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August S6derman

August Séderman (1832-1876) tillhor den lilla krets av dldre svenska
tonsittare, vars verk regelbundet framférs. De mest levande verken pekar
faktiskt pa kinnetecknande drag i hans produktion: Etz bondbrillop for
manskvartett visar till vokaltonsittaren Soderman och brollopsmarschen
ur skidespelet Brollopet pi Ulfisa antyder att han skrev musik for teater-
scenen.

August S6derman mer eller mindre foddes in i Stockholms musik-

liv. Hans far, Johan Wilhelm Soderman, var musikanforare vid flera av
huvudstadens teatrar. August S6derman studerade vid Musikkonservato-
riet 1847-50 och forsorjde sig direkt dérefter som musiker pa violin och
oboe, bl.a. i Hovkapellet. 1851 engagerades han av Edvard Stjernstrom
som musikanférare vid dennes resande teatersillskap, vilket blev borjan
pa Sédermans manga ér vid scenen. Arbetet innebar att framstilla musik
for de aktuella uppsittningarna, bade originalmusik och arrangemang,
samt skaffa lampliga musiker pa turnéorterna. Sillskapet framtridde i
Finland och Sverige. Nir Stjernstrom tog 6ver Mindre teatern i Stock-
holm, blev S6derman dess musikansvarige.

185657 tillbringade Soderman i Leipzig for férdjupade musikstudier
i frimst kontrapunkt och komposition. Han fick dir ocksa tillfillen att
hora tidens nyare musik. Tillbaka till Stockholm fortsatte han arbetet
vid Mindre teatern. 1860 blev han kormistare vid Kungliga Teatern, en
period ocksa bitridande hovkapellmistare — den ordinarie var Ludvig
Norman. Séderman skulle bli denna scen trogen under resten av sitt liv.
Han gjorde dock en lingre resa till Tyskland 1869-70 for att bevista
konserter och se operaforestillningar, parallellt med eget komponerande.
44 3r gammal avled S6derman i hemstaden.

August S6derman var mycket produktiv som tonsittare. Hans scenan-
stillningar krivde det, men han ville dirutéver skriva annat. Den scenis-
ka musiken dominerar inte ovintat hans oeuvre, men han limnade ocksa
efter sig atskilliga sanger och korverk, liksom en del kammarmusik.

Tva egenskaper fangar tonsittaren Sdderman. Som teaterman levde
han pa férmdgan att skriva musik med dramatisk nerv, musik som fick
dhorarna att ryckas med. Vidare hade S6derman stort intresse for svensk
folkmusik, vilket hors i atskilliga verk — antingen som direkta melodicitat
eller genom egen musik i folkton. Pa den senare punkten banade han vig
for senare kolleger som exempelvis Wilhelm Peterson-Berger och Hugo

Alfvén.

© Gunnar Ternhag, Levande Musikarv



Die Wallfahrt nach Kevlaar

Texten till verket 4r himtad fran Heinrich Heines Buch der Lieder, som utkom
1827 och som direkt fick ett enormt genomslag. Heine blev en favoritforfattare
for datidens tonsittare, och inte minst Séderman fascinerades av det poetiska
spraket i dennes dikter — dven singsamlingen Heidenraslein och balladcykeln
Der arme Peter ir skrivna till dikter av Heine. Dikten ”Die Wallfahrt nach
Kevlaar” lockade flera kompositorer till tonsittningar. Engelbert Humper-
dincks ir kanske den mest kinda, men dven Alexander von Fielitz, Johann
Baptist Zerlett, Charles Villiers Stanford och i Sverige Wilhelm Peterson-Berger
och Wilhelm Stenhammar har gjort musikaliska tolkningar av Heines dikt.

Sodermans manuskript vittnar om en lang tillkomstprocess. De tvé forsta
satserna fullbordades i december 1859 i skiss for baryton, kor och piano men
tredje satsen forst i december 1866. S6dermans text pa forsta sidan: Kompo-
nirt fiir eine Barytonstimme und Chor mit Begleitung des Piano Forte”, tyder
pa att han inte planerat att anvinda sig av orkester, nir han pabérjade verket.
Att déma av dateringarna gjorde han genast efter fullbordandet av klaverskis-
sen en renskrift (daterad ”Stockholm Dec. 1866”). Denna ging skrev han i
rubriken "fiir Baryton Chor und Orchester” och betecknade manuskriptet
som ett ~Klavierauszug”, vilket visar att han nu hade en orkestersittning i
tankarna, och ganska snart, i mars 1867, var denna klar i renskrivet partitur.
Det forsta framfoérandet dgde rum pd Kungl. Teatern den 27 mars 1867. Fritz
Arlberg var solist, Harmoniska sillskapet stod for korinsatserna och Hovka-
pellet spelade, allt under ledning av Ludvig Norman. Stycket fick omedelbart
stor framgang hos publik och kritik och upplevde flera férnyade framféranden
under de nirmaste decennierna.

I klaverutdraget, som utgavs samma ar som uruppférandet, 4r verket till-
dgnat solisten Fritz Arlberg, operasingare, tonsittare, regissor, dversittare och
sangpedagog. Han var S6dermans vin sedan manga ar och enligt samstim-
miga uppgifter en idealisk interpret av dennes ballader. S hir beskrev forfat-
taren och teatermannen Frans Hedberg Arlbergs singstil i dessa verk:

Den dimpade, sd att siga i halfdager hallna, stil i hvilken han som konsertsingare
utfore till exempel Sodermans prigtiga ballader "Tannhiuser”, Wallfahrt nach Kevlaar
och Qvarnruinen visade till fullo huru sant musikaliskt han visste att underordna sig
kompositionens natur och visende, och just derfér att han gjorde detta med intelligens,
blef verkan af hans framstillning mycket mera intensiv, in om han, med anlitande af
alla sina vokala resurser, velat stilla sig sjelf framfor och ofvanpa kompositionen, — ett
fel som mer 4n en singare pligar begd d4 han i tid och otid vill lata hora att han har
nagot att komma med, som heter duga. (Frans Hedberg: Svenska operasingare, Stock-
holm, 1885.)

I Humperdincks komposition av samma dike far koren sta for huvuddelen

av berittartexten, medan en mezzosopran och en tenor framfér moderns och
sonens repliker — en ganska naturlig 16sning for att gestalta Heines text. I S6-
dermans tonsittning didremot framfor barytonsolisten ensam hela texten, sévil
de berittande delarna som moderns och sonens repliker. Liksom i flera av
soloballaderna, i synnerhet 7annhduser, ir solostimman deklamatoriskt utfor-
mad och i huvudsak lugnt berittande. Nagon gang bryts dock det aterhéllna
uttrycket genom anvisningar som “inbriinstiglich” och "halb gefliistert” i

ett par av sonens repliker. Koren deltar inte aktivt i handlingen men ger en
suggestiv miljoskildring genom att gestalta den dndlosa pilgrimsprocessionens



standigt pagdende lovsang till jungfru Maria. Fugatot i andra satsens inledning
har sitt ursprung i en av de 6vningar Séderman skrev under tiden i Leipzig
1856-57, da han studerade kontrapunkt f6r den kinde liraren Ernst Friedrich
Richter, och bruket av denna alderdomliga stil bidrar starke till den kyrkliga
atmosfiren.

Namnet "Kevlaar” dr en poetisk variant av "Kevelaer”, som ir en liten stad
drygt 5 mil nordvist om Diisseldorf, inte langt frin nederlindska grinsen. An i
dag ir staden en stor vallfartsort med ca 800 000 besokande pilgrimer per r.

Om Levande musikarvs utgéva

Verket gavs ut redan 1867 i form av klaverutdrag hos Josephsons Musikalien-
handlung, och 1883 kom en ny utgiva hos Huss & Beer, senare 6vertagen av
forst Elkan & Schildknecht och sedan Abraham Lundquist. En reprintutgava
av 1883 4rs version kom ut 2007 hos Recital Publications, Huntsville.
Klaverutdraget som publicerades i dessa utgavor var utarbetat av S6derman
sjalv men motsvarade inte helt orkesterversionen. Framfor allt sjunger kéren
enligt klaverutdraget a cappella under langa avsnitt, medan den i orkestersitt-
ningen har ett storre instrumentalt st6d.

Levande musikarvs utgiva, som bestdr av partitur, klaverutdrag och orkester-
stimmor, 4r utarbetad med S6dermans egenhindiga partitur som huvudkilla.
Pianostimman i klaverutdraget bygger pd S6dermans, men det utékade stod
for koren som orkestern ger enligt partituret har tagits med i stimman.

En fullstindig kritisk kommentar finns i partituret.

En detalj, som rér barytonsolistens stimma bor dock kommenteras hir. 1
forsta strofen i sats 3 anvinder S6derman en text som avviker starkt frin
textkillorna. Fjirde raden (motsvarande takt 13—15) lyder i utgavorna: "ganz
leise geschritten herein”, men hos S6derman “ganze leise zur Thiire herein”.
Varifrin denna text kommer ér obekant, kanske ir det rent av en férindring
Séderman gjort pé egen hand.

© Finn Rosengren, Levande Musikarv

August S6derman

August Séderman (1832-1876) belongs to the limited circle of earlier Swedish
composers whose works are still performed regularly. The fact is that the com-
positions which have worn best highlight significant traits of his output: Ez
bondbrollop (Peasant wedding), for male voice quartet, shows S6derman as a
vocal composer, while the wedding march from the drama Brollopet pi Ulfisa
(Wedding in Ulfisa) intimates that he wrote incidental music for the theatre.
August S6derman was practically born into Stockholm’s music community.
His father, Johan Wilhelm Soderman, directed the music at several Stock-
holm theatres. August S6derman studied at the Royal Conservatory of Music
between 1847 and 1850. Immediately afterwards he began earning his living



as a violinist and oboist, e.g. with the Royal Court Orchestra. In 1851 he was
engaged as director of music in a touring theatre company run by Edvard
Stjernstrém, and this marked the beginning of a long-lasting relationship with
the theatre. His duties involved supplying music — both new compositions
and arrangements — for current productions and finding suitable musicians

in the places visited. The company performed in Finland and Sweden. When
Stjernstréom took over Mindre teatern in Stockholm, S6derman became its
director of music.

Soderman spent 1856 and 1857 in Leipzig, pursuing advanced studies,
mainly in counterpoint and composition. This also gave him the opportunity
of hearing more recent music. Returning to Stockholm, he resumed his post
at Mindre teatern. In 1860 he became chorus master at the Royal Opera,
where for a time he deputised as chief conductor, the regular incumbent being
Ludvig Norman. S6derman remained true to this stage for the remainder of
his life, but in 1869-70 he went on a long tour of Germany to attend concerts
and operatic performances, concurrently with his activity as a composer. He
died in his home city, aged 44.

August Soderman was a highly prolific composer. His theatre appointments
demanded as much, but he also wanted to write music of other kinds. Not
unexpectedly, his output is dominated by stage music, but he also left a good
number of songs and choral compositions, as well as a certain amount of
chamber music.

As a composer, Soderman can be pinned down with two qualities. In the thea-
tre he lived on his bent for writing music with dramatic verve, music which
carried the listeners away. Secondly, he was greatly interested in Swedish folk
music, an interest manifested by direct melodic quotations or by music of his
own in folk-tune idiom. In this latter respect he paved the way for later col-
leagues such as Wilhelm Peterson-Berger and Hugo Alfvén.

© Gunnar Ternhag, Levande Musikarv
Transl. Roger Tanner

Die Wallfahrt nach Kevlaar

The lyrics for this piece are from Heinrich Heine’s Buch der Lieder, which
made an immediate and profound impact when it was first published in 1827.
Heine became one of the favourite writers of contemporary composers, not
least August S6derman, who was fascinated by his poetic language — the song
collection Heidenrdslein and ballad cycle Der arme Peter were written to
poems by Heine. ‘Die Wallfahrt nach Kevlaar’ was a particular favourite of the
composers. Engelbert Humperdinck’s is arguably the best-known, but there
were also interpretations by Alexander von Fielitz, Johann Baptist Zerlett,
Charles Villiers Stanford and, in Sweden, Wilhelm Peterson-Berger and Wil-
helm Stenhammar.

Séderman’s manuscript testifies to a lengthy genesis. The first two move-
ments were completed in December 1859 as a sketch for baritone, chorus and
piano, but the third was not ready until December 1866. Soderman’s inscrip-
tion on the first page — ‘Komponirt fiir eine Barytonstimme und Chor mit
Begleitung des Piano Forte’ — suggests that he had not planned to make use



of an orchestra when he started the work. Judging by the date, he made a fair
copy of the piano sketch immediately upon completion (dated ‘Stockholm
Dec. 1866’), this time under the heading ‘fir Baryton Chor und Orchester’s
he also labelled the manuscript a ‘Klavierauszug’, which shows that he now
had an orchestra setting in mind, and soon afterwards, in March 1867, he
completed the fair copy of the score. The first performance took place at the
Royal Opera on 27 March 1867. Fritz Arlberg was soloist, the Harmonic
Society sang the choral part, and the Royal Court Orchestra played the music,
all under the direction of Ludvig Norman. The piece was an immediate public
and critical hit, and saw numerous renewed performances over the coming
decades.

In the piano reduction, which was published in the same year as the pre-
miere, the work is dedicated to soloist Fritz Arlberg, opera singer, composer,
director and singing teacher. He was also an old friend of S6derman’s and ac-
cording to the general consensus the perfect interpreter of his ballads. Author
and theatre director Frans Hedberg, described Arlberg’s singing style in these

works thus:

The subdued, twilit style in which as a concert singer he performed, for example,
Soderman’s splendid ballads “Tannhduser’, Wallfahrt nach Kevlaar and Qvarnruinen
was a perfect demonstration of how truly musically he knew to subordinate himself to
the nature and being of the composition, and in doing this with intelligence the effect
of his singing was much more intense than if he, with all his vocal resources mustered,
had placed himself in front of and above the composition — an error that more than
one singer tends to commit when he, whenever he sees fit, wishes to make plane that he
has something worthwhile to bring. (Frans Hedberg: Svenska operasingare, Stockholm,
1885.)

In Humperdinck’s composition of the same poem, most of the narrative
content falls to the choir, while a mezzo-soprano and a tenor sing the lines of
the mother and the son — a rather natural solution for giving form to Heine’s
text. In S6derman’s hands, however, the baritone soloist takes on the entire
text alone, both the narrative parts and the dialogue. As in many of the solo
ballads, particularly Tannhiuser, the solo part is declamatory and in the main
calmly narrative. Here and there, however, the restrained mode of expression
is broken by instructions like ‘inbriinstiglich’ and ‘halb gefliistert” in a couple
of the son’s lines. The choir takes no active part in the events but creates a
suggestive atmosphere by embodying the constant song of praise to the Virgin
Mary chanted by the endless procession of pilgrims. The fugato at the start
of the second movement has its origins in one of the exercises that S6derman
wrote during his time in Leipzig in 1856—57, when he studied counterpoint
for the well-known teacher Ernst Friedrich Richter, and his use of this archaic
style adds greatly to the ecclesiastical atmosphere.

The name ‘Kevlaar’ is a poetic variation of ‘Kevelaer’, a small town about 50
km north-west of Diisseldorf close to the Dutch border. Even today, it is a
place of pilgrimage that receives some 800,000 visitors a year.

© Finn Rosengren, Levande Musikarv
Transl. Neil Betteridge
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