, involving 
broken chords and sequences, is clearly reminiscent of Bach’s preludes. The piece concludes with a 
pedal point and characteristic mordent.

No. 21, Molto agitato e molto marcato, has a crescendoing, rhythmically strong theme. The theme 
appears for the first time piano, and builds up gradually. There is a sense of inevitable development 
which cannot be slowed until the theme appears for the last time ffff.
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No. 24, like no. 1, is marked Molto agitato. Again like the first prelude it is characterized by intense 
energy, and when the prelude comes to a close with a series of powerful D minor chords, there is a 
feeling of having come full circle.

Piano concerto no. 1, op. 27

Madsen’s first piano concerto was given its premier performance by Jens Harald Bratlie and the 
Norwegian Youth Orchestra, conducted by Karsten Andersen, at the music festival in Elverum in 
1981. A recording of the first performance had been planned prior to the event, and only three days 
afterwards an LP of Madsen’s work along with works by Kjell Samkopf and Oddvar S. Kvam was 
produced, an impressive feat of technology. No less impressive was the fact that the entire piano 
concerto, which is over a half-hour long, fitted onto one side of the record. A huge success at its first 
performance, the piano concerto is a large-scale work in conventional style, in which the soloist is 
given the chance to demonstrate a wide-ranging technical and dynamic register, and the orchestra is 
used to great effect, with a number of gratifying solo passages.

The piano part of the introduction presents a concentrated version of the main theme before the 
orchestra, heralded by a trumpet solo, takes over the theme in its full form. After this the piano 
returns, followed by an oboe solo playing an augmented version of the theme in double note values. 
The piano presents the lyrical second theme, marked Andante, which is subsequently taken over 
by the orchestra. In the development both the first and second themes are subjected to various 
treatments. After the recapitulation comes a musically and technically demanding cadenza which 
includes a harmonically expanded version of the second theme. The movement ends as it began, 
with a condensed version of the main theme, this time distributed between the piano and the 
orchestra.

The calm main theme of the second movement is effectively introduced by the French horn before 
being taken over by the piano. After a bridge passage follows a motif with parallel chords, which 
seems to pay a tribute to Ravel. At the middle of the movement there is an energetic allegro passage 
with constant triplet movement alternately in the piano and in the orchestra, and finally the main 
theme returns in parallel octaves in the piano.

The third movement, Allegro molto, opens with piano alone presenting a lively theme in the home 
key of D minor which, as far as the piano part and the general character go, is reminiscent of 
the third movement of the first piano sonata and the last movement of the flute sonata. After the 
orchestra has taken over the theme an alla marcia section follows, which subsequently becomes a 
lyrical, andante theme. The lively main theme reappears and forms the basis of a fugato-passage in 
the orchestra where a distinctive motif in trombones and trumpets appears. Following a series of 
alternations between andante and allegro the allegro theme makes a last appearance, and after a 
series of powerful chords in the piano the work ends triumphantly in D major.

24 preludes and fugues, op. 101

The story behind this monumental work goes back to about 1980 when Trygve Madsen composed 
his 24 preludes, op. 20. Madsen wanted to do want Bach, Shostakovich, Shchedrin and others had 
done before him, namely write preludes and fugues in all twenty-four major and minor keys. Madsen 
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studied for a number of years with Egil Hovland who demanded regular and thorough exercises in 
counterpoint, and with such a background, Madsen had the requisite craftsmanship to carry out his 
task.

Part of his plan included omitting dynamic markings and tempo indications, leaving such choices to 
the performer as Bach had done in Das wohltemperierte Klavier. Madsen found it practical to divide 
the twenty-four preludes and fugues into three volumes; it was not least practical from a performing 
point of view given the work’s considerable scope. I gave the first performance in 2000, and after 
a time-consuming period of practice and working out of tempi and dynamics, I arrived at a total 
playing time of approximately forty minutes per volume, two hours in all, with a break between the 
three sections. Jens Harald Bratlie has subsequently recorded the preludes and fugues as part of a 
research project at the Norwegian Academy of Music, and he has therefore interpreted the work in 
his own way.

The individual preludes and fugues are very varied in character. The fugues are particularly 
impressive with their adept polyphony and numerous modulations which work naturally in the 
musical context. None of the music seems artificially constructed. In order to throw light on the work 
it is necessary to examine at the very least a selection of the preludes and fugues.

Prelude no. 8 has an inserted section with a two-part fugue in which the main theme of the prelude 
makes an appearance as a counterpoint to the fugue theme. Towards the end of the prelude the 
main theme returns in a reworked version. This version of the main theme, with fuller chords, is also 
used as the conclusion of fugue no. 8, and thereby concludes the first part of the work in a mood of 
unity.

The structure of the second part of the work is of particular interest: fugue no. 9 is a two-part fugue, 
no. 10 three-part, no. 11 four-part and no. 12 five-part. Part of the thematic material in fugue no. 
11 has polyrhythms. Prelude no. 12 has an effective development; the theme appears first in parallel 
octaves in the upper register, then it is played in the right hand with a counterpoint in the left. More 
parts are gradually added and doubled as the music moves towards a powerful climax, after which the 
process is reversed and the prelude finishes with the theme in parallel octaves in the bass. The fugue, 
in 5/4 time, begins almost unnoticeably. The fugue theme is a retrograde version of the theme from 
the prelude. The fugue is a monumental piece of music and it is easy to see why Madsen conceived it 
as a point of gravity in the work.

The theme of prelude no. 14 is used throughout in a fugato version. At bar 9 a theme appears which, 
again, pays homage to Ravel. This theme is used particularly in the second half of the prelude; the 
two themes, however, do not appear together.

In preludes nos. 15 and 16 we hear tributes to two great composers, namely Mozart and Bach 
respectively. Fugue no. 16 is a double fugue in which both themes are combined in a convincing and 
natural way.

The third section of Madsen’s work opens with prelude no. 17. This prelude begins with the motif 
DSCH BACH, i.e. the monograms of Shostakovich and Bach. Prelude no. 18 starts with a passage 
of effective two part polyphony which at times is reminiscent of Shostakovich’s cello sonata.
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Prelude no. 19 has a rhythmic drive similar to that of prelude no. 21 of the 24 preludes, op. 20, only 
here there is a second theme with a calmer character. The two themes alternate for a while, but the 
rhythmically energetic first theme eventually takes over. The three-part fugue no. 19 is based on a 
modulating twelve-note theme with great immanent power. The fugue is in two sections, both of 
which are repeated.

Prelude no. 21 uses a similar idea to Bach’s two-part invention in E major: each hand plays its own 
theme at the same time, occasionally swapping places. We are yet again reminded of the huge 
potential of such two-part writing.

In fugue no. 22 the theme appears twice in a retrograde version. Here, as in all good polyphonic 
music, the multi-part subtleties work wonderfully from a musical point of view even though the 
listener might not be aware of what is happening technically.

Prelude no. 23 begins with a four-note motif in the left hand, which appears throughout most of the 
piece. The right hand enters at bar 5, playing one chord per bar. From bar 13 there are two chords 
per bar, and so the music continues to build up to a powerful climax. Towards the end of the prelude 
the music calms down and the fugue follows attacca. The first two notes of the fugue theme are the 
same as the first two notes of the left-hand figure in the prelude – namely an octave.

Prelude no. 24 begins with a repeated interval of a fourth – tonic and dominant – in the left hand, 
which occurs throughout a large part of the prelude. In bar 3 a gentle, distinctive theme appears in 
the right hand. From the upbeat to bar 14 this is succeeded by a new theme which reinforces the 
impression that we are dealing with a respectful acknowledgement of Gustav Mahler. A few bars later 
a third theme appears; this theme comes to play a major role in the fugue. Following a passage of 
improvisatory character the remainder of the prelude uses material from the three themes.

The last fugue is a double fugue. The first theme is built on the composer monograms DSCH and 
BACH of prelude no. 17, and the second theme is the above-mentioned third theme from prelude 
no. 24. The improvisatory passage from the prelude interrupts the fugue, heralding a conclusion in 
which both themes of the double fugue are played simultaneously.

When one plays or listens to the entire work, one is left with the feeling of having undertaken a long 
journey which has brought one safely home again.

Some personal observations to conclude with

I was introduced to Trygve Madsen in Vienna forty years ago by a mutual acquaintance, and during 
the ensuing years we have collaborated extensively both as colleagues and in conjunction with 
performances of his music.

After having known a creative person like Trygve for so long I have collected a great many impres-
sions and memories. Some of the impressions which first spring to mind are of Madsen’s expertise, 
openness, imagination, humour, thoroughness and diligence. Trygve Madsen has always been good 
at using every available hour of the day. Once when I was to interview him for a magazine we had 
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difficulty finding a suitable time, and finally he suggested meeting at Halvorsen’s bakery in Oslo at 
seven o’clock in the morning. The interview was swiftly and smoothly conducted, largely due to the 
fact that he was so eloquent, and most of his remarks were able to go unedited into the final product. 
Over the years we have collaborated in conjunction with performances of new works from his pen; 
the first time I gave the first performance of one of Madsen’s works was in 1972, when I premiered 
his Piano Sonata no. 1. Even then I was struck by his ability to write varied and imaginatively for the 
piano, and another thing which impressed me was the speed with which he could compose when 
under pressure. Trygve Madsen has a solid practical background which sadly so many composers 
today lack.

One of the first Madsen works I played was his charming, expressive Suite for flute and piano, op. 2. 
The flautist Andrew Cunningham and I recorded the piece for Norwegian radio. The recording took 
place at the Norwegian Broadcasting Corporation’s main studio, and I still recall how enthusiastic the 
sound technician was. «Imagine that people still write such melodious music!» was his spontaneous 
comment.

The largest project we have worked on together was of course the 24 preludes and fugues. While 
Madsen was working on them we would often meet; there was an increasing sense of anticipation as 
the three sections approached completion. Trygve, like other good composers, is open to a variety of 
interpretations of his music. When it came to the preludes and fugues there were only a few instances 
where he had well thought out suggestions for a specific interpretation, and he would otherwise 
accept the solutions I had worked out.

As will have become apparent from this article I have the greatest respect for Trygve Mdsen’s 
expertise and his substantial contribution in various areas of music. With regard to his piano music, 
which is my main concern in this context, it is tempting to conclude by misquoting a statement made 
by the Austrian pianist and pedagogue Bruno Seidlhofer about Alexander Scriabin: Madsen does not, 
like so many other composers, compose against the piano – he composes for the piano!
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Trygve Madsen,  
colourful and eccentric

Frøydis Ree Wekre 

Here is a Norwegian composer who has really gone his own way. His music embraces a wide audi-
ence; performing musicians are not least among those who appreciate his work.

For my own part I recall in particular the day in 1978 when we met at Oslo Konserthus for a first 
reading of his new sonata for horn and piano. At that time Madsen was still an able pianist who could 
indicate clearly the tempo and character he wanted. What made the deepest impression, however, 
was the harmony, full of tension and sometimes surprises, especially in the first movement.

These harmonies have subsequently become Madsen’s trademark. Unlike the music of many contem-
porary composers, it is quite possible to recognize Madsen’s music by ear, so to say. He also has a 
considerable gift for melody, and through his music he hopes to spread joy and sunshine – in which 
he is highly successful.

I am proud to have commissioned, performed and recorded, and thereby promoted, a number of 
works by Madsen, both in Norway and abroad. The sonata for horn and piano, for instance, had to 
be reprinted several times, and has been recorded at least five times internationally. Considerable 
success has been achieved with his horn concerto and various chamber works. Of especial note 
is perhaps Perlen Neshornets drøm for solo horn, a brief musical narrative for the enjoyment of 
audiences and performers young or old. There are probably not many who know that Madsen’s 
renowned and much-performed tuba sonata was originally commissioned by me. It was intended as 
a present for a certain tuba player, and, being the challenging piece it is, has become a gift to any 
talented tuba player.

Warmest congratulations 



47







50

Michael Lind
Professor at the Royal College of Music in Stockholm 

It is with admiration,
… and delight, and in gratitude for our progressive collaboration and friendship, that I congratulate 
Trygve Madsen on his seventieth birthday. Since our first meeting in 1982 we have worked together 
closely over the years. I became acquainted with his music for the first time in 1978 when Frøydis 
Ree Wekre gave the first performance of his sonata for French horn at the 1st Scandinavian Brass 
Symposium in Stockholm, but it was at the premiere of his tuba concerto that I became a Madsen 
fan in earnest. Many of his works for brass have become modern classics, and the tuba concerto 
is one of the most-played compositions for the instrument with performances all over the world. A 
distinguishing quality in Trygve’s compositions is that they are well written for the instrument, have 
lovely, cantabile themes, often with unexpected rhythmic figurations. We brass players are eternally 
grateful for the outstanding works you have written for our instruments. It is with pride I read the list 
of compositions and arrangements that our collaboration has resulted in. Thank you!
You are a most distinguished representative of Norwegian music!

Works resulting from the collaboration between Trygve Madsen and Michael Lind:

Per Spelman (for Det Skandinaviske Brassensemble 1984)

3 Nordiske Folkeviser

Divertimento (for Det Skandinaviske Brassensemble 1984)

«Capriccio» for trumpet and brass ensemble (for Ole Edvard Antonsen and Det Skandinaviske 
Brassensemblet 1988)

«Serenade» for brass quintet, premiered in Bergen and recorded for SR (for Filharmonins 
Brassensemble)

«Mysterious Barricades» for brass quintet and piano with Int. Brass soloist

«Introduktion og Allegro» for tuba and band Norsk Tuba Workshop 1985

«Scherzomania» for brass kvintet and piano, premiered in Chicago 1997 

«Ack värmeland du sköna» for brass quintet
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«Roselill og hendes moder» for brass quintet

«Trombones, Michael and I» premiered i Stockholms Konserthus

«Michael and I» for tuba and piano

«Felix, Michael and I» for tuba and piano

«Concertino» for tuba and band, premiered in Stockholm by Marinens Musikkorps 27 August 
2009

«Fanfare, Michael and I» 25 September 2009 for 10 brass instruments and percussion

«Fanfare, Michael und Ich»
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TRYGVE MADSEN

Ingebjørg Kosmo:
I have sung two leading roles in operas by Trygve Madsen; Samara, a fortune-teller in Circus 
Terra and the title role in Aurora.
A typical feature of Trygve Madsen’s vocal music is that he writes for the voice, not against it. 
To a singer modern music can offer feel unnecessarily complex, but such is not the case with 
Madsen.
Madsen knows how to substantiate another crucial element of music drama, namely create roles, 
vivid characters, as in all the great operas. Both Samara and Aurora were exciting roles with 
many welcome challenges.

Bjørn E. Simensen:
The first time I met Trygve Madsen was at the Music Conservatory in Oslo where he taught 
harmony. I didn’t learn a lot, but we laughed a great deal! Later I became director of the 
department of culture in Sandefjord where I commissioned a concert overture for the opening 
of Hjertnes Concert Hall. The work was performed with outstanding bravura by the town 
orchestra, Sandefjord Byorkester, under the baton of Olav Kielland who was one of the great 
conductors in Norway in the last century – and now virtually forgotten. When he died in 1985 
the event passed with barely a mention in the paper. I was shocked at the time.
When I became director of the Gothenburg Symphony Orchestra I engaged Jens Harald Bratlie 
to perform Madsen’s piano concerto conducted by Karsten Andersen. The concerto was very 
well received by the audience. This is a consistent quality in Madsen’s music; he is able to 
communicate with a music-loving public and with singers and musicians.

As the newly appointed director of the Norwegian Opera in 1984 I commissioned five operas 
from Norwegian composers, one of whom was Trygve Madsen. The others were Egil Hovland, 
Antonio Bibalo, Oddvar S. Kvam and Johan Kvandal. All of the operas have been performed, 
with varied success. One day, sometime in the middle of the 1990s, I was approached by the 
State Opera in Prague who suggested collaborating on a production of Madsen’s opera Circus 
Terra. The entire production was made considerably cheaper by manufacturing the props and 
costumes in Prague. The head director and the opera director took responsibility for direction 
and scenography respectively, and the Director of Music Voitech Spurni was in charge of the 
music. Spurni knew Madsen’s music from the Prague conservatory where his compositions 
were much in demand from the students. In the foyer of the Prague State Opera was a poster 
advertising another Norwegian premier performance one hundred years ago, name the opera 
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Norwegische Hochzeit by Gerhard Schjelderup, a notable opera composer. Circus Terra was 
well received in Prague and was later put on in Oslo in conjunction with the Ultima Festival of 
Contemporary Music. The festival administration was not overly enthusiastic about the work, 
but the public turned out in droves. The following year the festival commented on the below 
average attendance, but then they had not had ‘an audience magnet such as Circus Terra on 
the programme.’ Madsen’s Aurora was a huge success in 2005 when it was performed for an 
audience of 7000 at the Fredriksten fortress in Halden as part of the centenary celebrations 
of Norway’s independence. Aurora is a dramatization of events which took place at that very 
fortress in 1718 when the Swedish King Karl 12 was shot. Outdoor productions at Fredriksten 
fortress have now become something of a tradition.
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The teacher and his subject

Kjetil Bergheim

«I never lie when I talk shop».

					     Trygve Madsen

When we express ourselves it is usually because we have something specific to say. Trygve Madsen 
is more than willing to express himself both musically and verbally about that which is most dear to 
him: his subject. After fifteen years’ acquaintance, first as a private student and later as his teaching 
deputy, I would make the assertion that he veritably glows with his subject. He communicates it with 
directness, humour, irony, and peals of thunder in a manner that only Madsen himself is capable 
of. When teaching music, there are not many who would offer a guarantee against misinformation. 
Trygve Madsen does, however, with humility and without compromise. Madsen has not only 
produced a vast and unique list of opuses, he has also made sure that numerous music students have 
had plenty to challenge them on encountering the subject.

In 1961 began what was to become a forty-three year long teaching career. Madsen taught singing 
and music at Fredrikstad secondary school. A decade later, after returning home from studies in 
Vienna, he became involved in establishing a municipal music school in Fredrikstad together with 
his uncle Sverre Madsen. In 1972 Trygve Madsen moved to Oslo and became a teacher at Veitvedt 
music conservatory, and later at Manglerud secondary school. The subjects he taught were harmony, 
interpretation, arranging and composition. In 1995 he took over responsibility for composition at the 
University of Oslo, and retired from his post as senior lecturer there in 2006.
 

«Madsen is a highly original teacher, especially in the university environment. Many 
students said he brought a dash of colour to the teaching staff, and meant it in a positive 
sense. I think the students felt that he noticed each of them. He has a remarkable ability 
to remember names, which of course helped.»
					     Morten Christophersen, 

teacher and composer, University of Oslo
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In a smooth movement Madsen lifts his arm and greets the approaching student. A firm handshake 
and greeting by name follows – unless by then the man is not already surrounded by students 
asking questions, and a score has been handed to him which calls for his attention. In which case 
he removes his glasses to be able to hear better with his eyes, his neck cranes forward and his index 
finger is poised for attacking weak spots on the proffered manuscript paper. For a university student 
this is just the beginning of a lecture at the music department.

«From the first moment Madsen was very involved in his students’ progress, and if they 
wished, he would be available at almost any time, except when he was teaching a course 
they were not enrolled on. Whereas the majority of the teaching staff retired to their of-
fices between lectures, Madsen would be standing at the top of the steps to the entrance, 
talking to students while he, often wearing a purple beret, puffed away at a cigarette. 
In the classroom Madsen also distinguished himself from the majority of his colleagues. 
He was not the only one to teach a practical subject, even though there were only a few 
who did. But he was the only one who did not let this fact pass in silence – a practitioner 
amongst a flock of theorists he perhaps considered it his duty to communicate only the 
practical aspects of composition, and to instil in his students good work habits and respect 
for the various areas of a career in music.»

Knut Nergaard,
music engraver, arranger and composer

In addition to the obligatory cigarette breaks there is another set of «breaks» we should note: the rests 
in the music. Madsen once pointedly said of the compact score written by an inexperienced student: 
«You need rests, not only when working, but also when making music!» Indeed, «work» is a good way 
of describing what studying with Madsen was like.

«Madsen’s point of departure, as I saw it, was first and foremost hard and purposeful 
work. The weekly assignments in the subject free-tonal composition were particularly 
comprehensive: ‘Write (for next week) a sonata exposition for string quartet in which you 
use a twelve-note row in a tonal context.’ – followed by the next week’s assignment (after 
a critical examination of the above-mentioned exposition): ‘Complete the piece (i.e. with 
development, recapitulation and coda) and write out the parts, because next week there 
will be four string players along to play through your pieces.’ One of my fellow students 
made the following legendary comment about these assignments when we had arrived at 
the stage of preparing the parts (not infrequently this would be the day before the play-
through): ‘A singular combination of boredom and stress.’ But we all agreed (albeit often in 
retrospect) that we had learned something.

The ‘play-throughs’ with ‘real’ musicians (string quartet, wind quintet, saxophone quintet 
etc) were particularly useful and instructive, as well as comments from the musicians who 
were encouraged by Madsen to tell us off if necessary (this never happened in my time) 
and let us know in no uncertain terms if anything was too complicated, too difficult, 
impossible etc. (most of us heard variations on these themes at regular intervals).

For counterpoint lessons the students would group as a choir and sight-sing to the best of 
our ability our own exercises in Palestrina style while Madsen helped us at the piano in the 
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trickiest passages. My group called itself Camerata Madsen (an early music group banned 
in seven countries!). We did not make a very beautiful sound, but singing the exercises 
helped us emerge from the fog of theory. Those of us who had thought that the old, rigid 
rules for counterpoint had been invented simply to torture students, were certainly put to 
shame with the help of Madsen’s method.»

						      Ulf Skjæran,
				                          composer and conductor

In order to be able to write music one has to practise listening, to use one’s ears to listen for 
something outside oneself. ‘We will use the Hovland method!’ says Trygve Madsen, and adds ‘this 
time in Russian!’ Madsen does not attempt to hide the sources of his musical inspiration, or which 
school they belong to, in order to give his students a bit of perspective. Neither does he make a 
secret of what his teacher Egil Hovland has meant to him in his own musical training. «The things 
I have to thank him for!» he exclaims. The fifteen-year-old Madsen who had lessons with Egil 
Hovland once a week was given homework assignments such as «Commission: write thirty-two 
polyphonic exercises for next Friday.» And, as Hovland pointed out to his pupil, «When one receives 
a commission it is always a pleasure to be able to receive the second half of the fee. And you won’t 
receive it if you don’t deliver on time!»
						          

«When you asked him a question, the answer wasn’t always handed to you on a silver 
plate. The answer often as not gave cause for further pondering. He could provoke certain 
students by for example giving some of the most prominent composers in the history of 
music harsh treatment. But for most of us this just contributed to even more discussion 
and increased our thirst for more.»

Morten Christophersen

Madsen often remarked «There is no such thing as a stupid question, just a stupid answer.» Perhaps 
the teacher believes that his student, without being aware of it, will find the answer in his own 
scores – in which case the answer will have greater effect when discovered. At other times it the 
problem might be an idea which the student has fallen in love with. The musical theme moves in one 
direction, the student in another; the quarrel is unstoppable – until Madsen firmly yet diplomatically 
comes to the aid of the music. Suffice to say that a good number of composition exercises have been 
saved this way!

 «His references to various scores gave cause for many discussions on the steps in front of 
the music department and in the classroom, and many a professor would go the long way 
round to his office. (He had little respect for music researchers who could not read a score 
or appreciate its	 importance.) Statements such as «The reason why I know Beethoven is 
such a poor composer is because I have studied his scores» were difficult to stomach, but 
those who shared Madsen’s sense of humour would give a smile. These discussions and 
that kind of utterance however invariably inspired many students to «bend their neck», as 
Madsen puts it, over the score to better inform their arguments or admit defeat. Regard for 
musicians and conductors was a constant mantra in Madsen’s lessons; one of the points he 



61

stressed the most was that the music should be written well for the instrument and easy 
for the performers to relate to – as he put it, one should «write for the instrument, not 
against it.»

Through working as a music setter for Trygve Madsen I have experienced this respect for 
musicians in a very specific way. Madsen’s prime goal is that things must be unambiguous 
and consistently notated, and a piece of music or a score should contain only the minimum 
of what is necessary for the musician to produce the music and expression the composer 
desires.»
			 

Knut Nergaard

Madsen often quotes Oscar Wilde: «There’s no such thing as good or bad music – music is either well 
written or poorly written». Responsibility for the audible result is chiefly that of the composer. It is no 
use complaining about poor musicians or a poor audience if it one’s own craftsmanship which is at 
fault.

«I finally had confirmation of my opinion that there are in fact certain ‘absolutes’ in music. 
That certain aspects cannot be debated, particularly in disciplines such as harmony, 
counterpoint and orchestration, where one must, whether one like it or not, accept certain 
acoustic facts. Yet at the same time Madsen and I have been, and still are, in disagreement 
about several technical details, especially in the field of orchestration. I have always found 
orchestration in the Russian school, represented by Rimsky-Korsakov (a composer I have 
never tried to hide my loathing for) or Tchaikovsky, to be spineless, and have learned 
considerably more from studying the music of Elgar, Bruckner, Mahler and Sibelius. 
Madsen knows that I know what I want, and he has always respected my solutions to 
problems of orchestration as long as I have been able to justify them, and they are not the 
result of miscalculation. He would certainly have let me know had that been the case! We 
have deep respect for each others’ opinion, although I must admit that I have never made 
any major alterations to ant composition at Madsen’s recommendation...»
						      Ulf Skjæran

As these remarks from Madsen’s former students show, students were given an uncompromising 
first encounter with the subject at the music department of the University of Oslo. At the same 
time I know of no other school where there is such scope for personal expression. Madsen shows 
remarkable respect for this, and goes a long way to meet the student on his or her own musical 
terms. The traces Madsen as a teacher has left behind, I would call diversity.
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TRYGVE AND I AND SALVADOR DALI

Thore Hansen
Artist and writer

It is probably not all that remarkable that time passes, even if one never really gets used to it. A life 
lived, mixed with the occasional cheerful episode – not to mention the occasional bizarre one – 
surfaces one in a while as if to say: «Do you remember?»

Fortunately there are doubtless some episodes which remain in oblivion. Thank heavens for that.

Trygve Madsen, however, comes easily to mind, waking memories from many decades ago. Almost a 
generation, you could say. Back then we were a little younger than we are now and were quite adept 
at mixing work and restaurant visits. A discipline we have managed to maintain, I should say, even 
though our youthful madness has been taken in hand. Our rendezvous used to be Restaurant Bjørnen 
in Fredrikstad, an elegant place with white tablecloths and live music several times a week, largely 
the responsibility of Trygve’s father and uncle – piano and violin and a gentleman by the name of 
Hellberg on guitar. Happy families, you might say.

So there we sat, Trygve and I, talking enthusiastically across a frothy head of lager about art and 
artists, about people we boundlessly admired – and all those we could not stand the sight of. It was all 
about putting things in place.

One autumn evening – I think it was a Tuesday – as the rain lashed angrily against the windows, 
Trygve and I sat at our regular table, penniless. Trygve, however, rescued us from our predicament by 
approaching his good friend Garsol who ran a hot dog stall near the fish market; in a fit of sympathy 
he lent us one hundred kroner. In five kroner coins! Back then a pint of lager cost five kroner, 
including a tip – which we always gave. One should be in the good graces of those with means. In 
other words we each had before us, shared out in brotherly fairness, a pile of five-kroner coins. Ten 
pints each and the prospect of an evening which should cover most of our needs.

We worked our way dutifully down the piles of coins while Mrs. Moberg carried laden trays of 
lager with the palm of her left hand. She would have probably fared very well in an international 
weightlifting competition.
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It was at that point, halfway through the column of coins, that Trygve raised his abnormally long 
index finger and said with absolute certainty: «When I get a publisher you shall draw the covers of my 
scores. Is that a deal?»

«It is,» I said, vaguely; then, as now, he said a lot of strange things.

Years passed. Four or five of them, I should think.

Then Trygve rang.

«You can start drawing,» he said.

«Drawing what?» I asked.

The cover of my score. The publishers have 
given the go-ahead. You’re in a steady job, 
lad!»

‘Steady job’ was perhaps exaggerating 
things, but a deal was a deal, even 
one made on a rainy Tuesday in an 
optimistic mood.

I have since made many sketches for 
Trygve’s opuses. With my felt pen 
and ink I have scratched out well 
over a hundred covers. The man is 
not exactly work-shy. It is harder 
for me, however. My insight into 
the world of music is lacking 
in many areas, even though I 
can be wildly enthusiastic – a 
bit like my relationship to 
women, perhaps. Most of 
them I don’t understand. 
Nonetheless I still have 
that wildness in me; I 
have tried to sketch 
landscapes where 
music reigns and 
instruments wander 
around.

One of these covers 
has had unforeseen 
consequences. The 
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cover in question was for a work by Trygve in honour of Salvador Dalí. Dalí lived in the small fishing 
town of Cadaqués near the French border. This is a town I know well, and therefore I felt very much 
on home ground preparing the cover for the new opus. My drawing ended up as a whale suspended 
in the air carrying the town on its back – which I thought to be in the spirit of surrealism.

Sometime later, during a trip to Cadaqués, I visited the restaurant El Barroc which is run by a 
cheerful Lebanese proprietor. Since it was Dalí who had designed the restaurant’s original interior, I 
thought it highly fitting that my drawing of the whale and the town should be allowed to hang there. 
Hansen and Dalí were two names that went together, in my opinion.

But I made one small mistake. At the bottom of the drawing I had written Trygve’s name and the title 
of his opus: Salvador Dalí – a symphonic portrait for orchestra. My own signature was camouflaged 
in the drawing itself.

This has resulted in the following situation that whenever I visit the restaurant the Lebanese 
proprietor beams and me, exclaiming «Maestro Madsen!» followed by intense embracing. Then he 
lifts the picture down from the wall, showing it proudly to the other guests who murmur Trygve’s 
name respectfully and make comments in many different languages.

In other words I have done my best to ensure that Trygve Madsen is also an internationally renowned 
artist. If this were ever to cause problems for future cultural historians – pure chaos, so to say – it 
would delight me no end.
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Op. 83 An almost forgotten melody for narrator and

Chamber Orchestra *)
Op. 84 Tuba-Marmalade for 2 Euphoniums and two Tubas
Op. 85 Brass-Marmalade for Brassband Score and parts
Op. 86 Sonata for Doublebass and Piano
Op. 90 Sonata for Trumpet (Bb) and Piano
Op. 91 Concerto for Bassoon & Orchestra
Op. 92 The Dream of the Rhinoceros for Horn Solo
Op. 93 Invitation to a Voyage for Symphonic Band and Horn solo
Op. 95 Sonata for Alto-Saxophone (Eb) and Piano
Op. 96 Saxophone Marmalade for Soprano Alto, Tenor, Barytone
Op. 97 Sonata for Euphonium and Piano
Op. 98 Symphony no. 3
Op. 100 Le Bouquet tout fait for String Orchestra
Op. 104 Quintet for 4 Saxophones & Piano
Op. 105 Sextour pour le commencement de la musique
Op. 107 Sonate for soprano Saxophone & Piano
Op. 108 Concerto for Trombone & Orchestra *)
Op. 109 Sonata for Baritone Saxophone & Piano
Op. 110 Trio for Horn, Violin & Piano
Op. 111 Trio for Clarinet (Bb), Tenor Saxophone and Piano
Op. 114 Hommage á Francis Poulenc, pour Flute, Hautbois, 

Clarinette Si et Piano 
Op. 115 Duo-Concertino for Alto Saxophone (Eb) Trumpet (Bb) & 

Strings *)
Op. 117 Sonata forTenor Saxophone & Piano
Op. 118 Concertino for Trumpet (Bb) and Symphonic Band
Op. 123 Concertino for Euphonium and Symphonic Band
Op. 122 Edvard Munch – a Symphonic Portrait, for orchestra
Op. 124 Sonata for Violin & Piano
Op. 127 Trombones, Michael & I
Op. 128 Concertino for F Horn Solo & Symphonic Band

HANDWRISTEXERCISES:

*) Orchestral Material on hire

TRYGVE MADSEN

MUSIKK-HUSETS FORLAG A/S - OSLO

b

For Brass and Percussion:
I skovens dybe stille ro
Per Spelman
Som stjärnan uppå himmelen
Virran reunalla
Pocket scores and parts

For Symphonic Band:
Per Spelmann (Score and
parts)
Tour de Force (Score and
parts)

For Big Band:
Dali´s Mousstache
Dizzyology
The Hutsmen on the egde 
of night
Pablo!
The Dream of Rhinoceros

For Mixed Choir:
Christmas Carol
Hymne til Trieningi
Hymne til Skaparen
Morgonhymne
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«Forever Peace & Sunshine»

Letters from 30 years – documents of a friendship
 

Gerd Lippold

The beginnings of this friendship were rather mysterious. Quite by chance I came across Trygve’s 
«Piano Concerto No. 1» – the «old» recording from 1981 with the Youth Symphony Orchestra and 
Jens Harald Bratlie as soloist – which made a deep impression on me. This was the kind of music 
I liked: nonacademic, vivid and expressive, and brilliantly written with regard to the timbral and 
virtuosic potential of the instrument. My first spontaneous thought after hearing the work was that 
this was a composer I would love to get in touch with. Yet before I could act on this idea, I received 
from Musikk-Husets Forlag A/S, Trygve’s publisher, a large envelope full of his music «with the 
compliments of the composer». Could it really be that there was such a thing as mind-reading? It 
was Trygve himself who solved the enigma after we had got to know each other. My close friend 
Einar Steen-Nøkleberg had drawn Trygve’s attention to the fact that there was a musicologist and 
music-lover who knew a lot about Norwegian music in Germany who had expressed considerable 
enthusiasm for Trygve Madsen’s music.

Since then nearly thirty years have passed. Because of the distance between northern Germany and 
Lørenskog there are very few opportunities to meet. Throughout these three decades, therefore, the 
telephone – usually at least one long conversation each week – and letters have been indispensable 
means of keeping in touch. «Alltid Fred & Solskinn» – Forever peace and sunshine – is how Trygve 
concludes his letters. 

Compared with other Norwegian friends Trygve is an enthusiastic letter writer. The impressive pile 
of correspondence I have collected over the years is proof of his predilection for this «old fashioned» 
form of communication. Whereas I, for sake of ease, all too often use the telephone, Trygve prefers 
the written word. And while I use electronic software to write, he still does it in the traditional way 
by hand – both letters and music. As far as I can tell, this is not a technical issue for Trygve. To him a 
handwritten manuscript mirrors his personality as it always has been – immediate and direct.
 
My friendship with Trygve is, on a purely human level of course, a great enrichment, but at the 
same time it is also a considerable intellectual challenge because at a spiritual level he is complex 
and many-faceted. Trygve is what the French call an «homme de lettre». In one of his first letters 
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he writes: «When I am not occupied with music I try to read, both fiction and philosophy.» His 
knowledge of German literature and philosophy is considerable and quite remarkable. Sometimes I 
am embarrassed (even having studied German literature and philosophy myself) that I cannot keep 
up with him. Trygve knows his Nietzsche, his Thomas Mann etc, down to the very last detail, and 
he often likes to offer his own opinion with a similar quotation. Trygve could quite simply be called 
the most cultured philosopher and man of literature among his fellow composers – or, vice versa: the 
most cultured composer among philosophers and writers.
 
His enormous intellectual radius is not confined to Norwegian and German art and literature. 
His cultural horizon also embraces literature from Russia, Dostoevsky in particular, in addition to 
philosophy, art, and of course music from a variety of periods and cultures. And here again once is 
deeply impressed by his structural knowledge and profound insight into the musical character of each 
individual work or period. Trygve has a gift for seeing things in a wider context. One asks oneself 
how such a tirelessly creative person such as Trygve finds the time and energy to immerse himself 
so intensively in the mindset of other creative people. For Trygve it is obviously a pleasure and a 
necessity since music to him is not an isolated phenomenon.
 
The books which Trygve has asked me to send him over the years, in German or translated into 
German, demonstrate his desire to expand his cultural horizon. He is a selection:

Biographies and autobiographies: 
Breton – Fellini – Haydn – Heidegger – Hölderlin – Akira Kurosawa – Magritte – Monet – Nietzsche – 
Man Ray – Shostakovich («2 copies») – Tchaikovsky

and also: 
Arp, Hans	 Sämtliche Gedichte
Czaika, Ingrid:	 Charakterisierungsmethoden in den frühen Opern von Verdi
Dali Salvador:	 Unabhängigkeitserklärung der Phantasie und Erklärung der Rechte des 		
	 Menschen auf seine Verrücktheit
Fellini, Federico:	 Aufsätze und Notizen
Holländer, Hans:	 Ars inveniendi et investigandi – Zur surrealistischen Methode
Janz, Curt Paul:	 Die Kompositionen Friedrich Nietzsches
Janz, Curt Paul:	 Die „tödliche Beleidigung« – ein Beitrag zur Wagner-Entfremdung Nietzsches
Kohlhase, Thomas:	 Textzeugnisse der Tschaikowsky-Rezeption 1866 - 2005
Martin, Jörg Chr.	 Die Instrumentation bei Ravel 
Pierre, Jóse:	 Kleines Lexikon des Surrealismus
Poe, Edgar Alan:	 Gesammelte Werke
Strauss, Richard:	 Briefwechsel mit Clemens Krauss 
Verlag Schott:	 Maurice Ravel im Spiegel seiner Zeit
 
One curiosity among the books he has asked for is the biography of «August the Strong», prince of 
Sachsen and king of Poland (1670 – 1733), a colourful figure (who is said to have had more than 
300 children) in German feudal history which Trygve needed whilst working on his opera about Karl 
XII. («Can you get hold of – subito – a ‘good’ biography of August «the strong». A «trivial» biography 
would be sufficient – they often contain information which is useful for gaining an idea of a person’s 
character»)
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Trygve’s letters give a very good impression of the everyday life of a creative artist and there is hardly 
a musical matter which he does not discuss, with the exception of explanations of the meaning of his 
own works. 
 
Trygve commented thus on the importance of the string quartet in his oeuvre: In 1990 I decided 
– do not ask me why – to write a string quartet every other year. No. 1 was begun on the first 
of November and completed on the fourth. My next four quartets were all begun on the first of 
November, and I have just started work on my sixth! (14.11.2000)

In this context, the most detailed information gives is about the two piano concertos: «…nearly thirty 
years ago when I began my «Piano Concerto No. 1» I realized that it was a project which would 
consist of two piano concertos. And, being a Brahms fan, the keys were given: no. 1 in D minor, 
and no. 2 in B flat major. And in the third movement of my «Piano Concerto No. 1» I have indicated 
this. The movement contains a marching theme. If it is played backwards the information is there. 
The last movement of Brahms’ second piano concerto is very «Mozartian». Yet another common 
denominator. The second themes of the outer movements are in the minor key, both in Brahms’ no. 
2 and in my «Piano Concerto No. 2». Brahms has a Scherzo movement in his second concerto, but in 
mine «sind es so viele Scherze» in all three movements that it was not necessary to add a movement 
for jest. The obvious quotations in the third movement of my second piano concerto any trained ear 
will appreciate. But the hidden Mozart quotation in the movement is more important. This quotation 
I have used to structure the movement. And as clear, audible proof that my two concertos are a 
single project: «Piano Concerto No. 1» opens with a glissando in the timpani. «Piano Concerto No. 
2» concludes with a glissando in the timpani. And last but not least: in both concertos you can hear 
that the old jazz pianist and Oscar Peterson fan is present! ...» But let us hope that this is not his final 
word on the subject of piano concertos. His great idol Mozart wrote twenty-seven of them. Should 
this not challenge the Norwegian master?!
 
Information about the influence of the Russian master and Trygve’s modell DSCH – Dmitri 
Shostakovich – run like a golden thread through our entire correspondence. However, another 
contributor to this catalogue, the Danish music historian Preben Albrechtsen, has written about this 
important theme.
 
Unlike Wagner and Mahler Trygve’s music is not a vehicle for ideology. On several occasions he has 
expressed his opinion that music is a form of communication «sui generis», or as Friedrich Nietzsche 
put it: «Musik ist eine Sprache, die nichts aussagt» (music is a language which contains no actual 
words). Trygve’s letter contains statements which might be regarded as an aesthetic creed:
 
 «… You ask if there is a ‘programme’ and refer to great colleagues who have written about this 
phenomenon. I write music but I do not like writing about music, something which is impossible as 
long as what one wishes to express is written down on the manuscript paper. But to talk about music, 
that I can consent to – some form of «attempt» at verbal clarification cannot hurt… So I permit myself 
to observe the following – freely adapted from Huizinga («Homo ludens»): all music is composed sub 
specie ludi!»
 
 «… I know from experience that music, mathematics and chess are three areas of intellectual life 
which avoid any influence at all from other areas of life, since they exist entirely on their own terms 
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which are not to be found in nature nor anywhere else one might care to search for them.» «Music, like 
chess and pure mathematics, contains no meaning beyond its own abstract content. So I do not believe 
one can find anything of female emancipation or of the struggle for peace in music, maths or chess.»
 
Trygve reacted somewhat sceptically, even dismissively, to one of the books I sent him, 
«Komponistenkommentare zu eigenen Werken»: «… None other than Ludwig van Beethoven 
has formulated the following sentence: ‘Musik ist eine höhere Offenbarung, als alle Weisheit und 
Philosophie.’ What we have here is a hierarchy, music placed above wisdom and philosophy. Music 
is written down in musical notation, wisdom and philosophy is written down in words. Music is first 
and foremost movement; wisdom and philosophy attempt, in words, to maintain ideas. I choose 
to refer to Aristotelian logic: It is impossible to represent/maintain something in words which has 
been expressed at a higher level, and which has been written down as music! I must also draw 
attention to the following famous paragraph 7 in Ludwig Josef Johann Wittgenstein’s Tractatus 
logico-philosophicus: «Wovon man nicht sprechen kann, darüber muss man schweigen.» I have 
taken the liberty of reformulating it thus: «Wovon man nicht sprechen kann, darüber muss man 
Musik schreiben. Wenn diese Musik gespielt wird, muss man sowieso schweigen!» Let me conclude 
with a quotation which places this theme where it belongs, in the familiar expression ‘speech is 
silver, silence is golden’: «Der Autorhat den Mund zu halten, wenn sein Werk den Mund auftut» (F.W. 
Nietzsche, Menschliches, Allzumenschliches).»
 
We learn just as little of his work method. «It is naturally remarkable what a composer might need 
in order to get going: walks, saunas, a programme, woolen socks, rhubarb soup, Indian philosophy, 
football etc. But what counts is the audible result, not how one works…»
 
Trygve has a very clear idea of the composer’s task and the reaction which the music should evoke in 
the listener, an idea which corresponds with that of many other composers from various periods until 
the present day. In relation to Bohuslav Martinu’s music he expressed it thus: «It seems to be evident 
from his musical ideas and how they are used that Martinu ‘did not intend to wreck the audience’s 
nerves’. The composer’s secret hope could be to harmonize his audience so that they might leave the 
concert fortified, not only to be able to stand a stressful and harrowing daily life, but perhaps with 
enough intellectual sustenance that they might conquer their daily life; that is, be able to change it. 
This is probably an insurmountable task, but let us try, each in our own way.»
 
Trygve seldom makes direct statements about composer colleagues – with the exception of 
Shostakovich – but when he does they are always competent and full of respect. For example 
he writes of Rodion Shchedrin’s piano concertos nos. 1 and 3: «These long, static textures with 
ornamental improvisation give a definite impression of the music coming to a standstill. But our 
prime task is to set things in motion and make sure that they stay in motion. I feel that his 25 
polyphonic pieces for piano have been more successful. The music is much more alive and the 
works’ concept is clearly evident, and a number of piquant details (such as for example a quotation 
from Bach’s two-part invention no. 8) have meaningful and liberating effect.»
 
Of Arthur Honegger’s fifth symphony: «Have you noticed that this symphony is constructed in a 
similar manner to DSCH’s no. 6? Three movements: slow – fairly fast – fast? The middle movements 
of both works are in triple time, scherzo-like. The content – the thematic material – is not similar; it is 
the calculation, the structure of the works, both as a whole and movement by movement. 
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A comment on Johannes Brahms throws some interesting light on Trygve’s own development: «... in 
my younger days I got a lot out of studying this music. After completing my «Piano Concerto No. 1» 
other musicians became the subject of my studies. It was therefore a strange experience to return to 
the score of his second piano concerto and his string quintets. Conclusion: diese Musik ist mir, leider, 
völlig abhanden gekommen!»
 
Everyday matters – such as the car breaking down in Denmark a few years ago which put an all too 
premature stop to a car trip to northern Germany – are rarely mentioned. Music itself is such an 
inexhaustible subject.
 
Something which distinguishes Trygve in addition to all of his other excellent qualities is his sense of 
humour – which is there in every telephone conversation and in many of his letters – a healthy mix of 
candidness, irony and sarcasm. Here are a few examples:
 
Of his linguistic abilities he says: «No, I can’t speak Russian. I’m as good at Russian as DSCH 
(Shostakovich) is at New Norwegian.»
 
Of working on his «Piano Trio, op.57»:

«… Never in my life have I struggled as much as I have with this work. It is either very 
difficult to write a piano trio… or I am going senile, or else both of these have joined forces 
against me. … I will have to get back to your letter when my brain has started working 
again and my ability to formulate sentences has returned. At the moment I am the living 
proof of the existence of the absolute vacuum.»

Of a planned CD project: «… regarding our CD project the following has happened: NOTHING!» 
 
Of Verdi’s Othello and Falstaff: «… more of these matters when I have warmed my brain a little.»
 
Our correspondence paints a picture of a remarkably alert mind, bursting with ideas, and of a tireless 
artist continually striving to expand his cultural horizon. But more than anything these letters – like 
my friendship with Trygve – is a wonderful musical and personal enrichment of my life.
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Tabula Gratulatoria

Thank you for your collaboration on the operas Circus Terra and Aurora

Jon Bing

May your well always run fresh and new!

Jens Harald Bratlie

May your tent never lack shade and may your camels always find water.

In friendship, Tor Åge Bringsværd

Dear Trygve,
There is much I have to thank you for, but it is the rare experience of the special atmosphere and 
beautiful music in the presence of the Master and his family in Prague on 19 May 2002 that will 
be particularly remembered and savoured until my last days. Thank you so much for those things, 
Trygve, and many congratulations on your birthday.

Josef Hrbacek

Trygve Madsen – a composer who put Fredrikstad even more clearly on the world map after Egil 
Hovland had begun carving his musical ideas on the town. Madsen’s mind is filled with a divine 
madness which Dalí and Breton must surely delight in up there in their humourous, rainbow-coloured 
cotton-wool clouds. Madsen is a great source of inspiration to me as a composer and for the concept 
of Café de Concert. It warms my heart that there are still composers around like Madsen, who paints 
pictures in sound which move both mind and soul.

Aksel Kolstad

Dear Trygve,
The church at Lørenskog has had the pleasure of collaborating with you on several concerts in 
conjunction with Lørenskog Municipality’s 100th anniversary. At the final concert a choral group 
from Lørenskog sang a number of your shorter choral pieces, many of them dating from several 
years back. A few so old that even you had forgotten them… It was a wonderful concert, and 
well attended. A great many people – the singers included – encountered your well-crafted vocal 
music for the first time. It was a pleasure to work with you, Trygve. Good luck for the future and 
congratulations on your birthday!

Alf Knutsen
Kantor Lørenskog menighet
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Dear Trygve. Many congratulations on your seventieth birthday, and thank you for the pleasure I 
partake of through your music!

Greetings from Joachim Kjelsaas Kwetzinsky.

With many years of musical pleasure and inspiration – 

Alyson Read and Geir Tore Larsen

Dear Trygve Madsen, 
I am delighted to have this opportunity to congratulate you on your seventieth birthday! Many years 
ago I gave the first performance, together with Jon Faukstad, of your work “Partita” for two bayans 
(accordions), and have since performed it on tour in Norway and Russia and recorded it for CD. The 
work is still performed over here. I wish you good health and continued success!

With best wishes  – Friedrich Lips – Moscow

Dear Trygve,
It is a delight to play your music: tender melancholy, raw humour – and so much more.
All of it welded together with excellent craftsmanship.

Terje Mathisen
 

It has been a real pleasure discovering your music, and I am delighted that we have been able to 
introduce exam candidates to some of your works, through our syllabuses for piano, oboe, trumpet 
and trombone. 

Best wishes 
Robert 

Robert Sargant
Syllabus Manager
ABRSM – London

Dear Trygve,
Our warmest congratulations on the accomplishment of your 7th decade, and all the best for your 
next 7 decades! Keep your inspiration and your wonderful sense of humour in and outside the music! 
We loved and enjoyed performing your «Grotesques and Arabesques», and we would be glad to play 
many many more…

MusiCordial regards,
Julia Severus & the Aurora Quartett Berlin
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With best wishes for your 70th birthday.

Michael Süssmann

Congratulations on your 70th birthday. Thank you for your contribution to the cultural life of 
Lørenskog.

With best wishes 
Åge Tovan
Mayor of Lørenskog

Dear Trygve,
Happy 70th birthday! Your generosity to share your music with me has been one of the highlights  
in my musical career. I always look forward to listening, performing, and promoting your music  
to my friends in the West Point Band.

Peace always,
Marty Tyce, New York

Andersen, Kristin
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Komplett verksliste

Opus
	 1	 Sonata no 1 for Piano	 Musikk-Husets Forlag A/S
	 2	 Suite for Flute and Piano	 Musikk-Husets Forlag A/S
	 3	 3 melodies to Poems of Andre Bjerke
	 4	 Scherzo for Violin and Piano	 Musikk-Husets Forlag A/S
	 5	 3 Gags for Wind Quintet
	 6	 3 Songs, Poems by André Bjerke
	 7	 Suite for Double Bass and Piano
	 8	 8 Songs, Poems by Sigbjørn Obstfelder
	 9	 Die fünf Launen des Herrn Mephisto Foss,  for Flute, Oboe, Clarinet and Horn 
	 10	 Hommage á Ravel for Piano	 Musikk-Husets Forlag A/S
	 11	 Concert Ouverture for Symphony Orchestra	 Musikk-Husets Forlag A/S
	 12	 7 Songs to German Poems
	 13	 2 Melodies to English Poems
	 14	 4 Songs to Poems by av Reiss-Andersen og Bjørneboe
	 15	 5 Songs to Poems by Rolf Jacobsen
	 16	 Variations for Violin-solo
	 17	 Fancy, for Picc. Flute, Eng.hn., Bass Cl. Wagnertuba og Contrabsn
	 18	 Berceuse over the name Brahms, for Violin and Piano 	 Musikk-Husets Forlag A/S
	 19	 4 Songs to Poems by Rolf Jacobsen
	 20	 24 Preludes for Piano 	 Musikk-Husets Forlag A/S
	 21	 Sonata for Flute and Piano	 Musikk-Husets Forlag A/S
	 22	 Sonata for Oboe and Piano 	 Musikk-Husets Forlag A/S
	 23	 Sonata for Clainet (B) and Piano	 Musikk-Husets Forlag A/S
	 24	 Sonata for Horn (F) and Piano	 Musikk-Husets Forlag A/S
	 25	 Sonata for Bassoon and Piano	 Musikk-Husets Forlag A/S
	 26	 Serenata Monellesca, for Oboe, Clarinet (B) and Bassoon	 Musikk-Husets Forlag A/S
	 27	 Concerto no 1, for Piano and Orchestra	 Musikk-Husets Forlag A/S
	 28	 Variations and Fugue on a theme by Beethoven	 Musikk-Husets Forlag A/S
	 29	 3 Maria Songs, to Poems by Hans Henrik Holm	 Musikk-Husets Forlag A/S
	 30	 Concerto for Oboe and Orchestra	 Musikk-Husets Forlag A/S
	 31	 Fancy for Hardangerfiddle and String Orchestra	 Musikk-Husets Forlag A/S
	 32	 Sextett, for Brass Quintet and Piano	 Musikk-Husets Forlag A/S
	 33	 Sonata for Viola and Piano 	 Musikk-Husets Forlag A/S
	 34	 Sonata for Tuba and Piano	 Musikk-Husets Forlag A/S
	 35	 Concerto for Tuba and Orchestra	 Musikk-Husets Forlag A/S
	 36	 Variations on a Paganini-theme for Piano	 Musikk-Husets Forlag A/S
	 37	 Die Sieben Schleier der Salome, for Sopran, Oboe and Strings
	 38	 Fancy, for 1 Drummer
	 39	 Songs by Bjørnson, for Sopran and Piano
	 40	 Concerto for Clarinet(B) and Orchestra	 Musikk-Husets Forlag A/S
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	 41	 The four Kingdoms for Oboe  solo	 Musikk-Husets Forlag A/S
	 42	 Serenata for Pungulven, for 8 Horns (F) 	 Musikk-Husets Forlag A/S
	 43	 Divertimento for Horn (F), Tuba (F) and Piano	 Musikk-Husets Forlag A/S
	 44	 «Sunsong» to Poems by Frans fra Assisi, for mixed choir 	 Musikk-Husets Forlag A/S
	 45	 Concerto for Horn (F) and Orchestra	 Musikk-Husets Forlag A/S
	 46	 Suite for Symphonic Band
	 47	 Divertimento for Brass and Percussion	 Musikk-Husets Forlag A/S
	 48	 Serenata for Brass Quintet	 Musikk-Husets Forlag A/S
	 49	 Sonata for Cello and Piano	 Musikk-Husets Forlag A/S
	 50	 Introduksjon og allegro for Tuba-solo and Wind Band	 Musikk-Husets Forlag A/S
	 51	 Prelude et Fugue sur le nom d’ BACH, for Piano	 Musikk-Husets Forlag A/S
	 52	 Serenata for Violin , Viola and Violoncello	 Musikk-Husets Forlag A/S
	 53	 Festouverture,  for Symphony Orchestra	 Musikk-Husets Forlag A/S
	53a	 Festivalouverture, for Wind Band	 Musikk-Husets Forlag A/S
	 54	 Symphony no 1 for Orchestra	 Musikk-Husets Forlag A/S
	 55	 Concerto for Euphonium and Orchestra	 Musikk-Husets Forlag A/S
	 56	 Divertimento for Flute, Violoncello and Piano	 Musikk-Husets Forlag A/S
	 57	 Trio for Violin, Violoncello and Piano 	 Musikk-Husets Forlag A/S
	 58	 Capriccio for Trumpet-solo and Brass Ensemble 	 Musikk-Husets Forlag A/S
	58a	 Capriccio for Trumpet-solo og Brass Band 	 Musikk-Husets Forlag A/S
	 59	 Music to an Exhibition, for 2 Trumpets, Horn (F), 
		  2 Barytones and Tuba 	 Musikk-Husets Forlag A/S
	 60	 Circus terra, Opera 
	 61	 Prelude and Fugue for Organ 	 Musikk-Husets Forlag A/S
	 62	 Le Tombeau de Dupré for Organ
	 63	 The Parrot and the Nun for Violoncello	 Musikk-Husets Forlag A/S
	 64	 Aus der Werkstatt des Herrn Mephisto Foss, für Kammerorchester
	 65	 Sketches of Norway for Trumpet-solo and Brass Band 	 Musikk-Husets Forlag A/S
	65a	 Sketches of Norway for Trumpet-solo and Wind Band 	 Musikk-Husets Forlag A/S
	 66	 Symphony no 2 for Orchestra	 Musikk-Husets Forlag A/S
	 67	 Quintet for String Quartet and Piano 	 Musikk-Husets Forlag A/S
	 68	 9 Morgenstern-songs for mixed choir 	 Musikk-Husets Forlag A/S
	 69	 Korsveien, for Organ
	 70	 Quartet no 1 for 2 Violins, Viola and Violoncello	 Musikk-Husets Forlag A/S
	 71	 «..og icke de smaa at foragte» for Sopran, Flute and Organ
	 72	 Threesoms for Trumpet and Organ
	 73	 The mysterious Barricades I, for Brass Quintet and Piano	 Musikk-Husets Forlag A/S
	 74	 Trio for Trumpet, Trombone and Piano	 Musikk-Husets Forlag A/S
	 75	 Three faxes for six Saxes 	 Musikk-Husets Forlag A/S
	 76	 5 Preludes for Guitar 	 Musikk-Husets Forlag A/S
	 77	 Salvador Dalí - A Symphonic Portrait for Orchestra 	 Musikk-Husets Forlag A/S
	 78	 Agnus Dei for mixed choir, Flute and Piano 	 Musikk-Husets Forlag A/S
	 79	 Clarinet Marmalade for 3 Clarinets and Bass Clarinet	 Musikk-Husets Forlag A/S
	 80	 Quartet no. 2 for 2 Violins, Viola and Violoncello 	 Musikk-Husets Forlag A/S
	 81	 Sonata no 2, for Piano 	 Musikk-Husets Forlag A/S
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	 82	 The mysterious Barricades II, for Trumpet (B),                                                                              	
		  Horn (F), Tuba and Piano 	 Musikk-Husets Forlag A/S
	 83	 «An almost forgotten Melody» for narrator and Orchestra	 Musikk-Husets Forlag A/S
	 84	 Tuba Marmalade for 2 Euphoniums and 2 Tubas	 Musikk-Husets Forlag A/S
	 85	 Brass Marmalade for Brass Band	 Musikk-Husets Forlag A/S
	 86	 Sonata for Doublebass and Piano	 Musikk-Husets Forlag A/S
	 87	 4 Songs, to Poems by Rolf Jacobsen
	 88	 «,,, for Tidens fugl flyr fort» Solo-quartet and Male Choir	 Musikk-Husets Forlag A/S
	 89	 «Kjære Dorothy!» for Female choir 				  
	 90	 Sonata for Trumpet and Piano 	 Musikk-Husets Forlag A/S
	 91	 Concerto for Bassoon and Orchestra	 Musikk-Husets Forlag A/S
	 92	 The Dream of the Rhinoceros  for Horn solo (F)	 Musikk-Husets Forlag A/S
	 93	 Invitation to a Voyage for Horn- solo and Wind Band	 Musikk-Husets Forlag A/S
	 94	 Quartet no 3 for 2 Violins, Viola and Violoncello
	 95	 Sonata for Altsaxophone and Piano 	 Musikk-Husets Forlag A/S
	 96	 Saxophone Marmalade,  for Saxophone Quartet	 Musikk-Husets Forlag A/S
	 97	 Sonata for Euphonium and Piano 	 Musikk-Husets Forlag A/S
	 98	 Symphony no 3 for Orchestra	 Musikk-Husets Forlag A/S
	 99	 2 Songs, to Poems by Rolf Jacobsen
	100	 «Le bouquet tout fait», for Strings	 Musikk-Husets Forlag A/S
	101	 24 Preludes and Fugues, for Piano 	 Musikk-Husets Forlag A/S
	102	 Felix, Michael & I, for Tuba and Piano
	103 	 Quartet no 4 for 2 Violins, Viola and Violoncello
	104	 Quintet for Saxophone Quartet and Piano 	 Musikk-Husets Forlag A/S
	105	 Sextour pour le commencement  de la musique	 Musikk-Husets Forlag A/S                    
	106	 Michael & I, for Tuba and Piano
	107	 Sonata for Sopran Saxophone and Piano 	 Musikk-Husets Forlag A/S
	108	 Concerto for Trombone and Orchestra 	 Musikk-Husets Forlag A/S
	109	 Sonata  for Barytone Saxophone and Piano	 Musikk-Husets Forlag A/S
	110	 Trio for Horn (F), Violin and Piano	 Musikk-Husets Forlag A/S
	111	 Trio for Clarinet (B), Tenor Saxophone (B) and Piano 	 Musikk-Husets Forlag A/S
	112	 Concerto for Flute and Orchestra	
	113	 Quartet no 5 for 2 Violins, Viola and Violoncello
	114	 Hommage á Francis Poulenc, for Flute, Oboe, Clarinet (B)
		  and Piano 	 Musikk-Husets Forlag A/S
	115	 Duo-Concertino for Alt-Saxophone, Trumpet and Strings 	 Musikk-Husets Forlag A/S
	116	 Symphony no 4, for Orchestra
	117	 Sonata for Tenor-Saxophone and Piano 	 Musikk-Husets Forlag A/S
	118	 Concertino, for Trumpet and Wind band 	 Musikk-Husets Forlag A/S
	119	 Quartet no 6 for 2 Violins, Viola and Violoncello
	120	 Quintet for Brass-Quintet	 Musikk-Husets Forlag A/S
	121	 Concerto Grosso, for Brass and Percussion	 Musikk-Husets Forlag A/S
	122	E dvard Munch - A Symphonic Portrait for Orchestra 	 Musikk-Husets Forlag A/S
	123	 Concertino for Euphonium and Symph.Band	 Musikk-Husets Forlag A/S
	124	 Sonata for Violin and Piano	 Musikk-Husets Forlag A/S
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	125	 Sinfonia Concertante, for Saxofon-Quartet and Strings	 Musikk-Husets Forlag A/S
	126	 Sonatina for Flute, Horn and Piano
	127	 Trombones, Michael & I 	 Musikk-Husets Forlag A/S
	128	 Concertino for Horn and Wind Band	 Musikk-Husets Forlag A/S
	129	 1905-ouverture, for Orchestra 	 Musikk-Husets Forlag A/S
	130	 Aurora, Opera 
	131	 Sonette an Orpheus, for Mezzosopran and String Quartet
	132	 Symphony no 5 for Orchestra
	133	 Concertino, for Tuba and Wind Band	 Musikk-Husets Forlag A/S
	134	 To Valse-kapriser over navnet Grieg, for Piano 4-hands 	 Musikk-Husets Forlag A/S
	135	 Concerto no 2nr.2 , for Piano and Orchestra	 Musikk-Husets Forlag A/S
	136	 Conserto for Doulbebass and Orchestra
	137	 Serenata  for 2 Violins, 2 Viola and Violoncello	 Musikk-Husets Forlag A/S
	138	 A la maniere de Grieg, for Piano	 Musikk-Husets Forlag A/S
	139	 Sonata for Trombone and Piano 	 Musikk-Husets Forlag A/S
	140	 Claude Monet – A symphonic Portrait, for Orchestra
	141	 Concerto for Violin and Orchestra
	142	 4 Russian Dances for Piano 4-hands 	 Musikk-Husets Forlag A/S
	143	 Seminar for Violin, Viola, Percussion and Piano 	 Musikk-Husets Forlag A/S

Handwristexercises

Orchestra:
		  Summerchild
		  Med bratsj og dram
		  Både Mozart eller  Prokofjev
		  Wiener-Scnitzel-Walzer

Wind band:
		  Suite nr 1	 Musikk-Husets Forlag A/S
		  Suite nr 2
		  Suite nr 3
		  Introduksjon, allegro og finale
		  Bjørvikamarsjen 	 Musikk-Husets Forlag A/S
		  Tour de Force, marsj	 Musikk-Husets Forlag A/S
		  Jubileumsmarsj
		  Marsj

Big band:
		  The Huntsmen on the edge of the night	 Musikk-Husets Forlag A/S
		  Dali’s Moustache 	 Musikk-Husets Forlag A/S
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		  – Pablo! 	 Musikk-Husets Forlag A/S
		  Dizziology 	 Musikk-Husets Forlag A/S
		  The dream of Narcissus 	 Musikk-Husets Forlag A/S
		  Bicinium: Air for the Duke – Blues for the Count
		  BirdDizzymo	
		  Dizzy Bird
		  Hidden Faces
		  Keeper of the Fame
		  Keeper of the Frame
		  The Chet Set: Chet Baker in memoriam
		  Together!
		  Fanfare and Blues

Mixed choir:
		  Morgonhymne	 Musikk-Husets Forlag A/S
		  Hymne til Skaparen 	 Musikk-Husets Forlag A/S
		  Hymne til Trieiningi 	 Musikk-Husets Forlag A/S
		  Jolesong 	 Musikk-Husets Forlag A/S

Musicals:
		  Det blå folket – Tor Åge Bringsværd
		  Den store farveslukeren – Tor Åge Bringsværd

Miscellaneous:
		  Andante cantabile, for klaver 	 Musikk-Husets Forlag A/S
		  Grotesques and Arabesques for 2 pianos and 4 pianists	 Musikk-Husets Forlag A/S
		  Partita, for 2 accordions 	 Musikk-Husets Forlag A/S
		  Weddingmarch, for Trumpet and Organ	 Musikk-Husets Forlag A/S
		  Preludium, for Alphorn  	 Musikk-Husets Forlag A/S
		  Drei Edvard Munch-Gemälde, für Streichquartett
		  A Piece for Peace, for Flute/Violin and Piano	 Musikk-Husets Forlag A/S
		  Sonatina for Mandolin og Guitar
		  Fanfare, for brassensemble and Percussion
		  The four reasons, for Picc./Flute, 2 Flutes & Alto Flute
		  Veni, veni Emanuel, for 3 klarinetter, bassklarinett og orgel
		  Spill, for School Orhestra

Arrangements:
		  4 Nordiske folkeviser, for brassensemble and Percussion: 	 Musikk-Husets Forlag A/S
			   I skovens dybe, stille ro 
			   Per Spelmann
			   Som stjärnan uppå himmelen
			   Virran Reunalla
		  Per Spelmann for Wind Band	 Musikk-Husets Forlag A/S
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Selected CD recordings

24 Preludes & Fugues	 2L 33(2CDs)
Sketches of Norway	 Pro Musica PPC 9049
The Saxophones & I	 MTG-CD 44559
The Mysterious Barricades	 MTG-CD 30068
Live at the Jánácek Conservatory	 MTG-CD 60111
Sonatas Marmalades & Faxes	 Hemera HCD 2921
Piano Works	 Hemera HCD 2913
Clarinet Marmalade	 Pro Records 101
Concerto for oboe and orchestra	 Libra LCD 1010
Sonata for oboe and piano	 Libra LCD 1011
Partita for 2 accordions	 JPS 302
Grotesques and Arabesques	 2L 37
Sonate for Horn and Piano	 Summit Records DCD 413
Concerto Grosso, Quintett for brassinstruments	 WPB 105
Divertimento, Per the Fiddler, for Brassinstruments	 BIS-CD 265
Sonate for clarinet and Piano	 Radio Clasica CDC 0032
Concerto for Horn and Orchestra	 Simax PSC 1100
Trio fro Horn, Violin and Piano	 2L 25
Sonata for Tuba and Piano	 Crystal Records	 CD 690
Serende for Brassquintet	 WWW pe5,ch
Sonate for Tuba and Piano	 Pro musica PSC 1101
Concerto for Tuba and Orchestra	 Aurora ACD 4976
Sonata for Horn and Piano, The Dream of the Rhinoceros	 Crystal Records CD 678
Clarinet Marmalade	 Duchesne DD720192
Concerto Grosso, Quintet	 WPB 105
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Linker

Omtale CDer og verker:

http://uk.search.yahoo.com/search?p=Madsen+Trygve+CD&fr=slv1-adbe&xargs=0&pstart=1&b=1

http://www.google.no/search?hl=no&source=hp&q=Trygve+MADSEN+CD&meta=

http://newyorklawschool.typepad.com/leonardlink/2008/06/a-polyphonic-di.html?no_prefetch=1

http://www.accordions.com/index/art/cd_08_03_21.htm

http://www.musicfromnorway.com/default.aspx?norwegian=artist&music=10878

http://www.6moons.com/musicreviews/2009_october/24.html#

http://www.sa-cd.net/showtitle/3727

http://www.ballade.no/nmi.nsf/doc/art2004112614342448812542

http://www.nmh.no/fou/forskerforum/presentasjoner_i_2006/67285?view=print

http://www.mtgmusic.no/index.php?option=com_content&task=view&id=113&Itemid=5

http://www.pluto.no/Kulturspeilet/faste/cd/Hoff_Brynjar3CD.html

http://www.opera.cz/cs/repertoar/circusterra.html

http://www.radio.cz/en/article/28047/limit

http://kulturkompasset.com/php/index.php?AID=21&TID=4

Annet

http://www.abrsm.org/?page=process%2Fsearch.html&query=Trygve+Madsen

http://www.dean.usma.edu/

http://hf.jamu.cz/

http://www.rb.no/lokal_kultur/article2781966.ece

http://www.musikk-huset.no/shopdisplayproducts.asp?Search=Yes&sppp=10






