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Orkesterbesittning/Orchestra
Flauto I, II
Oboe I, 11

Clarinetto I, IT in B
Fagotto I, I
Corno I, IL, IIL, IV in F
Tromba I, Il in B
Trombone I, 11, TII
Arpa
Violini I
Violini II
Viole
Violoncelli

Contrabassi

Coro



Wilhelm Stenhammar

Wilhelm Stenhammar (1871-1927) tillhor de stora namnen i svensk musikhistoria — i
dag mest kind som tonsittare, under sin korta livstid lika respekterad som pianist och
dirigent. Det hér till saken att Stenhammar var verksam nir det moderna musiklivet
formades, och de frimsta namnen under denna epok har aldrig férlorat sin lyskraft.
Fér Stenhammars del illustreras det av de kompositioner som stadigt behallit sin plats
som repertoarverk, i forsta hand hans férsta pianokonsert (b-moll), 7vd sentimentala
romanser for violin och orkester, pianoverket Sensommarnitter, solosinger som “Flickan
kom fran sin dlsklings méte” samt kirsingerna ”Sverige” och "I seralliets have”.

Wilhelm Stenhammar skaffade sig en gedigen och framfor allt bred musikalisk
skolning: pianostudier vid Richard Anderssons musikskola, orgel for Wilhelm Heintze
och August Lagergren, kontrapunkt for Joseph Dente, komposition fér Emil Sjogren
och Andreas Hallén. Som s& manga andra svenska musikstuderande vid denna tid, och
tidigare, for Stenhammar ocksd utomlands, till Berlin for pianostudier.

Redan under studietiden bérjade Stenhammar framtrida som pianist, men ocksa
komponera. Som pianist inledde han ett samarbete med violinisten Tor Aulin och dennes
strikkvartett som skulle komma att utveckla kammarmusicerande i Sverige. Deras turnéer
runt om i landet ir legendariska.

Stenhammar var dirigent for kéren Filharmoniska sillskapet i Stockholm 1897—
1900. 1902 var han med att grundade det som idag benimns Kungliga Filharmo-
nikerna i Stockholm. Han dirigerade i perioder ocksé vid Kungl. Teatern och var
dren 1907-22 konstnirlig ledare for davarande Goteborgs orkesterforening. Wilhelm
Stenhammar komponerade parallellt med sin verksamhet som pianist och dirigent. Pe-
riodvis tog dock de sistnimnda engagemangen 6ver, men som fulltecknad musiker och
dirigent behovde han & andra sidan inte komponera pé bestillning sisom flera av hans
tonsittarkolleger tvingades till.

Wilhelm Stenhammar blev invald som ledamot nr 501 i Kungl. Musikaliska akade-
mien den 29 november 1900.

© Gunnar Ternhag, Levande Musikarv

Varnatt (ur Tva dikter, op. 30)

Framférd med kér och piano befinner sig Wilhelm Stenhammars Virnatt inom den
nordiska kérlyriken, men i sitt fulla format knyter det knappt tio minuter langa ver-
ket an till den tyska traditionens ensatsiga kompositioner for kor och orkester. Det ir
en musikalisk subgenre som mot 1800-talets slut kom att na stor spridning: Richard
Strauss, Max Reger och Hans Pfitzner limnade sina bidrag, men viktigast dr Johannes
Brahms. Denne svarade for de tre profilerade verken Schicksalslied (1871, Friedrich Hol-
derlin), Ninie (1881, Friedrich Schiller) och Gesang der Parzen (1882, Johann Wolfgang
von Goethe).

Typiskt dr att tonsittaren viljer en text av en framstiende poet, dir en metafysiskt
firgad fraga stills. Stenhammar valde Oscar Levertin, som vid sekelskiftet var en
central person pd den svenska parnassen, bdde som kritiker och poet. Under det sena
1880-talet hade de bada blivit viinner och Stenhammar kom att till Levertins texter
skriva stort upplagda singsolon med orkester som Florez och Blanzeflor (1891) och It
haka (1904). De féljdes av vokalsymfoniska Tvé dikter (1909-12). Den forsta dikten idr
Levertins kritiska uppgérelse med det kyliga folket i norr, Folket i Nifelhem, som slutar
i en forhoppning knuten till viren. Den andra tonsittningen, Virnatt, tar vid just dir.

Det som i forstone tycks vara innu en i raden av naturlyriska svenska dikter visar
sig innehalla en stdrre ambition. Véren ér en livgivande kraft som skinker ”hjirtana
allt vad de 6nska” om man bara tror pd den, men dir finns ocksa brustna stringar och
stickta planer som lingtar efter att ”bli aska i urna”. Naturen trider in i religionens
stille, dvertar dess sprik och funktion.

Under tiden f6r komponerandet av Tvd dikter arbetade Stenhammar ocksa pa sin g-
mollsymfoni, och som Bo Wallner pdpekar i sin Stenhammar-biografi gar Folket i Ni-



Jfelhem i riktning mot symfonins strama tonsprék medan Virnatt vinder sig bakdt mot
vokala naturstimningar frin sent 1800-tal. Anda finns alltsa djupare lager att ta sig
ner i, vilket giller dven den atmosfiriska musiken som nira diktens mitt later ana en
vindning i oboestimmans suckmotiv och sedan komplicerar nattens ljus. Det ir inte
missriktat att siga att Varnatt kan ses som en svensk replik pd Brahms Schicksalslied,
mindre i omfattning och mer stillsam i sina atbdrder, men med klangmaissiga parallel-
ler och ett likartat stimningsomslag.

Tvé dikter uruppfordes av Géteborgs orkesterforening vid tonsittarens kompositions-
afton den 24 februari 1913. Eftersom Stenhammar skrivit ut partituret i blyerts i stillet
for blick skapades problem for kommande framféranden, ytterligare en anledning till
att det frimst var klaverutdraget pa Hirschs musikforlag som kom att leva vidare.

© Erik Wallrup, Levande Musikarv

Wilhelm Stenhammar

Wilhelm Stenhammar (1871-1927) is among the great names in Swedish music his-
tory — now mostly remembered as a composer, but equally respected as a pianist and
conductor during his short life. Part of this is due to the fact that Stenhammar was
active during the formation of modern musical life, and the foremost names of this
period have never lost their radiance. For Stenhammar’s part, this is illustrated by the
compositions that have consistently kept their places as repertoire pieces, on the first
hand his first piano concerto (B flat minor), Tvd sentimentala romanser (“Two Senti-
mental Romances’) for violin and orchestra, the piano piece Sensommarniitter (‘Late
Summer Nights'), solo songs such as ‘Flickan kom fran sin ilsklings méte’ (“The Girl
Came from Meeting Her Lover’ and the choral songs ‘Sverige’ (‘Sweden’) and T seral-
liets have’ (‘In the Seraglio Garden’).

He acquired a musical education that was both sound and extensive: piano stu-
dies at Richard Andersson’s School of Music, organ for Wilhelm Heintze and August
Lagergren, counterpoint for Joseph Dente, composition for Emil Sjégren and Andreas
Hallén. Like so many other Swedish music students at the time, and earlier, he also
travelled abroad, to Berlin, to study piano.

Stenhammar started performing as a pianist during his studies, and also began com-
posing. As a pianist, he began collaborating with the violinist Tor Aulin and his string
quartet, which would come to develop chamber music in Sweden. Their tours around
the country are legendary.

He was a conductor for the Stockholm Philharmonic Society choir from 1897 to
1900. In 1902, he was among the founders of what is now known as the Royal Stock-
holm Philharmonic Orchestra in Stockholm. He also conducted at the Royal Opera
and was artistic director of what was then the Gothenburg Orchestra Association from
1907 to 1922.

In tandem with his career as a pianist and conductor, Stenhammar was a composer.
However, the former activities would periodically eclipse his other work, but as a fully-
fledged musician and conductor, he was not forced to compose on commission, as
many of his colleagues were.

On November 29, 1900 Wilhelm Stenhammar was elected to the Royal Academy of
Music as member No. 501.

© Gunnar Ternhag, Levande Musikarv
Transl. Martin Thomson



Virnatt (from Two Poems, op. 30)

Performed with choir and piano, Wilhelm Stenhammar’s Virnart (‘Spring Night') falls
under the Nordic genre of lyrical choral music, but in its full format, the close to ten-
minute-long work belongs to the one-movement compositions for choir and orchestra
of the German tradition. This is a musical sub-genre that became particularly popular
at the end of the 1800s amongst such contributors as Richard Strauss, Max Reger and
Hans Pfitzner and, most importantly, Johannes Brahms, who composed the three pro-
filing works Schicksalslied (1871, Friedrich Holderlin), Ninie (1881, Friedrich Schiller)
and Gesang der Parzen (1882, Johann Wolfgang von Goethe).

The composer would typically select lyrics by a prominent poet that pose some
kind of metaphysical question. Stenhammar chose Oscar Levertin, who was a leading
figure in the pantheon of Swedish writers at the turn of the century both as a critic
and a poet. The two had become friends back in the late 1880s, and Stenhammar was
to compose extensive orchestral solo songs to his poems, such as Florez och Blanzeflor
(1891) and Ithaka (1904), followed by the vocal-symphonic Two Poems (1909-12).
The first of these represents Levertin’s critical conciliation with the melancholic, austere
people of the North, Folket i Nifelhem, and closes with a sense of vernal hope — the
theme with which the second composition, Virnatt, opens.

What at first seems to be yet another in a long list of Swedish idylls proves to possess
a more noble ambition. The spring is a life-giving force that, given enough faith, grants
‘the hearts all that they desire’, but that also contains broken strings and thwarted
plans that yearn to ‘be ash in urn’. Nature supplants religion, usurping its language and
function.

At the time he was composing Two Poems, Stenhammar was also working on his
G minor symphony, and as Bo Wallner points out in his biography, Folket i Nifelhem
tends towards the tense tonal idiom of the symphony, while Virnart harks back to the
vocal pastoral moods of the late 1800s. Yet there are obviously deeper layers to delve
into, which is true also of the atmospheric music that towards the middle of the poem
intimates a change in the oboe’s sigh-motif before obfuscating the luminous spring
night. It would not be misguided to say that Virnatt can be seen as a Swedish response
to Brahms’s Schicksalslied, albeit smaller in scope and more muted in its gestures, but of
a sound and mood changes that invite comparison.

Two Poems was premiered by Gothenburg Orchestra Society at a recital held by
the composer on 24 February 1913. Since Stenhammar wrote out the score in pencil
instead of ink, he inadvertently created problems for future performances — yet another
reason why the work has primarily survived due to the piano reduction published by
Hirsch.

© Erik Wallrup, Levande Musikarv
Transl. Neil Betteridge



Kritisk kommentar

Killmaterial
Partitur i autograf A, Musik- och teaterbiblioteket, Stockholm.
Kommentarer

Partituruppstillningen i (A) foljer dldre regler sdledes Cor. placeras under Clar. och Coro under Vle.
Koérstimmorna S., A. och T. noteras i (A) med ildre C-klav.

Taker Instrument Anmiirkning

45 arpa 0.s. taktartsbyte (6/8) tillagd

49 arpa 6.s. taktartsbyte (2/4) tillagd

49-50 sopranl legatobage tillagd i analogi med &vriga kérstimmor
88-89 ve.3-4, ve.gli aleri har flyttats ihop pa samma system, alla i F-klav

94 ve.1-3 taktartsbyte (2/4) tillagd

106 fl. taktartsbyte (2/4) tillagd



