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STENHAMI\IIAR, Wilhel rn :r87 L-rs27 )
BIS.CD-714 Total playing time: 7 6' 52

Symphony No.l in F major (1902-08) rarct 52',56
Recorded live in the Gothenburg Concert Hal|24th September 1982*
I. Tempo molto tranquillo - Allegro
II. Andante con moto
III. Allegro amabile
IY. Allegro non tanto, ma con fuoco - Tlanquillo

77',06
10'33
9'37

r5'17

Lodolezzi sjunge4 Suite, Op.3g rao
(Lodolezzi Sings)
I. Elegy (Introduction to ActI). Lento B'I7
II. Intermezzo. Allegro agitato 4,07
III. Karneval. Tempo di ualse moderato - Tempo di marcia uiuctce I0,IS

Mellanspel ur kantaten "Singen", Op.44 rNmst 4,L4
(Interlude from the cantata'The Song,). Molto adagio, solenne

GornnxeuRc SyMpHoNy ORcHEsTRA
conducted by Nunmn JAnvl
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BIS-CD-715 Total playing time: 78'12

Symphony No.2 in G minor, Op.34 (Gehrmns) 42'37

Recorded live in the Gothenburg Concert Hall, 16th September 1983

L Allegro energico II'02

II. And.ante 9'02

III. Scherzo. Allegro, ma non troppo presto 7'13

IV. Finale. Sostenuto - Allegro uiuace 14'18

Midvinter (Midwinter), OP.24 rwnt
Text: "Den signade dag" ('O Blessed Day').

12',25
Molto sostenuto - Allegro

Florez och Blanzeflor, Op.3 r.nmsr 8'19
(Florez and Blanzeflor, Ballad for baritone and orchestra)

Text: Oscar Levertin
Andante sostenuto - Andante moderato - Andante sostenuto
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Tivo Sentimental Romances, Op.28 r,vusr
for violin and orchestra
No.1 in A major. Anda'ntino

No.2 in F minor. Allegro Patetico

Lz',42

6'20
6'11

tr- tr GonTENBURG SnvrpnoNv Oncnnstne
conducted ly Nrnun JAnvt
tr GornpweuRc CoNcERT HALL Cnorn
(choir-master: Ove Gotting)

iq Pn:rnn Mltrpr, baritone; tr-tr Ur-r WAlLrN, violin
tr-tr Mar-rvIo SYmPnoNY ORcHESTRA
conducted by Panvo JAnvt
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Piano Concerto No.l in B flat mino4 Op.l
(Original Version) (Haimuer, ed. Dr. Auan B. Eo)
I. Molto moderato e maestoso
II. Viuacissimo
IIL Andante
IY. Allepro commodo
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Piano Concerto No.2 in D mino4 Op.2B rwn
I. Introduzione
II. Scherzo
III. Adagio
IV. Finale

28',43
g',29

6',42
D C U

6',42

tr-tr LovE DnnwrNcnR. piano
Mar,nro Snvrpnorw Onchn srna
conducted by Paavo JAnvr
tr-E CnrsuNA ORTrz. piano
GornnNeuRc SnvrpH<ir.rv OncsEsrRA
conducted by Nnnnrn JAnvl
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Excelsior!, Concert Overture,

Total playing time: 77' 48

Op.13 r,ur"r 12'10tr
tr zL',29Sniifrid, Op.5 rnriusr

Text: Viktor Rydberg
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REVERENZ A. Tempo di menuetto, tranquillo e grazioso 6 55

Serenade for Orchestra, Op.3l (suecia)
Overtura. Allegrissimo

Canzonetta. Tempo di ualse, un poco tranquillo
Scherzo. Presto
Notturno. Andante sostenuto

43'33
6'54

6'30
6',44
7'26

Finale. Tempo mod'erato 8'14

tr Ur-mrg, Aglnr.r, soprano; Gutwon Nrr-ssoN, mezzo-soprano;
GostL Zecr<mssoN, tenor; Pnn EuoxssoN, solo violin
tr GoTHENBURG CoNcnnr Her,r, Cnorn
(choir-master: Ove Gotting)
tr-tr CnnrsrER THORvALDSSON, solo violin
GornnNsunc SYMPHoNY ORcHESTRA,
conducted Uy Nnnmr JAm't

INSTRUMENTARIUM
Tivo Sentimental Romances - Violin: J.B. Guadagnini 1745; Bow: Sartory
Piano Concerto No.1 - Grand Piano: steinway D. Piano technician: Leifsamuelsson
Piano Concerto No.2 - Grand Piano: Steinway D



Symphony No.l in F major
How should one react to the idea of performing Stenhammar,s F major Symphony
and then issuing a recording of it? The composer himself chose to withdraw thi
work for revision although the first performance had been well received. There are
even suggestions that he rejected the symphony. It has however been championed
uy :ygh internationally acclaimed conductors as vaclav Talich, sergiu comissrona
and Neeme Jiirvi, who have enthusiastically prepared some of the rare public
performances of the work. The beauties of the symphony are also emphasized by
orchestral musicians whilst audiences have been captivated. A recording should
therefore be justified, both to allow as many as possible to enjoy the worl and to
give the music a concrete opportunity to confound the sceptics. Many well-known
works in musical history have a deceptive lustre - their glitter produces varied
reactions in different listeners. In the swedish symphonic repertoire stenhammar's
monumental F major symphony shines with particular splendour. we can ill afford
to leave this work unplayed.

- Composer, pianist and conductor, Wilhelm Stenhammar had by the beginning of
the century become one of scandinavia's leading musical figures. His d?but rn a
larger context took place in stockhoim in 18g2, where he featured as composer and
piano soloist in various concerts. For some years one success followed another. His
First Piano concerto was performed abroad, with stenhammar himself as soloist,
by the Berlin opera orchestra under Richard strauss and by the Halld orchestra
in Manchester under Hans Richter. The Berlin philharmonic orchestra plaved the
concert overture Ercelsior! under Arthur Nikisch. In sweden, meanwhile. the Aulin
Quartet played stenhammar's first string quartets and singers performed his early
romances, works that are regarded as jewels in the treasury of Swedish song.

while studying the piano in Berl in, stenhammar came rntro contact with
Germanic music which provided a stimulus to his own work. In the wasnerran
spir i t  he set Ibsen's early drama Gildet pd solhaug which was perforted in
stuttgart and Berlin as well as in stockholm. The piano lyricism of Brahms also
left an impression on such works as Stenhammar's Three Fintasies for piano.
. By the compietion of his musical drama Tirfing (1g9gr, however, dtenhammar
had entered an artistic crisis. He felt far too dependent on Germanic.models but at
the same time he was wary of new trends increasingly remote from classicism. He
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therefore concentrated his efforts on concerts and accepted an invitation to become
conductor of the Philharmonic Society in Stockholm. At this period, Stenhammar
himself regarded Hugo Alfv6n as the rising star in Swedish music.

During the season of 1900-01 he conducted at the Stockholm Opera, but
refrained from taking on a full conductingjob for some years until, in 1907, he was
persuaded to accept the post of artistic director of the Gothenburg Symphony
brchestra. Here, in the course of the next fifteen years, he left his distinctive mark
on the musical life of the city.

In the autumn of 1902 Stenhammar returned seriously to composing. The first
ofhis new major works started to take shape: the F rnajor Symphony. The work
was begun in Saltsjribaden outside stockholm and the orchestration was completed
the following year - in an apartment not far from the place where he was soon to
have his major field of operation: the old Gothenburg concert Hali. stenhammar's
good friend ior Aulin wai responsible for a well-rehearsed performance on behalf of
Ihe Stockholm Concert Socie[y in December 1903 and a score was put in order for
Hans Richter in the expectation that the work would be performed by the renowned
Hail6 Orchestra in Manchester.

And so after the first performance Stenhammar withdrew his symphony for
revision, a task to which he never had time to apply himself unreserwedly. During
the autumn of 1903 he had heard Sibelius's new D major Symphony and been quite
overwhelmed. Impressions from the latter moved his thoughts in a quite different
direction from that of the F major symphony and the following years saw the
emergence of sketches for a number of new major works; the F major Symphony
-".^"hil" lay unrevised, except for a few small alterations made by the composer
who at one time considered publishing the second movement separately under the
title of Nenia.

During a period in Italy in 1907 he instead began an orchestral serenade in F

major  a id . , -by  1915,  the  we l l -known G minor  Symphony was comple te '
Stenhammar call"d thlr work simply'symphony, op.34', - there was no indication
of its being 'symphony No.2'. His work as artistic director of the Gothenburg
orchestra pito"id"a new impulses (amongst other things, Stenhammar introduced
new worki by Mahler and Reger) so that revision of the F major Symphony no

Ionger seemed pressing. The post of conductor made considerable inroads on
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Stenhammar's t ime and thus left  l i t t le chance for composing. Stenhammar
probably found it more stimulating to execute new ideas than to give the F malor
Symphony a new shape. It therefore remained unplayed until after the composer's
death. V6clav Tal ich performed it  in Stockholm at the beginning of 1931,
incorporating some minor revisions in orchestration made by Stenhammar himseif.

When Neeme Ji irvi  became chief conductor of the Gothenburg Symphony
Orchestra (incidentally 75 years after Stenhammar), he was keen to perform the F
major Symphony and it is this performance that has been preserved for posterity.
Our view of Stenhammar's musical development becomes more complete. When
this development is seen in historicai perspective, it becomes easier to accept the
clear influence of Wagner, Brahms and Bruckner, from whom the strongly self-
cr i t ical Stenhammar had not yet l iberated himself when the symphony was
composed. The simple directness and increased formal refinement more apparent
in his later orchestral works can already be found in the F major Symphony.

The horns play an important r6le throughout and originaliy dominated the
symphony. The slow introduction to the first movement is a romance-Iike horn
sextet that announces a frequently recurring motif, followedby alegato intlne
strings which is also found in the coda of the finale. The basis of the movement is
sonata form, realized with a weight and energy reminiscent of Brahms.

The second movement is an elegiac Andante with a chorale-like oboe melody as
the main theme. The third movement is a charming intermezzo, punctuated 6y a
trio section, a delightfully dreamy clarinet trio which must be regarded as a maior
beauty ofthe symphony.

The extended f inale is a powerful movement, with an occasional lv stormv
passage.  par r i cu la r ly  in  the  deve lopment  sec t ion .  A l te r  the  recap i tu la t ion  the
peaceful atmosphere of the introduction returns in the coda before a brief crescendo
Ieads to a concluding/ortisstmo.

Lennart Dehn

Lodolezzi sjunger (Lodolezzi Sings), Suite, Op.Bg
stenhammar composed theatre scores of widely divergent character on numerous
occasions, and his music for the romantic comedy Lodolezzi sjunger (Lodorezzr
Sings) by the Swedish author Hjalmar Bergman bllongs in this ge.-nre. From the
letters between stenhammar and carl Nielsen we know that the latter believed
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theatre music to be of necessity programmatic, whilst Stenhammar clearly felt that
it could also be cast in the form of absolute music. He seems to have supported this
idea by means of his own works for the theatre, which can aII be enjoyed without
any knowledge of the action behind them.

From a piano arrangement of a major part of the music in which the composer
made various written comments we know that Stenhammar valued Lodolezzi
sjunger especial ly highly. I t  should also be mentioned that Bergman and
Stetrha-ma. were to some extent kindred spirits: they both spent lengthy periods
in Italy, where - each in his own way - they found important artistic inspiration.
Lodolezzi sjunger was composed in 1919. per Skans

Interlude from the cantata'S6ngen' (The Song)' Op.44
The symphonic cantata Sdngen (The Song) was written in 1921 and was Sten-
hammar's last major symphonic work. In its entirety it has always been the subject
of controversy - described variously as 'a work of historic importance' and as an
imitation of Wagner. Interestingly, the text was written by T\rre Rangstriim who,
had he not died so early, would probably have become one of the greatest Swedish
composers of the first half of the twentieth century. The cantata, the actual content
of which is not of especial importance in the present context, consists of two parts,
each with its own independent character. Thle Interlude, which is the only section to
remain in the repertoire today, ser-ved to link these parts together. It is interesting
to note that the great Danish composer carl Nielsen gave stenhammar the impuise
for this instrumental piece in a letter: 'After all, you are also a master of counter-
point - you ought to exploit this!' per Sho,ns

Symphony No.2 in G minor' OP.34
"fie G minor Symphony (the composer never called it 'No.2') was begun in Italy in
1g11. When it wai completed in 1g15 it ranked as one of the best orchestral works
in the corpus of swedish music. From 1907 to 1922 Stenhammar was conductor of
the Gothenburg symphony orchestra and his work with the orchestra represented
a central urpeit of Scandinavian orchestral l i fe. Besides the classical scores,
Stenhammai was meticulous in introducing the major new orchestral works by
Strauss, Reger, Debussy, Sibelius, Nielsen and Mahler as well as new Swedish
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composi t ions.  In recogni t ion of  h is work in Gothenburg he was awarded an
honorary doctorate by the university.

His work as a conductor was exhausting and in 1911 he went to Italy, partly to
rest and partly to compose. The first sketches for the G minor Symphony were
made at  the Vi l ia Borghese in Rome. The f i rs t  movement was completed in
Gothenburg the foltowing year while the other three movements were produced in
1914 -15 .

Five years ear l ier  in 1910 Stenhammar had conducted Car i  Nie lsen's Fi rst
Symphony (also in G minor) in Gothenburg and this led to a lifelong friendship.
Stenhammar wrote to his colleague: 'I know that you have always sought and even
managed to keep yourself free from the influence of Wagrrer and I am increasingly
convinced that this is the only way for us northerners to create our own style. For if
one seeks to develop from a Wagnerian starting point one merely arrives at Richard
Strauss and his followers'. With his G minor Symphony Stenhammar claims that
he consciously sought to write 'sober and honest music free of flashiness'. One may
point to the modesty of the last movement's concluding double fugue: the drive of
the music seems to open the way to a dynamic Bruckner ian culminat ion but
Stenhammar chooses instead to finish with brevity, abstaining from gestures.

The first movement (Allegro energico /con ritmo elastico) displays a strange
mixture of Swedish folk-idiom and vocal polyphony, an archaised tonal language
which Stenhammar uses all through the symphony. The use of modes replaces the
usual major-minor relationships and gives the music its melancholy undertone. The
movement is in strict sonata form in which the main theme is a sort of folk-dance.
The Andante is a solemn hymn of funerai-march type and Stenhammar claimed to
have been inspired by Aeschylus's play Prometheus.

The scherzo (Allegro, ma non troppo presto) is constructed with a trio and a
repeat. Originally Stenhammar intended the repeat to be identicat with the first
part ofthe scherzo but shortly before the first performance he made a revision and
added the motif of the trio to the repeat. As in the F major Symphony he let the
wind instruments dominate the deiiehtful trio sectir_rn.

The finale is an extensive fugue and the symphony's longest movement. It
begins slowly with the chorale-like countersubiect that reappears later in the
movement.  Then the real  main theme fo l lows at  a l ively pace tA[ legro uiuacet .  Af ter

10



the first exposition ofthe fugue there follows, after a general pause, a^freer section,

which leadi to the inclusion of the countersubject in a stretto. A fugato on the

countersubject takes over in the strings but the clarinet tries to introduce the matn

theme and soon a double fugue is under way. In the middle of the last movement
Stenhammar placed a large melodic section which is a variation on the first motif.

The finale culminates in new developments of the double fugue. one's thoughts

lead naturally to Ludwig van Beetloven's GrolSe Fuge. The fact is that Sten-

hammar continued to study counterpoint up to a ripe age, often using the German

scholar Heinrich Bellerman's writings on ancient vocal polyphony'

on 22nd Apri l  1915 stenhammar conducted the f irst performance.of his

symphony in the Gothenburg concert Hall and wrote on the score as a dedication:

"io my dea. friends, the members of the Gothenburg Symphony Orchestra''
Lennart Dehn

Midvinter (Midwinter), OP.24
It is often maintained that swedish composers in the early twentieth century were

continually drawing their inspiration from folk-music. There were indeed examples

of this but these are not as 
-frequent 

as is believed. For example, we know that

stenhammar only rarely encountered folk-music. one of these encounters took

;i;t" the provi.,ce of balecarlia in 1905, however, and as a result he_composed

ihe orchestral piece Micluinter (Midwlnter) in sunny Florence, in 1907. The work is

a depiction of the atmosphere of sweden at the winter solstice and it forms a

"ounie.pa"t 
to the then popula. images of summer in Swedish music. To a large

extent ihe musical material is derived from folk-music and it is all skilfully

orchestrated in the best romantic tradition. Per Skans

Florez and Blanzeflor, Op.3, for baritone and orchestra
In 1891 Stenhammar coirposed a work very typical of i ts t ime, Flofez ond

Blanzeflor for baritone and oichestra, to a text by the Swedish poet Oscar Levertin
(born in 1862). The influence exerted upon this poet by Jens Peter Jacobsen (cf.

Arnold schoenberg) and Algernon charies swinburne is lent an unusual harmonlc

colour in StenhamLar's syipathetic setting of a love saga which, thou$h originally

Per Shans

1 1

Greek, was very popular in medieval Europe.



Tivo Sentimental Romances, Op.28, for violin and orchestra
The TIuo sentimental Romances are much later pieces. They were written in the
sou th  o f  Sweden  i n  t he  summer  o f  1910 ,  a t  a  t ime  when  S tenhammar  was
increasing his a l ready considerable technical  prof ic iency by means of  fur ther
studies of counterpoint.

The title is somewhat peculiar, for in comparison with contemporary works by
other composers (for instance Der Rosenhaualier or The Firebird) tie Romances are
by no means unduiy sentimental. Bo wallner presumes that stenhammar was
thinking less of the word's everyday meaning than of its etymological origin - in
the Latin sentire (lo feel, to sense). Until the end of the 19fh ceniury the primary
meaning of 'sentimental' 

was 'full 
of feeling'. The word thus bore nothine of thl

negative meaning it often conveys today.
The soloist has the difficult task of catching the atmosphere of the Romances,

hovering between romanticism and incipient neo-classicism. If this aim is realized,
the repertoire ofthe period, otherwise consisting primarily oflarger-scale works, is
enriched by the addition of two miniature symphonic masterpiecei. per Shans

Piano Concerto No.1 in B flat mino4 Op.l (origlnal version)
This recording of the original version of stenhammar's First piano concerto, op.r,
i s -  based  on  a  - r ecen t l y  d i scove red  f u l l  s co re  a t  t he  L i b ra r y  o f  cong ress  i n
washingtori D.c.. completed in 1898, this work is probably the most si[nificant
nineteenth-century scandinavian piano concerto af ter  ihat  of  Gr iegl  and i t
established the young stenhammar's reputation as a composer. After the Joncerto,s
prem.idre at the Royal Theatre in Stockholm (17th March 1g94), Adolf Lindgren,
sweden's leading music critic, exclaimed in Aftonbladel ('The Evening press'):
'sweden 

has begotten a new first-class composer!' (1gth March 1gg4). H; further
acknowledged that'no new performing native composer has made such a definite
impression_of talented genius (on him) as has Wilhelm Stenhammar...' This praise
was seconded by the composer, pianist and conductor olallo Morales: ,the piano
concerto was a proud fanfare, shining with the ecstasy ofyouth, with the sound of
scandinavian, blond romanticism, flowing with beauty ani inspiration; despite all
sturm und Drang, it was astonishing in its solid shape and sense of form, u yuo.rg
man's masterpiece. '  More recent ly  Robert  Layton,  the author of  books on the
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concerto and Scandinavian music, has noted that the concerto's'invention is fresh'

and that even in his op.1 stenhammar 'commands admiration, for his spontaneity
and warmth' (.Gramophone, July 1990). Furthermore Bo Wallner, the leading
authority on stenhammar, has described the work as'a milestone in swedish music
history and a gate towards a new epoch'(letter to the writer, 31st December 1990).

Beiween 1894 and 1g08 Stenhammar performed the concerto fifbeen to twenty
t imes. sometimes under the batons of prominent conductors such as Richard
Strauss (with the Berlin Philharmonic Orchestra), Hans Richter (with the HaIl6
orchestra), Arthur Nikisch, Karl Muck and Felix weingartner. He last performed

the work in Apri l  1908, by which t ime he was eager to promote his second
concer to , .o -p l " t "d  the  prev ious  year .  The F i rs t  concer lo  cont inued to  be
programmed, sporadically, by other pianists. However, only a two-piano score was
pub"l ished (1804) and t-he ful l  scoie and parts were loaned by the publisher

i{ainauer for each performance. Regrettably, stenhammar's manuscript (along with

the rest of Hainauer's holdings) was destroyed in the bombing of Breslau by

Russian forces during World War II and for the next fifty years the original version
of the concerto was bel ieved lost. In 1945 Helga stenhammar, the composer's
widow, asked Kurt Atterberg to reconstruct the concerto from the published two-
p iano score  and h is  memory  o f  the  orches t ra t ion .  Th is  recons t ruc t ion  was

completed in 1946.
iont"..y to the claims of Swedish and German sources that no copy of the

manuscr ip t  had ever  been made,  one handwr i t ten  fu l l  score  (p resumably
,unauthorized,, although it clearly mentions 'Breslau./Hainauer' on the title page)

was prepared,'and was- disco't'ered by the writer at the Library of congress while he

*ur ier"u"ching his dissertation on late-romantic piano concertos. This_score was
purchased from the antiquarian rnusic dealer Leo Liepmannssohn ofBerlin in JuIy

ig0+ fo r  B0 Marks .  I t s  h is to ry  p r io r  to  th is  t ransac t ion  has  no t  ye t  been

ascertained. stenhammar had seveial ties with Berlin - he studied the piano with

Heinrich Barth in Berl in in 1892/93. short ly before composing the concerto. and

oerformed it there with Richard Strauss in 1894. It is conceivable that a copy ofthe

concerto was prepared for a fr iend or col league, or perhaps for-the-Amerrcan
premidre (New Vork, 1st March 1898). Hainauer would probably have been
'reluctant 

to ship to New York the original (and at that time only) full score, which
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normaliy travelled by train in Europe: the hazards of a transatlantic journey must
have been considered as well as the removal ofthe manuscript from circulation for
several months at a time when Stenhammar was still performing it in concerts.
Unfortunately, shortly after the American performance, both the conductor and the
pianist were plagued by ill health: Anton Seidl died on 28th March and Franz
Rummel suffered a stroke that ended his active concert career. He eventually
settled in Berlin, dying there in 1901, just a few years before the score was handled
by Liepmannssohn. Later in 1901, Rummel's widow settled in Washington, D.C..
Given these circumstances, one wonders if the full score utilized in New york
remained with the pianist and was auctioned off as part of his estate.

In comparing the original full score with the published two-piano score and
Atterberg's reconstruction, few differences are apparent in the piano part. In the
full score, a couple ofpiano chords are voiced differently and some notes are absent
(e.g. in passages of parallel thirds). These are probably the result of errors by the
copyist. More substantial and noticeable is Stenhammar's thicker. richer. more'Germanic' 

orchestration, which often emphasizes different timbres. In general, the
winds and brass are more active in stenhammar's full score than in Atterbere's
reconstruction (which transfers many of the wind/brass parts to the strings). AGo
found are differences in articulation, dynamics, rests and register, as well as a few
additions in the reconstruction (e.g. a twelve-bar-long oscillating horn part in the
third movement) that can be traced to neither the two-piano icore nor the full
score. Atterberg's memory of the orchestration, for the most part, was remarkabie,
especialiy at'high points'in the concerto, such as the opening horn solo and quiet
conclusion of the third movement, the latter of which critics likened to 'a slowlv
rippling creek' or the 'murmuring 

of a spring'. Occasionally, however, his memory
faltered, as in the rescoring of Stenhammar's chorale-like flute and clarinet duet
(fourth movement) for oboe and bassoon. To Atterberg's credit, his additions and
alterations are usually effective in their own way. In fact, what the reconstruction
loses in density and volume it often gains in clarity and timbral contrast.

Stenhammar's First Concerfo, as might be expected of an early opus, rs an
eclectic work, displaying influences from saint-sadns in its lieht-hearted scherzo
movement, Schumann in its symbiosis between piano and orihestra and poetlc,
rather than virtuosic, cadenzas, and Brahms in its four-movement scheme. fiftv-
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minute duration and symphonic style. In many ways, it is an anomaly of the age,

continuing the traditio; of Lud*ig ,ratr Beethoven, Robert Schumann and Johannes

Brahms a"t a time when the Liszlian model had gained greater acceptance. Even

stenhammar would eventually adopt the Lisztian model in lnis second concerto,

which, though more famous than the Firsf, more concise in structure and more

polished in 6rchestration, lacks some of the simplicity and melodiousness of his

earlier effort.
The rediscovery of the original version of Stenhammar's First Concerto restores

a missing piece oi Swedish riusic history, sheds new light on the composer's early

style an"i l-al lows one to discern, with greater accuracy, stenhammar's and

Atierberg's contributions to the work. Significantly, the most memorable aspects of

the concJrto already appear in the Libraiy of Congress score, providing evidence of

the young Stenhammai's fertile imagination. Although conservative in style, the

Firsi ConTerto is an attractive addition to a repertory saddled with'war-horses'. At

ih" trrr. of the century, Stenhammar's concerto was considered representative of

swedish romantic -rrsic. The'scandinavian, blond romanticism' praised by early

reviewers can also appeal to modern audiences fatigued by the Grieg Concerto'

Tchaikovsky.F irst and Rachmaninov Second. Dr. AIIan B. Ho

Acknowledgements (preparation of the score): Al lan B' Ho, Sonja Ed6n'- Anne

Bri.ku"r, uid th" Graduate School, Southern Iilinois University at Edwardsville;

Music Division, Ubrary of Congress.
p"bilh;, originally distributed by J. Hainauer, Breslau; typeset edition/parts by

Dr. Allan B. H;, So;thern Illinois University at Edwardsville' USA, @ 1992'

Piano Concerto No.2 in D minor' Op.23
b". -lg6t well expect that the piano would occupy a central position in the output

of u .o-'por"r *ith Stenhammai's pianistic abilities, but in fact he wr-ote.amazingly

i"* pi.rio works. What is lacking in quantity^ is, however, especiaiiy in the two

plano concertos compensated u-p"1y itr i".-. of po*"r and musical substance. The
'First 

piano Concerto, in B flat minor, is reminiicent of Brahms in terms both of

l;.h"rq"" and of musical language. The reason_ that it is performed_less freqrrently

than the Seconcl is not only iSuiit ir extremely difficult but also that the Second
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Piano Concerto, in D minor, is an even more mature work; it is played more often
than any other Swedish piano concerto.

The piece was composed in 1904-07 and was completed in Florence, where
stenhammar lived in 1906-07. The first performance took place in Gothenburg in
1908 with the composer conducting. Although at a casual glance the concerto seems
to be in one continuous movement, it is possible to discern a clear division into four
sections and we know that the D major finale was written significantly later than
the other three parts.

Piano chords - which strictly speaking have nothing to do with the melodic
material - appear in the opening bars, and the entire first movement is based on
the contrast between a sometimes almost improvisatory piano part and the taut
orchestra. stenhammar emphasises this contrast orthographically at the end ofthe
movement by writing the piano part in a different key from the orchestra (D
minor/c sharp minor). A briskly scurrying scherzo follows, at one moment ghostly
and at the next like a figment of the imagination in which, however, the cJntrast
between piano and orchestra remains unaltered. Next comes a wistful Ad.agio; its
folk-song atmosphere is deceptive, as dissonances are built up in a great clim"ax and
the piano plays virtuoso runs leading to the tast movemenr.

As mentioned above, the flnale was written later than the other movements, and
its character is also different. one could almost speak of it as an orchestral piece
with obbligato piano - for on the occasions when stenhammar returns to themes
of earlier movements with great, pompous splendour, the musical events are led by
the orchestra, in exactly the same manner that Rachmaninov would havl
emPloYed' per shans
Excelsior!, Concert Overture, Op. 18
A boisterously youthful temperament pervades Ercelsior!. The main theme rs
in t roduced Le idenschof t l i ch  bewegt  ( impass ioned)  by  the  s t r ings  to  the
accompaniment of insistent triplets by the woodwinds. The secondarv theme rs
presented first by the clarinet and then by flute and bassoon. For a shoit time this
theme gives an impression of calm. A sudden change in dy,namics from loud to soft
appears to quieten down the proceedings but soon the music is storming by again
(Gewaltig hinaufsttirmend') and is very flery (Sehr feurig). In several llaces the
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writing for the strings presents the sort of difficulties normally encountered in
6tudes; particularly hectic is the part just before the coda: the strings chase along
wi th  ever  more  fever ish  in tens i ty  and the  w inds  le t  ou t  a  v io len t  (Wi ld

aufschreiend) chordfortefortlssjmo before the music calms down and the cor anglais
takes over with the main theme at a slow pace.

The word 'excelsior' describes something that strives ever upward. As a motto to
his composition Stenhammar appended to the score some lines from Goethe's
Faust: 'Yet each may find in him a native longing, To rise and travel far and far
away, When high above he hears the spring lark trilling, To fiIl the emptiness above
us with his lay, When wide his mighty wings the eagle spreads, Above the awesome
slopes of pine-clad valley, And north the crane towards its homeland heads, Across
the land and out across the sea.' (Tfanslation from Swedish by William Jewson)

The overture was written during one of Stenhammar's most productive periods.
It was started at the new year and completed in september of 1896. (Besides the
overture stenhammar was also working on other music including thre second
string Quartet.) Excelsior! is dedicated to the Berlin Philharmonic orchestra and it
was thal orchestra under its principal conductor Arthur Nikisch that gave the first
performance at a guest appearance in Copenhagen. In the ar-rtumn of 1897
stenhammar made a notable d6but as a conductor and this led to his appointment
as conductor of the Philharmonic society in stockhoim. Excelsior! was one of the
works Stenhammar conducted at his d6but concert. Lennart Dehn

Sniifrid, Op.5
Sndfrid is Jpoem by the Swedish writer Viktor Rydberg (1828-95). The title figure
is a strong, noble, magical person, a woman who leads the principal male flgure
Gunnar past the temptations of nature - all in a spirit which could have been
penned by Immanuel Kant. It is duty rather than battle which dominates, and this
is also evident from Stenhammar's setting. At the time the composer was strongly
influenced by wagner and on the occasion of the first performance the stockholm
musicians saia tnat the feeling was the same as that of Die WalkIire. Nevertheless
we can observe Stenhammar's personal and varied musical language' per Sko,ns
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Serenade for Orchestra, Op.3l
Wilhelm Stenhammar's Serenade for Orchestra is considered by many to be the
greatest Swedish orchestral work. We do not know exactly when the composer
started to pian i t  but he probably did so in 1906-07 when visi t ing Italy. The
Serenade was to be the last ofhis major orchestral works.

In the 1890s Stenhammar achieved his first great successes both as pianist and
as composer. When he visited Germany he was stimulated by the intense musical
activity and inspired by Wagner he composed his two music dramas Gildet pd
Solhaug (1893) and Tirfing o898). The latter, however, was a great disappointment
for him. He ceased to compose and accepted instead more conducting commissrons
and was aiso active as a chamber musician on tour with the famous Aulin Quartet.

Nevertheless Stenhammar had by the early years of the twentieth century
completed his Symphony in F major, a broadly-conceived work of gr:eat beauty in
the Germanic tradition.

Like so many other Scandinavians of this period Stenhammar yearned for the
south and for this reason travelled to Italy in 1906. Here he had the chance to
complete his Piano Concerto No.2 and also to write, among other things, the
rhapsody Miduinter as well as to sketch ideas for orchestral works. For financial
reasons he accepted the post of conductor of the Gothenburg Symphony Orchestra
and returned to Sweden in the autumn of 190?. The next vear he started work on
the Serenade but it was not ready until 1913 and was first played in early 7g74 at
the Stockholm Opera conducted by the composer himself. At that time the Second
Symphony (in G minor) was taking shape weil and it was first played in 1915.

The f irst performance of t t .e Serenade was not a success and after the
appearance of the G minor Symphony Stenhammar returned to it. Originally there
were six movements, of which the first and the last were in E major. ,E major is
always dif f icult  for an orchestra, '  Stenhammar is supposed to have said - a
reference to swedish orchestral standards at that time. The serenad.e's chamber-
music structure with the minute assembly of all the details makes it difficult to
play and to interpret!

The original second movement, called Reuerenza, was discarded (but the score is
preserved in the Stenhammar archives of stockholm Music Academy). The original
versions of the outer movements have disappeared, although we know that they
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were transposed from E major to F major and that the tempo indication of the
scherzo was changed. On 3rd March 1920 the new five-movement version was
played by the Gothenburg Symphony Orchestra under the direction ofits principal
conductor - the composer himself.

T}'e Serenade is spontaneous and playful but not frivoiously crafted; indeed few

scores are as thoroughly worked through. Southern temperament is combined with

Nordic dreaminess. The timbres melt and merge into a shifting spectrum. Motives

are thrown about playfully between the parts. Here we are far from the stern

symphon i c  coun tenance  o f  t he  G  m ino r  Symphony . l n  a  l e t t e r  f r om  I t a l y

Stenhammar describes one of his future works as 'like a spring dithyramb from

Florence'. This can only refer to lhe Serenade.
Whi le composing the piece,  Stenhammar was amassing wide exper ience as

conductor ofthe Gothenburg Symphony Orchestra by means ofhis performances of
Iarge modern orchestral works by Berlioz (whom he considered to be a genius),

Debussy, Wagner, Bruckner, Brahms, Reger, Richard Strauss, Dohn6nyi - and also
his friends Sibelius and Nielsen. Despite these influences the Serenade remains an

essentially national work.
The first movement, in free sonata form, is called Ouertura and has the unusual

tempo marking Allegrissimo. Meltingly and impressionistically the shimmering

str ing passages murmur wi th a supple l ivel iness.  Af ter  the introduct ion new

material is presented in turn by the horns the woodwind and a solo violin emerging

from a backg:round of repose. A second hymn-like theme follows a sort of eight-part

choral section.
Since a serenade (including this one, according to Stenhammar) can be played

with a variable number of movements I have chosen to follow Neeme Jiirvi's advice

and insert the Reuerenza movement in its original place. We do not know why

Stenhammar deleted it. It may have been for reasons of length. Some writers think

that stenhammar found it too similar to the following Canzonetta because of its

subdued and reserved character and therefore dispensed with it. others feel that

Reuerenza would be better played separately from the serenade. I do not agree that

it is misplaced. Stenhammar composed the music to occupy this place and the

charactei of a baroque minuet is in my opinion quite appropriate. One also forms a

better picture of the composer in the harmonious time before the five or six years of
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revision when the austerity of the Second Symphony may have influenced htm -

and he had also experienced the troubled years ofthe First World War.
Next comes a block of three movements played without a break. The first,

Canzonetta, is a stylized waltz, in which we only feel the waltz rhythm because of
the gently flowing melody. (I personally think this is one of the most beautiful of
Stenhammar's ideas.) The atmosphere is bewitching and nocturnal but full of the
heat of a summer night.

The Scherzo is full of brutally changing dynamics and brusque attacks. The
piece is rather ghostiy, with its characteristic hunting fanfares in the trio suggest-
ing a distant festival. These fanfares return in the reprise's orgiastic frenzy and
powerful climax.

Stenhammar leads us discreetly into the world of dreams in the Notturno: quiet,
elegiac, songful. The subtle nuances follow each other in a refined yet simple
fashion. All this is done very resourcefuliy and shows Stenhammar's greatness. The
German-or iented composer is  here far  removed f rom accusat ions of  being an
epigone of Brahms, Strauss or Wagner.

The finale is the most extended of the movements - a thoroughly worked-out
symphonic movement which could well stand alone. The finale calls to mind the
first movement by means of its character and its motifs and thus confers an
impression ofunity. It has something ofthe spirit ofa'concerto for orchestra'whilst
avoiding pomposity. Profound tenderness is Stenhammar's distinguishing feature
even here. And finally the fresh coda with no bombastic pretentions whatsoever -
despite everything we have not been listening to a symphony but to a serenade.

Lennart Dehn

Peter Mattei, baritone, was born in PiteA in the north of Sweden in 1965 and grew
up in LuIeA. He began his studies at  the Framn?is Music Col lege wi th Margi t
Larsson, and continued them at the Royal College of Music in Stockholm. His
singing teacher is Solwig Grippe. In 1989 he was awarded the Kristina Nilsson and
Martin Ohman Scholarship, and in 1990 he received the Joel Berglund Scholar-
ship. He made his Drottningholm d6but in summer 1990 as Nardo in Mozart's La
Finta Giardiniera, and that autumn he commenced his studies at the Stockholm
College of Opera. Since performing the male lead, Pentheus, in Ingmar Bergman's
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production Daniel Bcrrtz's opera The Bacchantes at the Royal Theatre in Stockholm
in 1991 (a production which was also televised) he has been in great demand as a
concert and opera singer throughout Europe. He appears on 4 other BIS records.

The swedish violinist ulf wallin began his studies at the Royal college of Music in
stockholm with Professor Sven Karpe. Starting in 1978, Ulf wallin studied under
Professor Wolfgang Schneiderhan at the Hochschule fiir Musik und darstellende
Kunst in Vienna atrd ulso at the Konservatorium fiir Musik in Lucerne. In 1985 he
was awarded his soloist's diploma with the highest honours from both vienna and
Lucerne. since 1992, wallin has been a Professor at both the Hochschule fur Musik
und darstellende Kunst in vienna and also the Detmold Music college. He has
toured throughout eastern and western Europe, the usA and scandinavia and
made many iadio and television recordings. His interest in modern music has
inspired several composers to dedicate works to him. In 1981 he made his d6but at
the Berlin Philharmonie and in 1984 at the GroBer Musikvereinsaal in Vienna' He
became Professor at Detmold in 1992. He has performed at many festivals such as
the International Festival of Music in Lucerne, the Ravel Festival in Vienna, the
Schnittke Festival in Stockholm and the Engadin Festival in Switzerland. He is a
dedicated chamber musician and leader of the renowned chamber ensemble Vienna
Concertino. He appears on 2 other BIS recordings.

Love Derwinger (b. 1966) studied the piano with Professor Gunnar Hallhagen in
stockholm. He made his d6but with Liszt's second Piano concerto at the age of 17
and has since given concerts in many countries on both sides of the Atlantic. Love
Derwinger haJappeared with a number of leading artists including Ingvar Wixell,
Nicolai-Gedda and Manuela wiesler. He has appeared in a concert broadcast on
BBC television with HAkan Hardenberger and christian Lindberg. He has formed
a duo with Roland Pijntinen. Love Derwinger appears on eleven other BIS records.

cristina ortiz was born in Bahia, Brazil and studied first at the conserwatory in

Rio and then with Magda Tagliaferro in Paris. In 1969 she became the first woman
- and the youngest artist - to win first prize in the Van Cliburn Competition in

Texas. Following the competition, she resumed her studies at the curtis Institute
in Philadelphia*where she worked regularly with Rudolf serkin. she moved to
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London |n1972 and launched herselfon a career which has taken her all over the
world and included performances with all the London orchestras, the Vienna and
Ber l in  Ph i lharmon ic  Orches t ras  and lead ing  orches t ras  in  the  USA,  w i th
conductors such as Neeme JArvi, Zubin Mehta, Kirill Kondrashin and Kurt Masur.

The Gothenburg Symphony Orchestra, one of the oldest in Scandinavia, was
founded in 1905. Within a short period the composer, pianist and conductor
Wilhelm Stenhammar won the orchestra a leading posit ion in Scandinavian
musical life. Jean Sibelius and Carl Nielsen made frequent guest appearances
conducting their own works. Tor Mann and Issay Dobrowen continued the
tradition. The principal conductors in recent years have been Sergiu Comissiona,
sixten Ehriing and charles Dutoit. other famous conductors who have made suest
appearances with the orchestra include Bruno Walter, Wilhelm Furtwiingler, Erich
Kleiber, Sir John Barbirolli, Sir Maicolm Sargent, Sir Colin Davis, Sir Georg Solti,
Herbert von Karajan and Zubin Mehta. since autumn 1982 the chiefconductor has
been the highly sought-after Estonian Neeme J6rvi. The Orchestra appears on 42
other BIS records.

Neeme Jdrvi is Principal Conductor of the Gothenburg Symphony Orchestra. He
was born in Tallinn, Estonia, in 1937 and studied at the Tallinn Music school and
later at the Leningrad State Conservatory with Rabinovich and Mravinsky. He
made his conducting d6but at the age of 18 in a concert performance of strauss's
Eine Nacht in venedig and in 1963 became director of the Estonian Radio and
Television orchestra and of the Tallinn opera. He won first prize at the rnter-
national conducting competit ion in Rome in 1971, which led to invitat ions to
conduct major orchestras throughout the world.

In 1980 Neeme Jdrvi emigrated to the U.S.A. and ever since then he has worked
extens ive ly  bo th  w i th  the  lead ing  orches t ras  in  the  western  wor ld  and in
prominent opera houses. During the r978/79 season he made his Metropolitan
opera d6but witt' Eugene onegin. He has made tours all over the world *ith the
Gothenburg Symphony Orchestra. He is engaged in recording projects of the
complete orchestral music of sibelius and r\rbin for the BIS label, for which he has
also recorded all the symphonies by Gade and Martin8. He appears on bb other BIS
records.
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In recent years the Malmii Symphony Orchestra has developed into one of
Scandinavia 's leading orchestras.  Concerts and records by the orchestra have
received wide acclaim from the critics. The orchestra has won international prizes

for  i ts  records.  And dur ing a recent  tour of  Germany, the cr i t ics praised the

orchestra and held it up as a model for German orchestras. The Malmd Symphony

Orchestra now has a staff of 87 players. The orchestra is renowned for its inter-
pretations of the major works of the Romantic period which it performs rvith
striking intensity. Several contemporary composers have specially requested Lhat
the orchestra should be chosen to record their works. But a major part of the
orchestra 's reperto i re consists,  natural ly ,  of  music f rom the c lassical  per iod

including the symphonies of Haydn, Mozart and Ludwig van Beethoven. The orch-
estra appears on 21 other BIS CDs.

Paavo Jiirvi was born in Tallinn in 1962, where he studied at the Conservatory

until his family emigrated to the USA in 1980. He continued his studies at the

Juilliard Schobl and the Curtis Institute with Leonard Bernstein and Michael
Tilson Thomas. He has been the director of the ensemble Lyra Borealis and of the

Chamber Players of Toronto. In 1994 Paavo Jiirvi became chief conductor of the

Malmij Symphony Orchestra. He has conducted the principal orchestras in the

Nordic countries and has enjoyed great success with the Royal Philharmonic Orch-

estra in London. He appears on 5 other BIS records.
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Symphonie Nr.l F-Dur
Wie soll man sich dazu stellen, daB Stenhammars F-Dur-Symphonie aufgefihrt
wird, noch dazu auf Schallplatte erscheint? Tlotz guten Publikumempfangs zog es
ja der Komponist vor, das Werk zwecks Umarbeitung einzuziehen - einige sind
sogar der Meinung, er habe die Symphonie tiberhaupt zuriickgezogen. Ftrsprecher
d.er F-Dur-Symphonie sindjene Dirigenten (darunter die international bekannten
Vdclav Talich, Sergiu Comissiona und Neeme Jiirvi), die mit Begeisterung einige
der wenigen Auff i ihrungen der Symphonie gele i tet  haben. Die Schdnhei t  des
Werkes wird auch von Orchestermusikern gepriesen und das Publikum scheint
entziickt zu sein. Somit sollte eine Aufnahme berechtigt sein, durch die mciglichst
viele das Werk kennenlernen kdnnen, und durch die die Musik in klingender Form
die Zaghaften iiberzeugen kann. Viele bekannte Werke der Musikgeschichte sind
durchaus kein glanzendes Gold - auBerdem kann der Glanz von verschiedenen
Hdrern verschieden aufgefaBt werden. In der schwedischen Symphonieliteratur
gliinzt Stenhammars groB angelegte F-Dur-Symphonie ganz besonders stark, und
wir kcinnen es uns nicht leisten, dieses Werk nicht zu spielen.

Der Komponist, Pianist und Dirigent Wilhelm Stenhammar hatte sich um die
Jahrhundertwende zu einer der grdBten Musikperstinlichkeiten Skandinaviens ent-
wickelt. Sein Debiit in gr<iBeren Zusammenhdngen fand 1892 in Stockholm statt,
a ls er  bei  verschiedenen Konzerten als Klaviersol is t  und Komponist  erschien.
Einige Jahre lang hiiuften sich die Erfolge. Mit Stenhammar ielbst als Solist
wurde im Auslande das Klauierkonzert Nr.1 u.a vom Orchester der Berliner Oper
unter Richard StrauB und vom Hall6orchester in Manchester unter Hans Richter
aufgefiihrt. Die Berliner Philharmonie unter Arthur Nikisch brachte die Konzert-
ouvertrire Excelsior! zur Urauffiihrung. In Schweden spielte das Aulinquartett die
ersten Streichquartette und Siinger fiihrten Stenhammars friihe Lieder auf, dre zur
besten Musik des schwedischen Liedschaffens ziihlen.

WAhrend seines Klavierstudiums in Berlin erlebte Stenhammar sermanische
Musik, die ihm Anregungen fiir das eigene Schaffen schenkte. Im Geiste Wagners
vertonte er Ibsens Jugendschauspiel Gildet pd. Solhaug, das nicht nur in Stock-
holm, sondern auch in Stuttgart und Berlin aufgeftihrt wurde. Die Klavierlyrik von
Brahms hinterlieB u.a. in Stenhammars Drel Phantasien ftir Klauier ihre Spuren.
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Mi tdemMus i kd ramaT i r f i ng t .TBgS)ge r i e tabe rS tenhammar ine inekompo-
sitorische persrinlichkeitskrise. Er sah sich als von germanischen Vorbildern allzu

;;h;G;, stelte sich aber gleichzeitig gegenriber den neuen Tendenzen' die sich

,ro- f<Tuiririr-us entferntei, abwartei-rd". Stuttd"tt".t konzentrierte er sich aufdas

Konzertleben und nahm das Angebot an, Dirigent der Philharmonischen Gesell-

schaft in stockholm zu werden. D"amals sah er Hugo Alfv6n als neuen Leitstern der

schwedischen Tonkunst.
w2ihrend der spielzeit 1900-01 wirkte stenhammar als Kapellmeister an der

sto.r.rroi-"r oper,'verzichtete aber dann einige Jahre lang auf einen festen Diri

g"rrt"rrpo.t".r, Lis er 190? flberredet wurde, den Posten a]s kiinstlerischer Leiter

ies Symphonieorchesters in Gdteborg anzunehmen. Er sollte fiinfzehn Jahre lang

das Musikleben dieser Stadt priigen

lm Herbst 1902 fing Ste;h;mar wieder ernsthaft zu komponieren an. Das

".rt" 
."in". ,r"n".r, g.[B".en Werke u'urde gestaltet die Symphonie F-Dur' Die

e.l"ii *""a" in Salisjobaden bei Stockholm begonnen, die Orchestrierung im

niichsten sommer beendet - in einer wohnung unweit des ortes seiner baldigen

hauptsachl ichen Ti i t igkei t :  das Gdteborger Konzerthaus.  stenhammars guter  -

e.",i"a Tor Aulin sorgti im Dezember 190t fiir eine gut vorbereitete 
-IJrauffiihrung,

und eine Part i tur  wurde f i i r  Hans Richter  berei tgestel l t ,  mi t  s_ten_hammars

Hoffnung, das hervorragende Hall6orchester in Manchester mdge das Werk auf-

fiihren.
Nach der Urauffiihrung zog also Stenhammar das Werk zwecks Umarbeitung

ein, aber fiir diese hatte e"r ni"e richtig Zeit. Im Herbst 1903 hatte er die neue D-

D;-i;;pi""ie von Sibelius gehdrt, von der er-vollkommen iiberwiiltigt wurde. Die

.r"rr"1-, Eind.ticke leiteten sei'ne Gedanken auf andere Bahnen, und wilhreld der

fo lgenden Jahre entstanden mehrere groBe neue Werke,  wi ihrend die F-Dur '

i;ilpi";" liegen blieb - die einzige Umarbeitung bestand in kleinen ReLgschen;

J'ur" 
".*og 

ef Stenhammar, den Zweiten Satz separat unter dem "lite1 Nenia

herauszugeben
wahrend eines Aufenthal tes in I ta l ien 1907 begann er stat tdessen erne

orchesterserenade F-Dur, und 1915 beendete er die bekannte symphonie^g-moll' Er

nannte sie lediglich ,,symphonie op.34" - also keinerlei Andeutung, daB sie ,,Sym-

ohonie Nr.2,, .6i. Dl" Arbeit als kiinstlerischer Leiter des Gdteborger Orchesters
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brachte neue Erfahrungen (u.a. fiihrte Stenhammar erstmals neue Werke von
Mahler und Reger), und eine Bearbeitung der F-Dur-Symphonie schien nicht mehr
dringend. Die Dirigententdtigkeit beanspruchte viel Zeit und lieB dem Kompo-
nieren wenig Raum. Vermutlich fand es Stenhammar interessanter, neue Ideen
durchzufiihren, a1s die F-Dur-Symphonie nou zu gestalten. Sie blieb daher bis nach
seinem Tode unaufgeftihrt. Vriclav Talich fiihrte sie 1931 in Stockholm auf, wobei er
einige von Stennammars Instrumentationsretuschen beriicksichtigte.

Als Neeme Jeirvi 1982 (75 Jahre nach Stenhammar) Chefdirigent des Grite-
borger Orchesters wurde, wollte er gern die F-Dur-Symphonie atffihren. Diese
Gelegenheit wurde hier festgehalten. Die Gesamtansicht von Stenhammars kt_rmpo-
sitorischer Entwicklung wird vervollstiindigt. In einer historischen Perspektive
dieser Entwicklung sol l ten wir  den k laren Einf luB von Wagner,  Brahms und
Bruckner akzeptieren ktinnen, von dem sich der stark selbstkritische stenhammar
zrt Zeit der Entstehung der Symphonie noch nicht hatte befreien konnen. Die
schlichte sachlichkeit und vergeistigte Form seiner spiiteren orchesterwerke sind
aber bereits in der F-Dur-Symphonie spiirbar.

Die H6rner spielen eine iiberaus wichtige Rolle und beherrschten urspronglich
die symphonie. Die langsame Einleitung des ersten satzes ist ein liedhaftes Horn-
sextett, in dem ein spiiter hziufig wiederkehrendes Motiv erstmals erscheint, von
einem streicherlegato gefolgt, das auch in der coda des Finales zu finden ist. Der
sonatenhaft angeiegte satz besitzt eine wucht und eine Tatkraft, die an Brahms
erlnnern.

Der zweite satz ist ein elegisches Andante mit einer choraliihnlichen oboe-
melodie als Hauptthema.

Der dritte satz ist ein anmutiges Intermezzo, in dessen Trioteil ein trdume-
risches Klarinettentrio zu den schijnsten Abschnitten der Symphonie gehcirt.

Das umfangreiche Finale ist ein kraftvoller Satz teilweise stiirrnerischen Ver-
laufes, besonders im Durchfiihrungsteil. Nach der Wiederholuns erscheint in der
coda die ruhige Einleitungsatmosphiire der symphonie, von einer kurzen schlulj-
steigerung ins Fortissimo gefolgt. 

Lennart Dehn
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