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ABSTRACT 

 

 

Unlike the eminent Nordic composers Edward Grieg, Jean Sibelius, and Carl 

Nielsen, Swedish composer Wilhelm Stenhammar (1871-1927) and his compositions 

have been long forgotten. However, the composer and his works are gradually being 

recognized through an increase in performances, recordings, and research. This paper 

discusses Stenhammar’s three early chamber works for piano and strings, Allegro 

brillante for Piano Quartet in E-flat Major (1891), Allegro non tanto for Piano Trio in A 

Major (1895), and Sonata for Violin and Piano in A Minor, op. 19 (1899-1990) in search 

of the elements of German Classicism, German Romanticism, and Swedish Nationalism, 

that define his mature style. Although these works might be considered to be juvenilia 

lacking any of Stenhammar’s distinguishing color, these three early chamber works are 

stepping stones to the musical traits that characterize his later mature works.  
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CHAPTER 1: INTRODUCTION 

 

Intent and Scope of This Study 

 

With the advent of nationalism in the late nineteenth and early twentieth 

centuries, three Nordic composers became internationally recognized, their works being 

performed worldwide: Finland’s Jean Sibelius (1865-1957), the Dane Carl Nielsen 

(1865-1931), and Edvard Grieg (1843-1907) of Norway. No Swedish composer, 

however, attained similar status, despite the fact that Sweden is the largest of the 

Scandinavian countries, and that the same powerful traditions and influences of 

Germany, Russia, France, and Italy were a part of its musical development. Perhaps 

Sweden’s history of regional dominance as conqueror rather than conquered would 

hardly provide the same grounds for nationalistic fervor. Nonetheless, at that time the 

Swedish composer Wilhelm Stenhammar (1871-1927) was developing a distinctive 

musical language in his country. 

Although Wilhelm Stenhammar is considered to be one of the greatest Swedish 

composers, when compared with other Nordic giants such as Grieg and Sibelius, he has 

been essentially ignored. Hans Eppstein, a Swedish musicologist, described Stenhammar 

as follows: 

Wilhelm Stenhammar (1871-1927), fraglos eine der bedeutendsten 

Persönlichkeiten in der Musikgeschichte Schwedens, ist bisher von der Forschung 

kaum seinem Rang entsprechend gewürdigt worden. Als Komponist ein 

Spätromantiker feinster Prägung, ist er in seinen Instrumentalwerken (darunter 

sechs Streichquartetten) beeinflußt von der Wiener Klassik, besonders von 

Beethoven, von Brahms sowie von nordischen Zeitgenossen wie Sibelius und 
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Carl Nielsen, mit denen er befreundet war, in Bühnen- und anderen Vokalwerken 

auch von Wagner.1 

(Wilhelm Stenhammar (1871-1927) has hardly been recognized by research that 

befits his ranking as unquestionably one of the most important figures in the 

musical history of Sweden. As a first rate composer in the late Romantic tradition, 

his instrumental works, including six string quartets, are influenced by the 

Viennese classicists, especially Beethoven and Brahms, and by  his Nordic 

contemporaries such as Sibelius and Carl Nielsen, while his stage and other vocal 

works were influenced by Wagner.)2 

 

Stenhammar’s first musical steps began with absorbing the styles of Romantic composers 

such as Schumann, Liszt, and Wagner and then studying the Viennese Classical 

composers or style. The most recognizable element of his music, however, is the Nordic 

color demonstrated in his use of folk-like tunes, dance rhythms, and folk techniques. 

Stenhammar developed his musical style throughout his life. However, even 

during the earliest stages of his compositional development, his music already included 

the seeds of his musical traits. This paper will examine Wilhelm Stenhammar’s long 

forgotten three early chamber works for piano and strings, Allegro brillante for Piano 

Quartet in E-flat Major (1891), Allegro non tanto for Piano Trio in A Major (1895), and 

Sonata for Violin and Piano in A Minor, op. 19 (1899-1990) in search of the elements of 

German Classicism, German Romanticism, and Swedish Nationalism, that define his 

mature style. 

 

 

 

                                                           
1 Hans Eppstein, review of Wilhelm Stenhammai och hans tid by Bo Wallner,  

Die Musikforschung 45 vol. 3 (1992): 339. 

 
2 Translated by Kyungsun Choi. 
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Review of Scholarly Literature 

 

Nationalism was one of the most important musical movements of the late 

nineteenth and the early twentieth centuries. The Oxford Dictionary of Music offers the 

following on nationalism: 

[Nationalism] was marked by emphasis on national elements in music such as 

folksongs, folk dances, folk rhythms or on subjects for operas and symphonic 

poems which reflected national life or history. It burgeoned alongside political 

movements for independence, such as those which occurred in 1848, and as a 

reaction to the dominance of German music.3 

 

Even in the Classical period, composers were attracted to folk elements. Joseph 

Haydn adapted folk songs in many works and he, along with Beethoven, arranged a 

number of folksongs from different countries. Frederic Chopin’s use of Polish dance 

rhythms and forms such as the mazurka, the polonaise, and the krakowiak are very well 

known. In the late nineteenth century and into the twentieth century, the spirit of musical 

Nationalism was awakened in many countries. 

In Russia, Glinka's A Life for the Tsar (1836) began the nationalist movement, 

which was sustained by Cui, Mussorgsky, Balakirev, Rimsky-Korsakov, etc. Liszt 

expressed the Hungarian spirit in his works, and this spirit was later intensified by 

Bartók and Kodály. Smetana, Dvořák, and Janáček were leading nationalists in 

Bohemia; in Norway, Grieg; Finland, Sibelius; Spain, Falla, Albéniz, and 

Granados; England, Holst and Vaughan Williams; USA, Copland, Gershwin, 

Ives, and Bernstein; Brazil, Villa-Lobos.4 

 

                                                           
3 Michael Kennedy and Joyce Bourne Kennedy, ed, “Nationalism in Music,” The Oxford 

Dictionary of Music, Oxford: Oxford University Press, 1985, accessed April 8, 2014. Oxford Music Online, 

http://www.oxfordmusiconline.com/subscriber/article/opr/t237/e7158. 

 
4 Ibid. 

http://www.oxfordmusiconline.com/
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Scholarly work on Swedish nationalism is very limited. A doctoral dissertation 

from the University of Miami, The Influence of Composers Wilhelm Peterson-Berger and 

Wilhelm Stenhammar on Swedish National Romanticism by Armen Shaomian (2008)5 

addresses the work of the two main Swedish composers of the Romantic period, Wilhelm 

Peterson-Berger (1867-1942) and Wilhelm Stenhammar (1871-1927), focusing on their 

art songs, and how their preoccupation with folklore and poetry encouraged Swedish 

patriotism in the arts. Shaomian’s work centers on literary aspects; Stenhammar wrote 

many songs and choral works based on texts by the Finnish-Swedish National poet, Johan 

Ludvig Runeberg (1804-1877) and the Swedish poets including Verner von Heidenstam 

(1859-1940), Gustaf Fröding (1860-1911), and Bo Bergman (1869-1967). Stenhammar 

continuously showed his interest in Swedish literature beginning in his first period and 

seen in the vocal works Gildet pa Solhaug (The Feast at Solhaug), op. 6, an opera in 3 

acts after Ibsen (1892-93); Seven Poems after Heidenstam, op. 7 (1893-95); Five Lieder 

from Idyll och epigram (Idyll and Epigram) after Runeberg, op. 8 (1895-96); Two Songs 

after Jacobsen, op. 10 (1895).   

Another article, Stenhammar's Symphony No. 2 in G Minor and the Quest for a 

Pure Nordic Style by Robert Quist (2008),6 a professor at Ferris State University, 

discusses Stenhammar's search for a unique Nordic style in his compositions, analyzing 

the third period Symphony No. 2 in G minor (1911-1915), considered to be one of the 

                                                           
5 Armen Shaomian, “The Influence of Composers Wilhelm Peterson-Berger and Wilhelm 

Stenhammar” (DMA diss., University of Miami, 2008), 32. 

 
6 Robert Quist, “Stenhammar's Symphony in G Minor and the Quest for a Pure Nordic Style,” 

Scandinavian Studies vol. 80 no. 3 (2008): 363. 



18 
 

 
 

most important orchestral works in Sweden. Dr. Quist emphasizes Stenhammar’s use of a 

composite of several Swedish folk melodies in the context of German classicism, 

influenced by Jean Sibelius (1865-1957). He describes the inclusion in this symphony of 

a folk-like theme, monophonic texture, modal-influenced melodies, and folk dance-like 

rhythms. He emphasized Stenhammar’s German Classicism as well as his Nationalism. 

While Stenhammar used Swedish folk melodies and chorales, he never 

abandoned his classical models. His devotion to the Austrian and German 

masters took priority over the folk styles… Stenhammar always uses the 

classical conventions of motivic development, contrapuntal textures, and classical 

phrasing and forms to polish the awkward nature of folk music.7 

 

Dr. Johan Fröst described Stenhammar’s nationalism in his doctoral dissertation 

at Rice University, Swedish Piano Music by Stenhammar in the Shadow of Grieg (2000), 

mentioning that the best example of his use of nationalism was in the cantata Ett Folk 

(One people), op. 22 (1904-1905), which showed a true honoring of the Swedish nation 

and people as well as a serious attempt to unite the nation.8 In this dissertation he 

compares Grieg with Wilhelm Stenhammar by providing brief biographical sketches of 

their lives and careers, and examples of how they expressed themselves through their 

piano works. Fröst maintains that musical characteristics of Nationalism can include “use 

of pedal tones, drone fifths, and incomplete chords that evoke the quality of 

primitivism,”9 all of which are seen in Edvard Grieg’s works. 

                                                           
7 Ibid. 

 
8 Johan Fröst, “Swedish Piano Music by Stenhammar in the Shadow of Grieg,” (DMA diss., Rice 

University, 2000). 

 
9 Ibid. 
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Bo Wallner (1923-2004), a Swedish musicologist, wrote the most important book 

about Stenhammar, Wilhelm Stenhammar och hans tid (Stenhammar and his time) 

(1991). This book includes not only biographical information but also extensive 

discussion of all of Stenhammar's compositions known at that time. Wallner includes 

musical analyses and information on where and when the pieces were composed and 

performed, and the reception by critics and the public. He argues that Stenhammar, unlike 

his contemporaries Peterson-Berger and Alfven, did not employ folk material as a 

primary characteristic throughout his work. For Stenhammar traditional classical style 

took priority over folk melodies.  

He allows the music to speak for itself. In doing so, Stenhammar creates a unique 

style of music devoid of critical or pretentious trends. Stenhammar's search for a 

Nordic style ended with the composer rediscovering himself.10 

 

Wallner also adds criticism of Stenhammar’s Romanticism including that of 

Peterson-Berger, who had little patience with composers who imitated Schumann, 

Brahms, and Mendelssohn:  

Peterson-Berger asked the question ''Who is Stenhammar?" and added, "The 

answer is simple. Stenhammar is the Swedish Brahms." He stated that 

Stenhammar spoke a German language of Beethoven, Brahms, and Schumann, 

and wrote, ‘With too much reflection no true art can be created.’11 

 

Unlike the Nordic giants Grieg and Sibelius, Swedish music and musicians, 

including Stenhammar, have received relatively little attention from musicologists and 

performers. The few previous studies cited on Stenhammar’s vocal works and his later 

                                                           
10 Bo Wallner, Wilhelm Stenhammar och hans tid (Stockholm: Norstedts, 1991), 1: 504. 

 
11 Ibid. 
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orchestral work such as the Symphony No. 2 in G minor. No study has been done of his 

early works, especially his three chamber works with piano: Allegro brillante (1891), 

Allegro non tanto (1895), and the Violin Sonata (1900). Indeed, the first two works, 

Allegro brillante and Allegro non tanto, had been buried and forgotten for years until 

they were finally published in 2008.  

There is no evidence that either of the Allegro brillante and the Allegro non tanto 

were ever performed during Stenhammar's lifetime. They were rediscovered by 

the scholar Bo Wallner among Stenhammar's documents, donated to the Music 

Library of Sweden after the composer's death.12 

 

Another reason for this lack of attention is that these early works may have been 

considered to be juvenilia, lacking any of Stenhammar’s distinguishing color; however, it 

is my belief that close study will reveal that these early chamber works already include 

the musical traits that characterize his later mature works, even though he was under the 

powerful influence of his musical forebears. It is my hope that this study will add to the 

previous studies on Stenhammar and contribute to the awareness of Stenhammar and his 

music. 

 

 

 

 

 

 

 

 

 

 

                                                           
12 Martin Sturfält, introduction to Allegro brillante for Piano Quartet, 1891; Allegro non tanto for 

Piano Trio, 1895 by William Stenhammar (Stockholm: Musikaliska Konstföreningen. 2008).  
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CHAPTER 2: BACKGROUND INFORMATION 

 

Life and Works of Wilhelm Stenhammar 

 

(Karl) Wilhelm (Eugene) Stenhammar was born on February 7, 1871 in 

Stockholm, the youngest son of Per-Uirik Stenhammar and Louise Rudenschiold. He was 

raised in a strict religious, musical, and educational environment. His grandfather, 

Christian Stenhammar, was a clergyman and a famous Swedish botanist. Torsten 

Rudenschiold, a relative on his mother's side, was known as the creator of the Swedish 

primary school.13 His mother, Louise Rudenschiold, was a draftswoman and his father, 

Per-Uirik Stenhammar (1828-1875), was not only an architect, but a composer as well, 

who studied with Adolf Fredrik Lindblad (1801-1878), a good friend of Felix 

Mendelssohn.14 Lindblad established a new tradition in Swedish song composition by 

writing folksong arrangements or composing his own songs modeled on Swedish folk 

melodies.15 Under the influence of his teacher, Per-Uirik became a huge lover of Swedish 

folk music and tradition, which must have affected his young son deeply even though he 

died when Wilhelm was only four years old. Per-Uirik’s family was a musical one; 

                                                           
13 Bo Wallner, Wilhelm Stenhammar (Stockholm: Swedish Music Information Center, 1972), 3. 

 
14 Steven Haller, “Lindblad: Symphonies 1 and 2,” American Record Guide, vol. 62 no. 6 

(November 1999): 161. 

 
15 Kerstin Linder, “Lindblad, Adolf Fredrik,” Grove Music Online, accessed April 8, 2014, Oxford 

Music Online. http://www.oxfordmusiconline.com/subscriber/article/grove/music/16679. 

 

http://go.galegroup.com/ps/retrieve.do?sgHitCountType=None&sort=DA-SORT&inPS=true&prodId=AONE&userGroupName=uarizona_main&tabID=T003&searchId=R1&resultListType=RESULT_LIST&contentSegment=&searchType=AdvancedSearchForm&currentPosition=201&contentSet=GALE%7CA57786077&&docId=GALE|A57786077&docType=GALE&role=
http://go.galegroup.com/ps/aboutJournal.do?pubDate=119991101&rcDocId=GALE%7CA57786077&actionString=DO_DISPLAY_ABOUT_PAGE&inPS=true&prodId=AONE&userGroupName=uarizona_main&resultClickType=AboutThisPublication&contentModuleId=AONE&searchType=AdvancedSearchForm&docId=GALE%7C1020


22 
 

 
 

Wilhelm’s uncle and aunt, Oskar Fredrik and Fredika Stenhammar, were both singers 

whose daughter Elsa became a choral conductor.16 

In this musical environment Wilhelm Stenhammar used to sing as a member of 

the “Stenhammar Quartet” with his sister, brother, and Ferdinand Boberg (1860-1946), an 

architect.17 His love of the human voice may well have its root in this experience. The 

young Stenhammar had already begun to play the piano before he received any formal 

professional training. Moreover, an early gift for composition made it possible for him to 

write choral and solo songs in a style inspired by August Söderman (1832-1876), a 

Swedish composer. Surprisingly, he had composed four piano sonatas before he turned 

twenty years old: Piano Sonata No. 1 in C Major (1880), No. 2 in C Minor (1881), No. 3 

in A-flat Major (1885), and No. 4 in G Minor (1890). These early works show the great 

influence of classical German composers such as Mozart, Beethoven, and Schubert. 

However, these early compositions still included the proof of his own harmonic 

gestures.18 Stenhammar’s later school years were marked by a break with his family. His 

flirtations with atheism and Darwinism, coupled with a worship of Wagnerism, were 

diametrically opposed to his deeply religious upbringing.  While his father Per-Uirik had 

never allowed Wilhelm to try his musical ideas on the piano, his mother Louise 

encouraged his musical talent.  

                                                           
16 Bo Wallner and Hans Astrand, “Stenhammar, (Karl) Wilhelm (Eugen),” Grove Music Online, 

accessed April 8, 2014, Oxford Music Online. http://www.oxfordmusiconline.com/subscriber/article/grove 

/music/26677. 

 
17 Leif Jonsson and Martin Tegen, Musiken I Sverige, Vol 3, (Stockholm: T. Fisher, 1992), 458. 

 
18 Johan Fröst, “Swedish Piano Music by Stenhammar in the Shadow of Grieg,” 32. 

http://www.oxfordmusiconline.com/
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Wilhelm Stenhammar started his formal musical education late, at the age of 

sixteen. His first piano teacher was Richard Andersson, who had been taught by Clara 

Schumann and was a famous pianist and pedagogue in Sweden at that time. Stenhammar 

also studied music theory with Joseph Dente between 1888 and 1889 and later with Emil 

Sjögren and Andreas Hallén from 1889 to 1892. After moving to Germany, he continued 

piano study with Karl Heinrich Barth in Berlin from 1892 to 1893 and developed into a 

celebrated pianist. His works in which the piano is involved demonstrate his excellence at 

the piano. He performed both as a solo recitalist and as a chamber musician. His solo 

repertoire included many concertos of Mozart, Brahms’s Piano Concerto No. 1 in D 

Minor, op. 15, and Cesar Frank’s Symphonic Variations. The solo works that 

Stenhammar performed most often throughout his life were Beethoven’s piano sonatas, 

while he rarely performed his own piano works in concert.19 Stenhammar, however, was 

largely self-taught in both composition and conducting.20 

Shortly after these modest beginnings, the spring of 1892 was marked by three 

important milestones in his professional life: his debut as a concert pianist, performing 

Brahms’s Piano Concerto No. 1 in D Minor, op. 15 with the Hovkapell (Royal Swedish 

orchestra); his first concert as a chamber musician, playing Saint-Saëns’ Piano Quintet in 

A Minor, op. 14 with the Aulin Quartet; the first public presentation of his compositional 

work, I rosengård (In the Rose Garden) for solo voices, chorus and orchestra, which was 

composed between 1888 and 1889. Also during his piano studies in Berlin from 1892 to 

                                                           
19 Ibid. 

 
20 Bo Wallner and Hans Astrand, “Stenhammar, Wilhelm.” 
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1893, he composed the nationalist romantic drama Gildet pa Solhaug (The Feast at 

Solhaug) based on a play by Ibsen. At this time, he was deeply under the influence of 

Wagner.21 

Two years after his sensational debut in 1892, in the spring of 1894 he performed 

his first Piano Concerto No. 1 in B-flat Minor, op. 1, composed in 1893, at the Swedish 

Theater with the Court Chapel orchestra under the conductor Conrad Nordqvist (1840-

1920).22 The theater was full of people, including royalty, all waiting for the return of the 

famous conductor Nordqvist after a two-year absence from the stage. The reviews, 

however, paid more attention to the young composer-pianist, Stenhammar’s work earning 

great praise: “…no composer had made such a desired impression of geniality” in 

Sweden.23 These successful debut performances provided Stenhammar with more 

opportunities to spread his name internationally, performing in both Copenhagen and 

Berlin. 

In 1894, Stenhammar performed his own concerto, again with Norquist 

conducting in Copenhagen; here he met Henrik Henning (1848-1923), an important 

Danish editor and composer. This connection led to debuts in Germany and England as 

well. 

The debut in Copenhagen was of the highest importance for Stenhammar's career 

since he through this performance became acquainted with the Danish editor and 

composer Henrik Henning (1848-1923), who became his editor and 

impresario…Henning's good connections with Germany probably led to the more 

globally important performances starting in Berlin with no less than Richard 

                                                           
21 Bo Wallner, Wilhelm Stenhammar, 3. 

 
22 Johan Fröst, “Swedish Piano,” 33. 

 
23 Bo Wallner, Wilhelm Stenhammar och hans tid, 1: 318. 
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Strauss conducting in the Berlin Philharmonic Hall on December 10. 1896.  Other 

important performances took place in Dresden during the famous Nicode-concerts 

conducted by Jean Louis Nicode (1853-1919) on February 26, 1897; at the 

Gewandhaus in Leipzig, conducted by Arthur Nikisch (1855-1922) on the 27th of 

February, l897; again in Copenhagen on the 26th of May the same year with the 

visiting Berlin Philharmonic conducted by Carl Muck (1859- l 940); and in 

Manchester, England, with the Halle Orchestra conducted by Hans Richter 

(1843-1916) on January 22, 1903.  The reviews for these concerts were all 

positive and praised Stenhammar both as a distinguished composer and as a 

remarkable pianist.24 

   

In spite of his notable international career as a soloist, Stenhammar’s preference 

was more for chamber music, which made him decide to stay in Sweden, sacrificing any 

ambitions for global fame. After his first performance with the Swedish Aulin String 

Quartet in 1892, Stenhammar toured Sweden extensively with the ensemble, totaling 

close to one thousand concerts by 1911.25 The quartet not only performed standard 

chamber repertoire, especially the works of Beethoven, but also introduced many 

unknown chamber works, including Stenhammar’s six works for string quartet. In spite 

of his reputation as a famous pianist, strangely Stenhammar avoided composing any 

works that included himself, such as piano quintets. His major chamber works were 

seven string quartets composed throughout his life. Only three chamber works included 

piano – one violin sonata, one piano trio, and one piano quartet. (Table 2.126) 

 

 

 

 

 

                                                           
24 Johan Fröst, “Swedish Piano,” 34. 

 
25 Bo Wallner, Wilhelm Stenhammar, 3. 

 
26 Bo Wallner, Wilhelm Stenhammar och hans tid, 3: 552-575. 
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Table 2.1. Stenhammar’s Chamber Works 

 

Title Year 

    Allegro brillante in E-flat Major for Piano Quartet 1891 

    String Quartet No. 1 in C Major, op. 2 1894 

    Allegro non tanto in A Major for Piano Trio 1895 

    String Quartet No. 2 in C Minor, op. 14 1896 

    String Quartet in F Minor 1897 

    String Quartet No. 3 in F Major, op. 18 1897-1900 

    Violin Sonata in A Minor, op. 19 1899-1900 

    String Quartet No. 4 in A Minor, op. 25 1904-1909 

    Sonata for Cello and Piano (only sketches remained) 1909-unfinished 

    String Quartet No. 5 in C Major, op. 29 1910 

    String Quartet No. 6 in D Minor, op. 35 1916 

 

Stenhammar made his debut as a conductor in 1897 with his own overture, 

Excelsior!, and went on to conduct many of Sweden’s premiere musical organizations, 

including the Stockholm Philharmonic Society (1897–1900), the Royal Opera for one 

season (1899), the New Philharmonic Society (1904–6), and the Göteborg Orchestral 

Society (1907–22), finally returning to the Stockholm Royal Opera (1923-25).27 He 

premiered the second symphony of Hugo Alfvén (1872-1960) in 1899 and introduced 

Anton Bruckner (1824-1896) to Swedish audiences. His major repertoire as a conductor 

included mainstays such as Beethoven, Berlioz, Wagner, Liszt, R. Strauss, and Mahler. 

Above all, however, he tried to promote Nordic composers such Jean Sibelius and Carl 

Nielsen who were in close contact with him. Stenhammar invited them to conduct his 

orchestra and performed their works. He continuously programmed many works by 

Swedish composers, including Franz Berwald (1796-1868), Ture Rangström (1884-

                                                           
27 Stig Jacobsson, “Wilhelm Stenhammar,” accessed April 8, 2014, http://www.gehrmans.se/en/co 

mposers/stenhammar_wilhelm. 
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1947), and Hilding Rosenberg (1892-1985).28 Rosenberg was strongly influenced by him 

even though Stenhammar had few students in his lifetime. Stenhammar died of a stroke 

in Stockholm on November 20, 1927.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
28  Bo Wallner, Wilhelm Stenhammar, 5. 
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The First Period (1880-1900) 

 

Although Stenhammar’s career was multi-faceted, his activities as a composer are 

acknowledged to be the most significant of all his accomplishments. Bo Wallner, one of 

Sweden’s leading musicologists, considered Stenhammar to be “one of the finest and 

most versatile of Swedish composers.”29 Stenhammar performed and conducted modern 

Swedish music most of his life, but this modern music was not the main influence on his 

compositional language. According to Wallner, his output can be divided into three 

periods. The first period spans from his childhood to his twenties, 1880 to 1900; the 

second period 1901 to 1909; the third and final period 1910 to 1927. 

Stenhammar had started to develop his compositional skill in his teens, during 

which he encountered the powerful influences of atheism, Darwinism, and Wagnerism. 

Given that his first piano teacher was a student of Clara Schumann, the young 

Stenhammar began composing, unsurprisingly, in the typical Romantic style under the 

influence of Brahms, Liszt, and Wagner. The pieces he produced during his teens were 

mainly solo piano works, including four sonatas and Allegro con moto ed appassionato 

(1889), which are considered to be early compositional efforts. Vocal works of this 

period, however, have elicited more serious attention.  I Rosengarden for Soprano, Tenor, 

Chorus and Orchestra (1888-1889) was presented in 1892, the year of his remarkable 

triple debut, and Three Songs after Heine, op. 17 (1889-1890) was published later while 

                                                           
29 Wallner and Astrand, “Stenhammar.” 
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most of the works in this period were ignored. Moreover Tre körvisor (Three songs for 

choir) (1890) still holds a place in the repertory.30 

 

Table 2.2. Stenhammar’s Early Compositions (1880-1890) 

 

Year Opus  Title 

1880 None Piano Sonata No. 1 in C Major 

1881 None Piano Sonata No. 2 in C Minor 

1885 None Piano Sonata No. 3 in A-flat Major 

1887/89 None Sånger och visor 

1888/89 None I Rosengarden for Soprano, Tenor, Chorus and Orchestra 

1889 None Allegro con moto ed appassionato for Piano 

1889/90 Op. 17 Three Songs after Heine 

1890 None Piano Sonata No. 4 in G Minor 

 None Tre körvisor, a capella (Three a cappella choral songs) 

 

His twenties ushered in a period of experimentation in which he attempted to 

extend his compositional genre to include the piano concerto, piano trio, piano quartet, 

string quartet, violin sonata, opera, and orchestral pieces, along with works for piano solo 

and art songs. It is interesting that his output for piano is found mostly during this first 

period, after which he wrote only two piano works, Piano Concerto No. 2 in D Minor, 

op. 23 (1904-1907) and Five Pieces for Piano, op. 33, “Sensommarnätter (Late 

Summer)” (1914). 

He was a very fine pianist who surprisingly gave up composing for the piano 

rather early; he preferred to play the piano music of others as opposed to Grieg 

and Sjögren, for example, who played only their own. Though Stenhammar 

performed many piano chamber works with members of the Aulin Quartet, he 

                                                           
30 Ibid. 
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never composed such works; he did, however, write six string quartets. He 

favored more lyrical instruments such as the strings and the voice.31 

 

 

Table 2.3. Stenhammar’s Compositions Written in His Twenties (1891-1900) 

 

Year Opus Title 

1891 Op. 3 Florez och Blanzeflor, Ballade for Baritone and Orchestra 

 Op. 5 Snöfrid for Soli, Choir and Orchestra 

 None Prelude and Gavotte for Orchestra 

 None Allegro brillante in E-flat Major for Piano Quartet 

1892 None Impromptu for Piano in G-flat Major 

1892/93 Op. 6 Gildet pa Solhaug, Opera in 3 acts after Ibsen 

1893 Op. 1 Piano Concerto No.1 in B-flat Minor 

 Op. 4 Two Songs for Voice and Orchestra 

1893/95 Op. 7 Seven Poems after Heidenstam 

1893/97 Op. 16 Four Swedish Songs 

1894 Op. 2 String Quartet No.1 in C Major 

1895 Op. 10 Two Songs after Jacobsen 

 Op. 11 Three Fantasias for Piano 

 Op. 12 Piano Sonata in A flat Major 

 None Fantasie in A Minor for Piano 

 None Impromptu-Vals for Piano 

 None Allegro non tanto in A Major for Piano Trio 

 None Three Small Piano Pieces 

1895/96 Op. 8 Five Lieder from Idyll och epigram after Runeberg 

1896 Op. 9 Two Songs 

 Op. 13 Excelsior!, Overture for Orchestra 

 Op. 14 String Quartet No. 2 in C Minor 

1896/97 None Cantata for the Opening of the Arts and Industrial Exhibition 

1897 None  String Quartet in F Minor 

1897/98 Op. 15 Tifing, Opera 

1897/1900 Op. 18 String Quartet No.3 in F Major 

1898 None Intermezzo for Piano in D Major 

1899/1900 Op. 19 Violin Sonata in A Minor 

 

                                                           
31 John Weinstock, review of Wilhelm Stenhammar och hans tid by Bo Wallner, Scandinavian 

Studies 65, no. 1 (Winter 1993): 149. 
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In 1892, following his triple débuts as solo pianist, chamber musician, and 

composer, he ambitiously composed the national romantic music drama Gildet pa 

Solhaug (The Feast at Solhaug). It was based on a play by Ibsen and influenced by 

Wagner. Tiring, another attempt at music drama influenced by Wagner, followed in 1897. 

Both of these ambitious trials turned out to be unsuccessful. His bitter disappointment at 

the failures caused him to seriously dispute Romantic aesthetics and Wagnerism. 

 During his twenties, his love of the human voice produced continuous 

compositions – Lieder with piano and songs for choir with orchestra. The texts were 

mostly chosen from Swedish poets, novelists, and writers, including Karl Alfred Melin 

(1849-1919), Carl Snoilsky (1841-1903), Oscar Levertin (1862-1906), Viktor Rydberg 

(1828-1895), Anna Boberg , and Verner von Heidenstam (1859-1940); a Finland-

Swedish poet Johan Ludvig Runeberg (1804-1877); and the Norweigian playwright 

Henrik Ibsen (1828-1906), as well as two German poets Heinrich Heine (1797-1856) and 

Walther von der Vogelweide (1170-1230). 

 Stenhammar began to write chamber music during this period. His output 

included a work for piano quartet, one for piano trio, a violin sonata, and four string 

quartets. As mentioned before, he stopped writing chamber music which included piano 

after 1900 and confined himself to writing string quartets. His symphonic overture 

Excelsior! (1896), which was premiered by the Berlin Philharmonic Orchestra under the 

conductor Arthur Nikisch (1855-1922)32, forecast the future success of his orchestral 

music. 

                                                           
32 Bo Wallner, ibid, vol 3, 555. 
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The Second Period (1901-1909) 

 

Stenhammar played a leading part in the intensive cultivation of Beethoven's 

chamber music at the turn of the century while he toured Sweden with the Aulin Quartet 

between the years of 1892 and 1911.33 As a solo pianist, he presented many concerts, 

primarily of Beethoven's piano sonatas. Under the influence of Beethoven and the other 

classical pillars of Mozart and Haydn, “this second period (1901-1909) found him 

striving in his compositions for more depth and a more concentrated and motivic based 

means of development.”34 There are relatively few compositions dating from this period, 

possibly because of the time devoted to his many performances as a conductor and a 

pianist. 

 

Table 2.4. Stenhammar’s Compositions from the Second Period (1901-1909) 

 

Year Opus Title 

1901 None Norrland, Cantata for Male Voices, Orchestra (Score Lost) 

1902/03 None Symphony No.1 in F Major (Withdrawn) 

1903/04 Op. 20 Five Songs after Bo Bergman 

1904 Op. 21 Ithaca for Baritone and Orchestra 

1904/05 Op. 22 Ett folk, Cantata for Baritone, Chorus, and Orchestra 

1904/07 Op. 23 Piano Concerto No.2 in D Minor 

1904/09 Op. 25 String Quartet No.4 in A Minor 

1907 Op. 24 Midvinter, Swedish Symphonic Rhapsody for Chorus and 

Orchestra 

1907/12 Op. 27 Hemmarschen for Choir and Orchestra 

1908/09 Op. 26 Visor och stämningar, 10 songs 

                                                           
33 Wallner, Wilhelm Stenhammar, 4. 

 
34 Wallner and Astrand, “Stenhammar.” 
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Obviously Stenhammar focused on writing for orchestra during this time. Eight 

compositions out of ten during the second period involve orchestral forces, the two 

exceptions being sets of art songs with piano: Five Songs after Bo Bergman, op. 20 

(1903-104) and Visor och stämningar (Songs and Sentiments), op. 26 (1908-1909). 

Stenhammar composed music for voice and piano, a genre in which he felt extremely 

comfortable, throughout his life. These texts are in his native language, by the Swedish 

poets Bo Bergman (1869-1967), Vilhelm Ekelund (1880-1949), Erik Axel Karlfeldt 

(1864-1931), Verner von Heidenstam (1859-1940) and Gustaf Fröding (1860-1911).35 

His most ambitious plans at this time doubtlessly lay in his first symphony in F 

major (fall 1902- summer 1903). It was premiered in December 1903 by the Stockholm 

Academy of Music Concert Society Orchestra led by Tor Aulin. Yet, after hearing 

Sibelius’s D major symphony, Stenhammar criticized his own symphony as being 

"idyllic Bruckner."36 Finally he discarded it, finding it too dependent on Beethoven, 

Bruckner and Wagner in spite of the compliments of his contemporaries: 

It is interesting to consider Hugo Alfven's glowing letter that stated: "Hur mycket 

jag gfader mig darat, bade som Din van och som svensk behaver jag ej saga:jag 

betraktar ju Din framgang som min egen. (How happy I am both as your friend 

and as a Swede, I do not even have to say that I consider your success [with the 

symphony's premier] as my own).”37 

 

                                                           
35 Ibid. 

 
36 Wallner, Wilhelm Stenhammar, 4. 

 
37 Robert Quist, “Stenhammar's Symphony in G Minor and the Quest for a Pure Nordic Style,” 

Scandinavian Studies vol. 80 no. 3 (2008): 365. 
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A few years later, however, Stenhammar revised the second movement and 

published it separately under the name of Nenia. The Gothenburg symphony under 

Neeme Jarvis revived and performed this withdrawn symphony in the 1980’s, with 

considerable international success.38 

 While touring in 1904 with Cally Monrad (1879-1950), a Norwegian singer, 

Stenhammar was deeply inspired by the beautiful scenery and culture of Ö stergötland 

(East Gothland), which is one of the most traditional provinces of Sweden. At this time 

he conceived three important works: the cantata Ett folk, the Piano concerto No. 2, and 

the String Quartet No. 4. He completed these works during a stay in Italy in 1906-1907. 

His cantata Ett folk (One People), op. 22 (1904-5) displayed his new 

compositional techniques of the second period in a nationalistic context. The cantata was 

based on the six poem cycle by Verner von Heidenstam (1859-1940), which consisted of 

Folket (The People), Sverige (Sweden), Medborgar Sang (Citizen Song), Rost Sedeln 

(The Ballot), Soldat Sang (Soldier's Song), and Akallan (Evocation). “The cantata was 

seen as a true honoring of the Swedish nation and its people as well as a serious attempt 

to unite the nation.”39 The unaccompanied hymn Sverige (Sweden) from this work 

became one of Stenhammar’s best known choral pieces and is regarded almost as a 

second national anthem. 

Ett folk was first performed in 1905 and was extremely successful with the public. 

Oscar II was in attendance, and the young Gustav Adolf was the last to stop 

applauding. Heidenstam, surprisingly, did not attend the premiere. Peterson-

Berger's review was cool, but the public made "Sverige" a second national anthem 

                                                           
38 Bo Wallner, Wilhelm Stenhammar och hans tid, 3: 565-567. 

  
39 Johan Fröst, “Swedish Piano,” 36. 
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and stood while it was being played. For Stenhammar the Union crisis played a 

big role in setting Ett folk. His national feelings were entirely different from those 

of the heroic and militant Heidenstam. The intimate, meditative experience of 

nature, of the past, and of the eternal cycle of life were important for 

Stenhammar.40 

 

In Piano Concerto No. 2, op. 23 (1904-1907) his new compositional direction is 

apparent. The beginning dialogue between piano and orchestra sounds much like the 

piano concertos of Beethoven and Schumann and is very much in the romantic tradition. 

The scherzo movement is reminiscent of Mendelssohn but the finale movement recalls 

Wagner’s Die Walküre. The use of the technique of thematic transformation is drawn 

from Liszt and Franck. This concerto, which demonstrates Stenhammar’s compositional 

evolution, is still often performed today.41  

The String Quartet No. 4 in A Minor, op. 25 (1904-1907) was dedicated to his 

friend, Jean Sibelius. In this work Stenhammar blends Nordic folksong, Beethoven’s 

development technique, and romantic lyricism. It is considered one of the greatest string 

quartets in Swedish musical history. The dramatic opening with its chromatic motives are 

in direct contrast to the beautiful Adagio movement in which Stenhammar inserts a sad 

folk tune. The finale is a set of variations based on a song which opens the movement, the 

theme of which is taken from a folksong “And the knight he spake with young Hillevi.” 

This work incorporates other essentials of his second period.42 

                                                           
40 John Weinstock, review of Wilhelm Stenhammar och hans tid by Bo Wallner, 151. 

 
41 Johan Fröst, “Swedish Piano,” 48. 

 
42 Edition Silvertrust, “Wilhelm Stenhammar: String Quartet No. 4 in A Minor, op. 25,” accessed 

July 15, 2014, http://www.editionsilvertrust.com/stenhammar-string-quartet-4.htm. 
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In 1907, Stenhammar returned to Sweden when he accepted the artistic 

directorship of the Gothenburg symphony. During his fifteen year tenure (1907-1922), 

Goethenburg became a musical rival to Stockholm, a situation which has lasted to this 

today. Stenhammar invited Nielsen and Sibelius to conduct their works, and introduced 

works of Mahler, Bruckner, and Debussy to Swedish audiences.43 Stenhammar achieved 

great artistic success, in particular as guest conductor of the orchestra in Copenhagen in 

1909. While his primary orchestral repertoire also included Beethoven, Berlioz, Wagner, 

Liszt, Richard Strauss, and Sibelius, he was loyal to his Swedish heritage, introducing 

Swedish composers by including them in his programs.44 His nationalism was also 

evident in his composition in 1907 of Midvinter (Mid-winter), a Swedish Symphonic 

Rhapsody for Chorus and Orchestra, op. 24, and in his great collection of ten songs by 

five different Swedish poets, Visor och stämningar (Songs and Moods), op. 26, 

completed in 1908-1909.45  

 

 

 

 

 

 

                                                           
43 Goethenburg Symphony, http://www.gso.se/en/page/Gothenburg-Symohony/Title-Conductors. 

 
44 Bo Wallner, Wilhelm Stenhammar, 5. 

 
45 Ibid. 
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The Third and Final Period (1910-1927) 

 

Continuous self-criticism led Stenhammar to begin a close study of “Der 

Contrapunkt (Counterpoint)” by Heinrich Bellerman (1832-1903). This book was the 

textbook that Arnold Schoenberg later used when he taught his pupils including Alban 

Berg and Anton Webern.  

It is a reasonable question to ask why Stenhammar went back and forth between 

so many influences without finding his own personal style. One important 

educational issue of Stenhammar's life is that he was in many ways self-taught. 

Despite teachers such as Richard Andersson, Joseph Dente, Emil Sjogren and 

Andreas Hallen (1846- 1925), with whom Stenhammar studied for a short amount 

of time, he must be regarded as self-taught as a composer since he never attended 

a conservatory to study composition on a regular basis.46 

 

After the success of the powerful fourth string quartet, Stenhammar searched for 

something lighter. His third and final period (1910-1927) begins with his String Quartet 

No. 5 in C Major, op. 29 (1910) that was the first work composed after his studies in 

strict counterpoint. His experimentation with a new style blossomed into a mastery of an 

independent four-part texture. This fifth string quartet, subtitled ‘Serenade,’ begins with a 

lively and playful movement, influenced by “the spirit of Haydn and Viennese Classicism 

in the structural treatment of the themes.”47 The second movement, Ballata, is unique in 

that the nationalistic themes present in his previous vocal works appear in the context of 

instrumental music. This movement consists of variations on the folksong Riddaren Finn 

Komfusenfej (The Knight Finn Komfusenfej). 

                                                           
46 Johan Fröst, “Swedish Piano,” 43. 

 
47 Edition Silvertrust, “Wilhelm Stenhammar: String Quartet No. 5 in C Major, op. 29,” accessed 

July 15, 2014, http://www.editionsilvertrust.com/stenhammar-string-quartet-5.htm. 
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Stenhammar related how his uncle, who lived with the family, used to sing this 

song to the children. First comes the theme in which Fusenfej asks the King for 

his daughter's hand in marriage. Each succeeding variation paints a portrait of 

different personages, the Queen, the princess' brothers and sisters. It is a jolly tale 

which without warning turns into an elegy in which Fusenfej dies. It would be 

hard to find a more impressive set of variations.48 

  

After a short Scherzo movement, the finale, Allegro molto, shows high spirits, humor, and 

the perpetual motion leading the work to a rousing end, which is reminiscent of the spirit 

of the finales of Haydn. 

 

Table 2.5. Stenhammar’s Compositions from the Third and Final Period (1910-1927) 

 

Year Opus Title 

1908/13 Op. 31 Serenade for Orchestra in F Major (Revised 1919) 

1910 Op. 28 Two Sentimental Romances for Violin and Orchestra (or Piano) 

 Op. 29 String Quartet No.5 in C Major 

 Op. 32 Ballad of Emperor Charles 

1911/12 Op. 30 Two Songs of Oskar Levertin for Choir and Orchestra 

1911/15 Op. 34 Symphony No.2 in G Minor 

1914 Op. 33 Sensommarnätter (Late Summer), Five Pieces for Piano 

1916 Op. 35 String Quartet No.6 in D Minor 

 Op. 36 Incidental Music “Ett drömpsel (A Dream Play)” for Orchestra 

1917/18 Op. 38 Fyra Stockholmsdikter (Four Stockholm’s Poem) for Voice and 

Orchestra 

1918 Op. 37 Four Lieder after Heidenstam 

1918/19 None Symphony No.3 in C Major (Unfinished: fragment) 

1919 Op. 39 Suite from the Incidental Music to "Lodolezzi sjunger" 

1920 Op. 40 Som ni behager Opera for Baritone, 2 Sopranos, Chorus, 

Bassoon & Orchestra 

 Op. 41 Fanfarer och marscher till William Shakespeares skadespel 

Hamlet (Fanfares and marches to William Shakespeare's play 

Hamlet) 

 Op. 42 Musik till Carlo Gozzis skådepel "Turandot" 

1921 Op. 43 Chitra, Opera 

 Op. 44 Symphonic Cantata “Sangen” (“The Song”) for Soprano, 

Mezzo-soprano, Tenor, Baritone, Chourus and Orchestra 
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1922 Op. 45 Romeo och Julia, Suite From the Incidental Music, for Orchestra 

1904-23 None Efterskörd (Late Harvest), Five Songs 

1923 None Festival Music for the 300th anniversary of Gothenburg and the 

Gothenburg Exhibition for Chorus and Wind Band 

1924 None Fem posthuma sanger  

(1. Melodi; 2. Under vintergatan; 3. Amiens' sang: Blas, blas, du 

vintervind ; 4. Minnesang; 5. Orfeus med sin lutas klang) 

 

Stenhammar’s mastery of counterpoint piqued his interest in larger musical forms. 

His use of counterpoint can be seen mainly in his orchestral compositions. His last period 

is marked by two important orchestral works – Serenade in F Major, op. 31 and 

Symphony No. 2 in G Minor, op. 34. Both stand out not only in Stenhammar’s mature 

masterworks but also as the greatest repertory in Swedish music history. 

Serenade for Orchestra in F Major, op. 31 was planned in 1908, completed in 

1913, and later revised in 1919. The first version was in a key of E major and consisted of 

six movements. Stenhammar, however, changed the key to F major in the revised version 

and shortened it to five movements – Overtura, Canzonetta, Scherzo, Notturno, and 

Finale - excluding the second movement Reverenza.49  

[Serenade] shows Stenhammar’s ripe, deep knowledge of orchestration and has a 

tinge of Impressionist lightness combined with a quite Scandinavian nature poetry 

(there are hints of Strauss and Sibelius); it is at once the most aristocratic and 

most lighthearted of his larger works.50 

 

After the dismal failure of his first symphony, Stenhammar constructed his 

Symphony No. 2 in G Minor (1911-1915). It is concretely based on Classical tradition, 

                                                           
49 Bo Wallner, Wilhelm Stenhammar och hans tid, 3: 560. 

 
50 Wallner and Astrand, “Stenhammar.” 
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employing the Dorian mode which reflected his study of Renaissance music and church 

modes,51 and a double fugue in the finale, but still incorporating Swedish folk elements 

and folkdance rhythms in the first and scherzo movements. It certainly demonstrated his 

well-trained craftsmanship in counterpoint and his ability to handle bigger forms in this 

period. The addition, however, of Swedish nationalist folk elements was a change from 

the German sound that had influenced him for a long time, and is considered to be a 

hallmark of Stenhammar’s own personal compositional style that was a longtime goal of 

his. For these reasons, the second symphony is considered to be his best work. 

While the Serenade and Symphony No. 2 were written during the same time, they 

are very different in color and character: 

If the Serenade can be likened to coloristically gleaming chamber music for a 

large set of instruments, the Symphony No. 2 is built in heavy, harshly sounding 

chunks. If the structure of the Serenade is homophonic, admittedly with a 

ramified thematic work, the symphony is polyphonic, especially in the finale with 

its series of fugues and contrapuntal episodes, which again-if only in outline-

reveal the inspiration from Beethoven: Gross fugue. If the Serenade was inspired 

by southern experiences, the symphony is an expression of darker Nordic 

moods.52 

  

Stenhammer did not finish any other symphonies after the successful second 

symphony although he started a third one in 1918. Yet, other important compositions 

followed. The symphonic cantata Sangen, op. 44 (The Song) was written for the 150th 

anniversary of the Royal Academy of Music in 1921.53 It consisted of two main parts, the 
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52 Bo Wallner, Wilhelm Stenhammar, 9. 

 
53 Ibid, 5. 
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first recalling his youthful Sturm und Drang, and the second very strict and Handelian. 

An interlude, Mellanspel, which is often performed separately, connects these two parts.  

Stenhammar also wrote many operas and incidental music during this period in 

collaboration with the young director Per Lindberg of the Lorensberg Theatre in 

Gothenburg.54  These works include: the incidental music “Ett drömpsel (A Dream Play)” 

for Orchestra, op. 36 (1916); the Suite from the Incidental Music to “Lodolezzi sjunger 

(Lodolezzi Sings)”, op. 39 (1919); Fanfarer och marscher till William Shakespeares 

skadespel Hamlet (Fanfares and marches to William Shakespeare's play Hamlet), op. 41 

(1920); the opera Som ni behager (As you like it), op. 40 (1920); Musik till Carlo Gozzis 

skådepel "Turandot" (Music for Carlo Gozzi’s play “Turandot”); op. 42 (1920); the opera 

Chitra, op. 43 (1921);  and the Suite From the Incidental Music, for Orchestra “Romeo 

and Juliet”, op. 45 (1922). 

Finally, as mentioned previously, Stenhammar’s contributions to the string quartet 

literature remain unique for his time. They begin in a style reminiscent of Beethoven but 

over time, Stenhammar establishes an increasingly personal and assured style, especially 

in the last three. String Quartet No.6 in D Minor, op.35 was composed in 1916, two years 

after the death of Tor Aulin, who was a leader of Aulin String Quartet and traveled with 

Stenhammar for numerous performances during 1892 and 1912. Stenhammar’s feelings 

of depression, sadness, and anger at both the loss of his closest musical friend as well as 

the carnage of World War One (1914-1918) are expressively revealed in the last quartet. 

The first movement conveys a funereal mood in a strict tempo, followed by a lighter 
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second movement. After the beautiful third movement, the powerful finale rushes to an 

emotional release relying on simplicity for the climax rather than complexity.  

The main theme is a reverse paraphrase from the scherzo of Beethoven's Ninth 

Symphony. Long unison passages give the music an almost unmatched intensity 

in the literature and remind one of the power of a Sibelius symphonic work.55 

 

Stenhammar’s six string quartets are now considered to be some of the most important 

works in this genre between those of Brahms and Bartok, the last three, in particular,  

demonstrating Stenhammar’s unique style that separated him from other Romantic 

composers. 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
55 Edition Silvertrust, “Wilhelm Stenhammar: String Quartet No. 6 in D Major, op. 35,” accessed 

July 15, 2014, http://www.editionsilvertrust.com/stenhammar-string-quartet-6.htm. 
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CHAPTER 3: THREE MUSICAL TRAITS OF WILHELM STENHAMMAR  

 

Nationalism 

 

The Nordic countries consist of Denmark, Sweden, Norway, Finland, and Iceland,  

as well as the Faroe Islands, Greenland and Å land. These countries have shared their way 

of life, history, culture, language and social structure for centuries, while politically, 

being united under the Nordic Council. As shown in Table 3.156, during the twelfth and 

eighteenth centuries Sweden and Finland used to be one political entity, Sweden and 

Norway were also one united country in the nineteenth century.From 1397  to 1523, all 

the Scandinavian nations were united under the Kalmar Union. 

 

Table 3.1. History of the Nordic Region 

Century 

 
Danes 

 

Icelanders Faroese Greenlanders Norwegians Swedes Finns 

12th  
Denmark 

Icelandic 

Commonwealth 
Hereditary Kingdom of 

Norway 

 

Sweden 13th 

14th Hereditary Kingdom of Norway 
15th 

 
Kalmar Union 

16th  

Denmark-Norway 

 

Sweden 17th 

18th 

19th 

 
Denmark Union between 

Sweden and Norway 
Grand Duchy of 

Finland 

20th 

 

Denmark  

Iceland 

 

Faroe 

Islands 

 

Greenland 

 

Norway 

Sweden Å land Finland 

21th Denmark  Sweden 

 

Å land 

 
Finland 
 

                                                           
56 Nordic co-operation, “History of the Nordic Region,” accessed April 8, 2014, 

http://www.norden.org/en/fakta-om-norden-1/history-of-the-nordic-region. 
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Under these circumstances it was natural to exchange or share folk elements among 

countries. For example, as Finland was long ruled by Sweden, much of Finnish culture 

was influenced by Swedish culture and vice versa.  

Countries with close relations to the Nordic countries include Germany, Ireland, 

and the United Kingdom. The most characteristic instruments found throughout the 

Nordic countries are two string instruments, the dulcimer and the fiddle. A type of dance 

music consisting of multiple movements played by the harmonica and accordion, called 

Gammaldans, was popular in both Sweden and Norway in the late nineteenth and early 

twentieth century. The movements would include vals (waltz), mazurka, polka, and 

various dances. Circle dancing with sung ballads was also a historic part of the folk 

traditions of all of northern Europe. As was the folk music of other countries, most 

Nordic folk music was for dance. Stenhammar was the composer who skillfully 

incorporated these folk elements into his music without quotation. 

The Oxford Music Dictionary defines Nationalism in music as: 57   

A musical movement which began during the nineteenth century and was marked 

by emphasis on national elements in music such as folksongs, folk dances, folk 

rhythms or on subjects for operas and symphonic poems which reflected national 

life or history. It burgeoned alongside political movements for independence, such 

as those which occurred in 1848, and as a reaction to the dominance of German 

music. 

 

Even in the Classical period composers were attracted to folk elements. Joseph Haydn 

adapted and arranged a number of folk songs from different countries in many works. 

                                                           
57 Michael Kennedy and Joyce Bourne Kennedy, ed, “Nationalism in Music,” The Oxford 

Dictionary of Music, Oxford: Oxford University Press, 1985, accessed April 8, 2014. Oxford Music Online, 

http://www.oxfordmusiconline.com/subscriber/article/opr/t237/e7158. 
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Frederic Chopin’s uses of Polish dance rhythms and forms such as the mazurka, the 

polonaise, and the krakowiak are well known. During the late nineteenth century and the 

early twentieth century, the spirit of musical Nationalism was awakened in many 

countries:58 

 In Russia, Glinka's A Life for the Tsar (1836) began the nationalist movement, 

which was sustained by Cui, Mussorgsky, Balakirev, Rimsky‐Korsakov, etc. 

Liszt expressed the Hungarian spirit in his works, and this spirit was later 

intensified by Bartók and Kodály. Smetana, Dvořák, and Janáček were leading 

nationalists in Bohemia; in Norway, Grieg; Finland, Sibelius; Spain, Falla, 

Albéniz, and Granados; England, Holst and Vaughan Williams; USA, Copland, 

Gershwin, Ives, and Bernstein; Brazil, Villa‐Lobos. 

 

 

During Stenhammar’s time, two other Swedish composers, Hugo Alfvén (1872-1960) 

and Wilhelm Peterson-Berger (1867-1942) employed Swedish folk music and folk 

rhythms in their works. 

While Stenhammar’s major works are invariably recognized for their Nordic color 

which is defined as use of folk-like themes, folk dance rhythms, or folk-based stories 

from Nordic countries such as Denmark, Norway, Finland, Iceland, as well as Sweden, he 

did not very often quote genuine themes as did his Swedish contemporaries. Although he 

lived at the end of the nineteenth century when Wagner influenced many composers in 

Europe, and then into the early twentieth century to witness the rise of a new harmonic 

language in the hands of Debussy, Schoenberg, and Stravinsky, Stenhammar established 

his own recognizable musical style rather than accepting these important musical trends.  

After his early Wagnerian failures Stenhammar turned increasingly to Viennese 
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Classicism. Therefore, what distinguishes Stenhammar from his contemporaries is his use 

of folk elements superimposed on the concrete foundation of the compositional practices 

of German Classicism and Romanticism, a byproduct of his numerous chamber activities 

with the Aulin Quartet, further refined by his immersion in the study of polyphonic 

techniques.  
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Vocal Music 

Stenhammar is considered to be one of the Scandinavia’s most important 

contributors to vocal music. Although he began as a child prodigy on the piano, he had 

established his foundations as a song composer by the age of seventeen with the early 

vocal works, Sånger och visor (Songs and Rhymes) (1888), I Rosengarden (In the Rose 

Garden) for Soprano, Tenor, Chorus and Orchestra (1888-1889), Three songs after 

Heine, op. 17 (1889-1890), and Tre körvisor, a capella (Three a cappella choral songs) 

(1890). From then on, Stenhammar’s devotion to vocal works lasted until his death. 

“Stenhammar's contributions to the Swedish art song repertoire are generally considered 

unsurpassed.”59 

Stenhammar’s highly successful vocal music in the form of numerous songs and 

choral works, as well as his less popular operas, makes use of national themes expressed 

by Swedish poets and writers. His personal contact and friendship with them inspired him 

to compose for voice. He wrote around sixty art songs in his life. Most of the texts are by 

Swedish poets, and the rest by Finnish, Danish, German, and English poets (See Table 

3.260).   

The developmental years brought him into personal contact with the major poets 

energizing Sweden's literary renaissance of the 1890s, notably Oscar Levertin 

(1862-1906) and Verner von Heidenstam (1859-1940). Musical inspiration also 

came from the poetry of Johan Ludvig Runeberg (1804-1877), Gustav Froding 

(1960-1911) and Erik Axel Karlfeldt (1864-1931), but special affinity arose for 

                                                           
59 Frederick Key Smith, Nordic Art Music: From the Middle Ages to the Third Millennium 

(Westport, Connecticut: Praeger, 2002), 79. 

 
60 Bo Wallner, Wilhelm Stenhammar och hans tid, 3: 552-575. 
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his closer contemporary Bo Bergman (1869-1967), the prime source of 

Stenhammar's song texts.61 

 

 

Table 3.2. Stenhammar’s Art Songs and Poets 

 

Year Title Poet Nationality 

1887-89 Sånger och visor Albert Theodor Gellerstedt Sweden 

1888-90 Junge liebe Heinrich Heine Germany 

1893 Two Songs for Voice and 

Orchestra, op. 4 

Johan Ludvig Runeberg  

1893/95 Seven Poems after 

Heidenstam, op. 7 

Verner von Heidenstam Sweden 

1893/97 Four Swedish Songs, op. 16 Verner von Heidenstam, Sweden 

1895 Two Songs after Jacobsen, op. 

10 

Jens Peter Jacobsen Denmark 

1895/96 Five Lieder from Idyll och 

epigram after Runeberg, op. 8 

Johan Ludvig Runeberg Finland 

1896 Two Songs, op. 9 Walther von der Vogelweide Germany 

1903/04 Five Songs after Bo Bergman, 

op. 20 

Bo Bergman Sweden 

1908/09 Visor och stämningar, 10 

songs , op. 26 

Ekelund, Karlfeldt, 

Bergman, Heidenstam, 

Froding,  

Sweden 

1917 Efterskörd (Late Harvest), 

Five Songs 

Gustaf Fröding, 

Bo Bergerman,  

Sweden 

Sweden 

1917/18 Fyra Stockholmsdikter (Four 

Stockholm’s Poem), op. 38 

Bo Bergman Sweden 

1918 Four Lieder after Heidenstam, 

op. 37 

Verner von Heidenstam Sweden 

1904-23 Efterskörd (Late Harvest), 

Five Songs  

Gustaf Fröding, 

Bo Bergerman 

Sweden 

Sweden 

1924 Fem posthuma sanger  
 

Bo Bergerman 

Shakespeare 

Karlfeldt 

Sweden 

United 

Kingdom 

Sweden 

                                                           
61 John H. Yoell, The Nordic Sound: Explorations into the Music of Denmark, Norway,  

Sweden (Boston: Crescendo Pub. Co., 1974), 212. 
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This golden age of Swedish poetry was a major inspiration to Stenhammar and it is no 

surprise that the art song in Swedish music history never reached a higher point than 

during his time.62 

His choice of melody, harmony, and rhythm for each of his songs was based on 

the mood and meter of the poem. Among many musical elements, the melody and 

expressiveness were what Stenhammar considered the most important when he treat the 

poem in musical setting: 

"A simple melody which hugs the sound of the words", and added to this "a 

melodic harmonizing." That is to say, the melody should be everything in a song, 

the accompaniment merely supporting and explaining means but not end.  

Stenhammar argues in favor of artlessness. In fact, farther on in the letter 

he says, "With every day that passes I realize more and more that what is called 

original, interesting, daring etc. in art is the most sheer, worthless nonsense; the 

only ONLY thing which is necessary, and which is the condition for all real art, is 

expressiveness".63 

 

His successful art songs from the first period include I skogen (In the Forest, 

1887) on a poem by Gellerstedt (1836-1914); Flickan kom ifrin sin alsklings mote (The 

Girl Came Home from Meeting Her Lover, 1893) on a poem by Runeberg (1804-77); and 

his masterful setting of Froding's Fylgia (Guiding Spirit; 1897). Later Stenhammar 

greatly admired Bergman’s poems and created beautiful settings, which “exhibit the 

composer's adept ability at setting his native language:”64 Adagio (1904), Jungfru Blond 

och jungfru Brunett (Blonde and Brunette Maidens, 1909), Det far ett skepp (There Sails 

a Ship, 1909), and En positivvisa (A HurdyGurdy, 1918). 
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63 Bo Wallner, Wilhelm Stenhammar, 7. 
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50 
 

 
 

For opera libretti and the plays for which he composed incidental music, 

Stenhammar relied on Nordic writers that were his contemporaries, including Ibsen, 

Boberg, Strindberg, and Bergman (See Table 3.365). Later he turned his eye to plays by 

international writers such as Shakespeare, Gozzi, and Tagore and their works: As you like 

it, Hamlet, Romeo and Juliet, Turandot, and Chitra. As mentioned before, the 

collaboration at the Lorensberg Theatre in Gothenburg with the young director Per 

Lindberg led Stenhammar to focus on writing music for drama, popular plays attracting  

 

Table 3.3. Stenhammar’s Opera/ Incidental Music and Librettists 

 

Year Title Writer/ Librettist Nationality 

1892/93 Gildet pa Solhaug, Opera in 3 acts 

after Ibsen, op. 6 

Henrik Ibsen (1828-

1906) 

Norewei 

1897/98 Tirfing, Opera, op. 15 Anna Boberg (1864-

1935) 

Sweden 

1916 Incidental Music “Ett drömpsel (A 

Dream Play)” for Orchestra , op. 36 

August Strindberg 

(1849-1912) 

Sweden 

1919 Suite from the Incidental Music to 

"Lodolezzi sjunger", op. 39 

Hjalmar Bergman 

(1883-1931) 

Sweden 

1920 Som ni behager (As you like it), 

Opera, op. 40 

William Shakespeare 

(1564-1616) 

United 

Kingdom 

1920 Fanfarer och marscher till Hamlet, 

op. 41 

William Shakespeare 

(1564-1616) 

United 

Kingdom 

1920 Musik till Carlo Gozzis skådepel 

"Turandot", op. 42 

Carlo Gozzi (1720-

1806) 

Italy 

1921 Chitra, Opera, op. 43 Rahindranath Tagore 

(1861-1941) 

India 

1922 Romeo och Julia, Suite From the 

Incidental Music, op. 45 

William Shakespeare 

(1564-1616) 

United 

Kingdom 

 

him more and more. While Stenhammar’s operas are considered to be influenced by 
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Wagner and Bruckner rather than Swedish folk elements, he sometimes uses major keys 

when setting dark and gloomy texts and minor keys for happy moods, a somewhat 

paradoxical compositional technique that is found in works by other Scandinavian 

composers.66 

 

Table 3.4. Stenhammar’s Music for Choir and Poets 

 

Year Title Poet Nationality 

1890 I rosengdrden, for Sop, Ten, Choir 

and Orchestra 

Karl Alfred Melins 

(1849-1919) 

Sweden 

1890 Tre körvisor, a capella (Three a 

cappella choral songs) 

Jens Peter Jacobsen 

(1847-1885) 

Denmark 

1891 Florez och Blanzeflor, Ballade for 

Baritone and Orchestra, op. 3 

Oscar Levertin 

(1862-1906) 

Sweden 

1891 Snöfrid for Soli, Choir and 

Orchestra, op. 5 

Viktor Rydberg 

(1828-1895) 

Sweden 

1896/97 Cantata for the opening of the Arts 

and Industrial Exhibition 

Carl Snoilsky 

(1841-1903) 

Sweden 

1901 Norrland, Cantata for Male Voices, 

Orchestra (Score Lost) 

Daniel Fallström 

(1858-1937) 

Sweden 

1904 Ithaca for Baritone and Orchestra, 

op. 21 

Oscar Levertin 

(1862-1906) 

Sweden 

1904/05 Ett folk, Cantata for Baritone, 

Chorus, and Orchestra, op. 22 

Verner von Heidenstam 

(1859-1940) 

Sweden 

1907/12 Hemmarschen for Choir and 

Orchestra , op. 27 

Verner von Heidenstam 

(1859-1940) 

Sweden 

1911/12 Two Songs of Oskar Levertin for 

Choir and Orchestra, op. 30 

Oscar Levertin 

(1862-1906) 

Sweden 

 

For his choral music, however, Stenhammar adhered to only Swedish and Nordic 

poets (See Table 3. 467). The first two songs, September and I Seraillets Have (In the 
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Seraglio Garden) from his early work Tre körvisor, a capella (Three a cappella songs) to 

texts by the Danish poet J. P. Jacobsen, sound simple and meditative. The last song, 

however, conveys more intensity of life. “Havde jeg, a havde jeg en dattersøn (Oh, If I 

Had a Grandson) demonstrates smooth part writing augmented by a whiff of folk tone.”68 

Doubtlessly, Stenhammar’s most famous choral hymn is “Sverige (Sweden)”, a 

text based on a cycle of poems by Verner von Heidenstam (1859-1940), from the cantata 

Ett folk (One People), op. 22 (1905), written for baritone, mixed chorus, and orchestra. 

This cantata brought him huge success, and became a national symbol. The work consists 

of five movements: Folklet (The People), Sverige (Sweden), Medborgarsang (Citizen 

Song), Soldatsang (Soldier’s Song), and Akallan (Evocation). The second movement in 

particular, Sverige (Sweden), has virtually become a national anthem, which has been 

cherished by the Swedish people. It was premiered in December 5, 1905 under 

Stenhammar’s baton, when the union with Norway was dissolved.69 The cantata honors 

the Swedish nation and its people and presents a call to unity. 

It is also an important manifestation of patriotism at the end of the union with 

Norway since the Norwegians were more obviously proud of their nationalistic art 

idioms.  However, the struggle in Sweden in 1905 at the time of dissolution of the 

Swedish/Norwegian union can be suggested by the language of the silently 

majestic but anonymous musical language of Sverige.70 

 

A composer’s choice of text is the most obvious indication of nationalism, 

followed closely by his or her use of folk elements. In fact, Stenhammar’s use of these 
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elements in his works is one of the reasons for his huge success during his lifetime. He 

employed direct quotations of folk songs or wrote melodies inspired by folk songs and 

dances. His use of folk elements was, however, a little different from that of his 

contemporaries, nationalistic composers such as Peterson-Berger (1887-1942) or Grieg 

(1843-1907). As Armen Shaomian relates in his dissertation: 71 

Stenhammar did not directly reference folk-dance rhythms or imitate instrumental 

sounds as Peterson-Berger frequently did. In fact, his music does not always 

reflect a typical Scandinavian style such as Peterson-Berger’s or Grieg’s. Instead, 

his idea of folk-influenced components in his compositions came from the literary 

world of national identity, deriving from the Swedish language itself. Perhaps it 

was the child-hood influence of his father, the famous architect and hymn 

composer as mentioned before, that had sparked such interest in literature. 
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Instrumental Music 

 

Stenhammar fluctuated between many influences in search of his own personal 

style. As in his vocal music, one of the most important influences in his instrumental 

music was Nationalism. Unlike Sibelius, who gave many of his purely instrumental 

works titles that reference nationalistic ideas such as Karelia Overture, op. 10 (1893), 

Lemminkäinen Suite, op. 22 (1893), Finlandia, op. 26 (1899), Tapiola, op. 112 (1926), 

and so on, Stenhammar did no such thing. Although Stenhammar used folk material, in 

most cases he used it not as a foundation for composition, but rather to add flavor to his 

works.72 

Symphony No. 2 in G Minor, op. 34 (1911-1915) is considered one of the most 

important and successful works by Stenhammar, and it is also the best example of 

“inclusion of Swedish folk music in a classical framework.”73 After the failure of his first 

symphony, which was heavily influenced by Bruckner, and of the early two Wagner-

influenced operas, Gildet pa Solhaug, op. 6 (1892-1893) and Tifing, op. 15 (1897-1898), 

he kept searching for a unique Nordic style of his own. The Symphony No.2 included 

everything that he had been pursuing: Nordic color, German Romanticism, and 

Classicism. The musicologist John Yoell observes: 

The opening movement (Allegro energico) beautifully exemplifies the Nordic 

sound, a strong, sagalike statement surging with drama and impassioned 

earnestness. Similar outgoing vigor characterizes the third movement, a scherzo 

(Allegro ma non troppo presto) which recalls Bruckner in its energy and solidity. 

In a late romantic symphony of this type, the center of gravity might be expected 
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to rest in the slow movement, but Stenhammar prefers a comparatively restrained 

Andante; he shifts main emotional strength to the finale, an architecturally 

complex movement where seven intertwined episodes build on fugue, variations 

and thematic evolution. Sometimes sheer weightiness impedes the flow and the 

movement strains heavily forward. Yet the grandeur and nobility of Stenhammar's 

ideas eventually win through.74 

 

It is the use of folk material that makes the Symphony No.2 more Swedish than 

German as it “contrasts old folk dance and song with pages of Greek tragedy and archaic 

polyphony.”75 Using a Dorian mode, the symphony opens with a monophonic folk-like 

theme that consists of snippets from several Swedish folk melodies. By combining these 

elements rather than quoting tunes in their entirety, Stenhammar creates a new Nordic 

tune (Musical Example 3.176). In addition, “he confines the texture to monophony in 

order to capture the performance practice of Swedish folk musicians. In order to declare a 

Nordic independence from Wagnerianism, Stenhammar uses the symphony as a distilling 

mechanism rather than an amplifier.”77 The second theme, however, presents polyphony 

and expansive and graceful gestures contrasting with the first theme. 

Musical Example 3.1. Stenhammar, Symphony No. 2, op. 34; Mvt. 1, mm. 1-9. 
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75 Ates Orga, program notes to Wilhelm Stenhammar: Symphony No. 1; Symphony No. 2; 

Serenade in F; Excelsior!, performed by Gothenburg SO/Neeme Järvi, Deutsche Grammophon, 445 857-2 
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Other examples of Stenhammar’s use of folk tunes are found in his string quartets, 

the major genre to which he devoted himself throughout his life, and considered by many 

to be representative of the best Swedish music. His six published string quartets were 

created in close collaboration with the prominent chamber music ensemble in Sweden of 

that period, the Aulin Quartet. The leader, Tor Aulin (1866-1914), was an excellent 

violinist, a man full of ideas and enthusiasm who founded the Stockholm Philharmonic 

Orchestra.78 The Aulin Quartet actively performed between 1887 and 1912 with 

Stenhammar joining in 1892, traveling together for numerous performances. His six 

string quartets are now considered the most important works in this genre between those 

of Brahms and Bartok. 

 

Table 3.5. Stenhammar’s Works for String Quartet 

Number Opus Year Key 

No. 1       Op. 2 1894 C major 

No. 2 Op. 14 1896 C minor 

NA NA 1897 F minor 

No. 3 Op. 18 1897-1900 F major 

No. 4  Op. 25 1904-1909 A minor 

No. 5 Op. 29 1910 C major 

No. 6 Op. 35 1916 D minor 

 

The six string quartets are substantially different from each other with the last 

three, in particular, demonstrating Stenhammar’s unique style which set him apart from 

other composers. The early works are indebted to Classicism, especially Beethoven; but 
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in the String Quartet No.1 (1894), despite the “Beethovenian declamatory mood” 79 of the 

second movement, Mesto, Stenhammar surprisingly employs a Nordic folk tune in the 

finale, implying that his attempt to establish his own style started from his early years. 

The String Quartet No.2 (1896) is in style of Sturm und Drang, passionate, creating a 

powerful effect at the finale. In spite of classical allusions such as the quotation from the 

scherzo of Beethoven's String Quartet No. 11 in F Minor, op. 95, the second string 

quartet suggests original ideas and construction.80 Stenhammar’s own voice is revealed 

more clearly in the String Quartet No. 3 (1897-1900). A calm and lovely opening 

movement is in contrast to a passionate Presto agitato, which is linked to “a powerfully 

brilliant and beautiful fugue.”81 The following movement, Lento sostenuto includes a set 

of highly lyrical and emotional variations, which anticipate those in the String Quartet 

No. 5. 

 Stenhammar continued using folk melodies in the last three string quartets. The 

String Quartet No. 4 (1904-1909), dedicated to Jean Sibelius, combines folk elements 

with chromaticism using complicated late romantic harmonies based on Beethoven’s 

techniques of development. In addition, Stenhammar’s careful study of counterpoint by 

Bellerman (1832-1903) made the construction of the string quartet even more concrete.82 
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Stenhammar uses folk tunes in three different movements. (See Musical Example 3.283) 

The opening Allegro ma non troppo begins with a dramatic, downward spiraling 

passage which serves as the motif of the highly chromatic music which follows. 

In the background we hear snippets of an old folk ballad but are never really 

allowed to hear the whole. By contrast, in the beautiful Adagio which follows, 

Stenhammar presents the entire folk tune which is a plaint, a sad and somewhat 

pleading song…The superb finale, Aria variata, is exactly what the title indicates. 

A set of variations on an opening song. The theme is taken from the Swedish 

folksong, And the knight he spake with young Hillevi. There are ten variations 

which follow and they are as good as or better than any other set ever written for 

string quartet.84 

 

 

Musical Example 3.2. Stenhammar, String Quartet No. 4; Mvt. 4, Vn, mm. 1-18. 

 

 

 
 

 

Stenhammar’s continuous efforts to blend folk elements, Romanticism, and 

polyphony using the solid architecture of Viennese Classicism finally reached fruition in 

his maturity, resulting in a unique Nordic sound, enormous successes and a new 

confidence. The first work in the last period was the String Quartet No. 5 (1910), 
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subtitled Serenade. Stenhammar set variations on the ballad of Riddaren Finn 

Komfusenfej (The Knight Finn Komfusenfej) for the second movement. A more skillful 

use of counterpoint, resulting after his serious study, made possible an independent four-

part texture. The finale, Allegro molto, suggested the humor and perpetual motion 

reminiscent of the spirit of the finales of Haydn. Different from the preceding two works, 

String Quartet No. 6 (1916) seeks simplicity, perhaps due to the loss of his closest 

musical friends, Tor Aulin, and his despair over World War One. Bo Wallner describes 

this work as “ascetically simple in its thematic material, ruthlessly polyphonic in the 

carrying out of the first movement, nostalgically serene in the slow movement and with a 

wildly rushing perpetuum mobile in the finale.”85 

 After the continuous trial and error of his early years, Stenhammar’s string 

quartets trace a clear path, beginning in the Viennese Classical tradition particularly 

reminiscent of Beethoven, gradually evolving into his mature and personal Nordic style: 

a coalescence of Nationalism, German Romanticism, and Viennese Classicism. 

 

 

 

 

 

 

 

                                                           
85 Bo Wallner, Wilhelm Stenhammar, 9. 



60 
 

 
 

Sibelius and Nielsen 

Among Stenhammar’s contemporaries, the work of two Nordic composers 

impacted him greatly as he created his own musical style: Carl Nielsen (1865-1931) and 

Jean Sibelius (1865-1957). The two composers had much in common; both were born in 

1865 and both ceased composing around 1930. They both were musical child prodigies, 

composing their first works at an early age, and both played the violin. Their favorite 

genre was the symphony, and coincidentally each of their first major symphonic works 

was published in 1892. Both received musical success during their lifetimes, their names 

recognized by music history as two of the greatest Nordic composers of the late romantic 

and the twentieth century.86 

In spite of these similarities, Nielsen and Sibelius pursued musical composition in 

different ways. Although Nielsen is usually often regarded as a Neo-Classical composer, 

“he strived to and succeeded in creating a personal musical style that reflects 

stereotypical Danish wit, humor, and good nature.”87 On the other hand, Sibelius's music, 

among Northern European composers, has been considered as genuinely "Nordic." 

Sibelius’s sound is often cool and brooding, not to the point of austerity, but 

reflective of the Nordic environment in which he lived and worked. Yet the 

sweeping grandeur and rich coloration of his music, appearing at times like rays 

of sunshine through dark clouds, is also undeniable. At many points in his music, 

the mood turns almost toward joviality, but not without seriousness close at hand. 

In some of his most beloved works, Sibelius is proven to be a staunch 

nationalist through his use of Kalevala themes and devices. Authentic folk music, 

however, rarely makes an appearance. Instead, the bold material crucial to so 

many of his works appears to grow almost organically from previously heard 

motifs and elements. As Aaron Copland writes, "Sibelius' movements ... depend 
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more on the gradual organic growth of one theme evolving into another rather 

than the contrast of one theme with another. At its best, the music seems to 

flower, often from unpromising beginnings." 88 

 

The shadows of Nielsen and Sibelius influenced many Nordic composers both 

during and after their lifetimes. Especially, in Stenhammar’s case, it was the music of 

Carl Nielsen that suggested a possible answer to the unsolved question, one which had 

bothered him for so long time. Even as he admired the great German composers, 

including Wagner, he was eager to establish his own compositional style. Stenhammar 

conducted Carl Nielsen's first symphony in Gothenburg in 1910, which laid the 

foundation for their friendship. Stenhammar wrote to Nielsen after this performance:  

"I know that you have always sought and even managed to keep yourself free 

from Wagner 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."89 

 

The following year, 1911 Stenhammar began to write one of his greatest masterpieces, 

the Symphony in G Minor. Stenhammar himself described the second symphony as 

“sober and honest music free from flashiness.”90  

In fact, Stenhammar’s second symphony was composed under Sibelius’s 

influence as well. Stenhammar met Sibelius for the first time in 1901.91 Since then, 

Stenhammar remained interested in Sibelius’s music. In 1903, when he had just 
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completed his first symphony in F major, Stenhammar attended a performance by the 

Forester Concert Association Orchestra of Sibelius's second symphony led by Armas 

Jarnefelt, a guest conductor. After the concert he wrote a letter to Sibelius: 92 

You should know that you are in my thoughts daily ever since I heard the 

symphony. You magnificent person, it is of course a huge armful of wonder that 

you brought up out of the unconscious and ineffable depth. That which I felt has 

been verified: You are in this moment for me as the foremost, the only, the 

enigmatic one...I have also just written a symphony. At least it is called a 

symphony, and only in accordance with the understanding that you perhaps have 

forgotten should it be dedicated to you. However, nothing came of it. It is quite 

good, but somewhat superficial. I yearn to reach my inner self. And you can wait 

until I have arrived there. The great day when this happens, I will print your name 

in large letters on the title page. It may become a symphony or something else. 

 

Upon hearing Sibelius’s second symphony, Stenhammer withdrew the first symphony, 

regarding it as ‘idyllic Bruckner’, for as the letter indicates, Sibelius’s symphony 

suggested to Stenhammar a new symphonic style. His Piano Concerto No. 2 (1904-1907) 

showed Sibelius’s strong influence.93 Upon accepting the position of Artistic Director of 

the Gothenburg Symphony in 1907, Stenhammer showed his deep admiration of Sibelius 

by including some of the Finnish composers’ works at his inaugural concert, from then 

on, programming other works many times. The last time they met was in 1924, when 

Sibelius conducted his Symphony No. 7 in Stockholm. During these years, Stenhammar 

had attained his musical maturity, developing his own compositional style: a “strongly 

Romantic personality of German sensibility, touched by Nordic fantasies neither as 
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antique as Sibelius’s nor as advanced as Nielsen’s.”94  

Both Nielsen and Sibelius showed Stenhammar that it was possible to achieve a 

personal Nordic style independent of Wagner. Stenhammar emphasized that the Nordic 

style should be different from both the grand opera of Wagner and the rich and luxurious 

orchestral polyphony of Richard Strauss.95 Without a doubt, the two great Nordic 

composers, Nielsen and Sibelius, led Stenhammar to a clear path in his continuous quest 

for his own personal Nordic style. His admiration for Nielsen and Sibelius helped him to 

develop “a leaner, more concentrated symphonic style,”96 which is evident in his later 

output, particularly in the Piano Concerto No. 2 (1907), the Symphony No. 2 (1915), and 

the last three string quartets 
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German Romanticism 

 

Influence of Brahms and Schumann 

 German Romanticism was a powerful influence, not only in Scandinavia, but also 

in all the European countries during the nineteenth century. The German composers 

starting from Beethoven to Schubert, Schumann, Brahms, and Wagner, bequeathed their 

musical property to the next generation, and the inheritors developed it and shaped it to 

greater effect. Nordic composers of this era could not deny this powerful influence. Jean 

Sibelius studied in Berlin from 1889 to 1890 with Albert Becker (1834-1899) and 

in Vienna from 1890 to 1891 with Karl Goldmark (1830-1915); Edvard Grieg studied at 

the Leipzig conservatory during 1858 and 1862; Carl Nielsen was interested in Wagner’s 

music drama and revered the music of Bach and Mozart as well.  

Stenhammar’s first teacher in his formal school system was Richard Andersson 

(1851-1918), a Swedish pianist, who had been taught piano by Clara Schumann in Berlin 

from 1877 to 1883. Andersson was a famous pianist and pedagogue in Sweden and 

founded a music school in Stockholm that became the outstanding private music school 

in Sweden. His pupils included famous Swedish pianists such as Astrid Berwald (1886-

1982) and Gustaf Heintze (1879-1946) as well as Wilhelm Stenhammar.97 Steeped in a 

diet of German music taught in the tradition of Clara Schumann, it was natural that 

Stenhammer would travel to Germany for further study. 

                                                           
97 Axel Helmer, “Richard Andersson,” Grove Music, accessed July 15, 2014, Oxford Music 

Online, http://www.oxfordmusiconline.com/subscriber/article/grove/music/00870. 

http://www.oxfordmusiconline.com/subscriber/article/grove/music/00870


65 
 

 
 

Stenhammar composed the song, I Skogen (In the Forest), at the age of sixteen 

(1887-1889) when he was studying with Andersson. This early work owes much to 

Schumann, as Stenhammar was an admirer of his Lieder98 due to his teacher’s influence. 

The melody line with its expanded broken-chord piano accompaniment is warm and 

expressive. The accompaniment is independent, almost standing alone and of even 

greater importance than the melody to the cohesiveness of the mood of the song, and like 

many Schumann Lieder, has a meaningful postlude. In addition, the frequent tonal 

ambiguity, one of the important features in the Romantic period, creates tension between 

the voice and piano. 

 After his studies with Andersson Stenhammar attended the Hochschule für Musik 

in Berlin, Germany in 1892, studying piano with Karl Heinrich Barth (1847-1922) who 

was a student of Hans von Bülow, who had studied with Liszt. Barth was reputed to be a 

thoughtful pianist, excelling in the music of Brahms. His pupils included Wilhelm 

Kempff, Artur Rubinstein and Aline van Barentzen, all successors of the German 

tradition, particularly in their interpretations of Beethoven.99 From this educational 

background, Stenhammar naturally absorbed the German influences of Bach, Mozart, 

Beethoven, Schumann, and Brahms. The major repertoire he performed as a pianist in 

concerts included many concertos of Mozart, Brahms’s Piano Concerto No. 1 in D 

Minor, op. 15 which he performed in his debut concert as a professional pianist in 1892, 

and the Beethoven piano sonatas which he frequently performed in recitals throughout his 
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life.100 

Stenhammar and Brahms (1833-1897) share many musical traits. Although they 

lived in the Romantic period and employed a Romantic musical language, they both 

pursued Classicism. In addition, both composers were attracted by folk ideas. Some of 

the best known works of Brahms that use folk ideas or folk idiom include Hungarian 

Dances, Gypsy Songs, and Rondo alla zingarese, the last movement of Piano Quartet No. 

1 in G Minor, op. 25. One of Stenhammar’s contemporaries, the composer and fearsome 

music critic Wilhelm Peterson-Berger (1867-1942), wrote in Dagens Nyheter (Swedish 

Daily News), severely criticizing the composers who imitated Schumann. Brahms, and 

Mendelssohn:  

Peterson-Berger asked the question ''Who is Stenhammar?" and added, "The 

answer is simple. Stenhammar is the Swedish Brahms." He stated that 

Stenhammar spoke a German language of Beethoven, Brahms, and Schumann, 

and wrote, "'With too much reflection no true art can be created."101 

 

In fact, Stenhammar regretted his reliance on German Romanticism. He himself criticized 

his first symphony (1902) as “idyllic Bruckner,” and a reflection of the romantic 

influences of his early period. He discarded it, referring to it as a trivial piece, after its 

first performance in 1903, and after discovering the unique excellence, different from 

German Romanticism, of Sibelius’s symphony. Embarking on a quest to find a more 

“Nordic” music, self-introspection pushed Stenhammar to find his own style. 

Nonetheless, the trial and error of his early years was not a waste of time; rather, it helped 
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him lay the foundation of what was to become his mature work. 

 

Influence of Wagner 

 Stenhammar’s other German hero during his early years had been Richard 

Wagner. In fact, the influence of the Wagnerian music drama was so powerful as to 

spread throughout Europe during the late nineteenth century, with his ideas of musical 

symbolism and the leitmotif opening the gate to the next centuries.102   

The impact of the music itself on composers of the late 19th century and the 20th 

was similarly wide-reaching. On one level, it can be detected in the rich harmonic 

language, unresolved dissonances, sequences and other technical features of late 

Romanticism, as exhibited by Elgar, Richard Strauss and Berg, to name but three. 

The use of leitmotifs and through-composed procedures in opera also became 

standard. On a more subtle level, it is possible also to trace Wagner’s principles of 

‘musical prose’ through Schoenberg to later modernists such as Boulez and 

Maxwell Davies, while other formal parallels can be seen in the work of 

Stockhausen and Berio. Ultimately, however, no composer of the post-Wagnerian 

period can be said to be untouched by his influence, even if only in a negative 

sense. 

 

Stenhammar admired Wagner for a while as many his contemporaries did. The 

composers, Bruckner, Strauss, and Mahler, were frequently found on Stenhammar’s 

orchestral concert programs, their works all indebted to Wagner, as was his own first, 

quickly withdrawn first symphony. Stenhammar’s two early music dramas, Gildet pa 

Solhaug (The Feast at Solhaug) and Tirfing, owed much to Wagner in spite of their 

Nordic nationalist influences. Gildet pa Solhaug (1892-1893), based on successful drama 

by Henrik Ibsen (1828-1906), and premiered in Stuttgart (1899), Stockholm (1902), and 
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Berlin (1905).103 Tirfing (1897-1898), his ambitious Viking music drama, was premiered 

in Stockholm in 1898.104  Ironically, the text by Anna Boberg and the story based on 

Edda, a collection of old Norse poems from Scandinavia, was also the great literary 

source for Richard Wagner’s music dramaz.105 Both works were failures, and he wrote no 

more music dramas after Tirfing. 

His two early music dramas, Gildet på Solhaug and Tirfing, were not successful, 

and though he loved the theatre and wrote a great deal of excellent incidental 

music, he never returned to opera. Tirfing (1897–8) provoked a crisis, causing 

him seriously to question Romantic aesthetics – and above all Wagner – but not 

entirely to reject them.106 

 

Stenhammar’s deep depression and introspection from these failures coupled with 

financial hardships became a turning point in his compositional style.107 Stenhammar 

tried to escape the influence of Wagner and to search for a unique Nordic style beyond 

post-Wagnerism.108 
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German Classicism 

 

Many composers in the twentieth century demonstrated an interest in Classicism 

in their works in the context of their own new musical languages. For example, Igor 

Stravinsky (1882-1971) employed Neo-classical style in works such as Pulcinella (1920), 

attributed to Giovanni Pergolesi (1710-1736), Dumbarton Oaks Concerto (1937-38) in 

the manner of J.S. Bach, and The Rake’s Progress (1951) echoing Mozart.109 After 

Stravinsky,  many composers such as Poulenc, Prokofiev, Milhaud, Honegger, Martinů, 

Szymanowski, Copland, and Carter were influenced by Neo-classicism. Stenhammar was 

no exception. 

Stenhammar adhered almost obsessively to classical tradition throughout his life. 

While at various times he experimented with Wagnerism and Impressionism in his 

works, he ultimately returned to German-Viennese classicism. The failure of the two 

early music dramas and the first symphony (1902), especially led him to shy away from 

German Romanticism. 

The musical path pursued by Wilhelm Stenhammar (1871-1927) diverged slightly 

from that taken by many of his Northern European contemporaries, but was no 

less viable as a means to a successful end. Looking toward German late-Romantic 

models only for his earlier compositions, and rather than relying on Nordic folk 

music or mythology as the basis for composition, he turned his attention toward 

the Classical models of Haydn, Mozart, and especially Beethoven.110 
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The Aulin String Quartet with whom Stenhammar toured in 1892 and 1912 

performed many works by Beethoven as well as those by Swedish composers. The main 

repertoire of the Aulin Quartet’s tenth anniversary celebration in 1897 consisted of 

Beethoven chamber works. After a rousing success, they limited programming to 

Beethoven from 1898-1902. (See Table 3.6111), leading Stenhammar to more solidly 

develop his classical foundation while he played a leading part in the intensive cultivation 

of Beethoven's chamber music. 

 

Table 3.6. The Concert Program of Aulin Quartet: 1901-1902 Season  

 

Date Program 

October 7, 1901  String Quartet in C Minor, op. 18, no. 4 

 Piano Trio in E-flat Major, op. 70, no. 2 

 String Quartet in F Major, op. 135 

November 28, 1901 

   

 

 String Quartet in F Major, op. 18, no 1 

 Piano Sonata in E Minor, op. 90 

 String Quartet in E-flat Major, op. 127 

January 9, 1902 

  

 

 String Quartet in B-flat Major, op. 18, no. 6 

 Violin Sonata in G Major, op. 30, no. 3 

 String Quartet in C-sharp Minor, op. 131 

March 20, 1902  String Quartet in B-flat Major, op. 130 

 Piano Trio in D Major, op. 70, no. 1, “Ghost”  

 String Quartet in A Major, op 18, no 5 

April 24, 1902  String Quartet in A Minor, op. 132 

 Violin Sonata in F Major, op. 24 

 String Quartet in G Major, op. 18, no. 2 

 

 

 From 1904 to 1906, Stenhammar himself gave many solo recitals as a pianist, 

again concentrating on Beethoven’s works. His love of the Beethoven piano sonatas can 

be traced to his debut recital in 1892, when he played the Piano Sonata No. 31 in A-flat 

                                                           
111 Bo Wallner, Wilhelm Stenhammar och hans tid, 2: 103. 
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Major, op. 110.  Table 3.7112 shows the Stenhammar’s Piano Recital Programs from 

1906. Stenhammar played eighteen out of the thirty two piano sonatas of Beethoven 

along with the Bagatelle, op. 126, and Variations, op. 120. These programs prove not 

only that he admired Beethoven but also that he was an excellent solo pianist. 

 

Table 3.7. Stenhammar’s Piano Recital Program in 1906 

 

City Date Program 

Gothenburg March 15   Piano Sonata in D Major, op. 10, no. 3  

  Piano Sonata in E-flat Major, op. 27, no. 1 

  Piano Sonata in C-sharp Minor, op. 27, no. 2 

  Piano Sonata in E Major, op. 109 

Stockholm 

 

April 17 

   

 

  Piano Sonata in C Minor, op. 13 (Pathétique) 

  Piano Sonata in D Major, op. 28 

  Piano Sonata in C Major, op. 53 (Waldstein) 

  Piano Sonata in E Major, op. 109 

Stockholm 

 

 

 

October 9  

 

 

  Piano Sonata in E Major, op. 14, no. 1  

  Piano Sonata in C Major, op. 53 (Waldstein) 

  Piano Sonata in C Minor, op. 111 

  Bagatelle, op. 126 

Stockholm 

 

October 15   Piano Sonata in E Major, op. 109 

  Piano Sonata in A-flat Major, op. 110 

  Diabelli Variations, op. 120 

Gothenburg November 10   Piano Sonata in E Major, op. 14, no. 1 

  Piano Sonata in C Minor, op. 111 

  Bagatelle, op. 126 

 

 Stenhammar’s early String Quartet No. 2 (1896) is one of the examples of the 

influence of Beethoven:  

Stenhammar developed his ideas within the great European classical tradition, and 

his Second String Quartet clearly proceeds from arch types of Beethoven's 

"Rasoumovsky" period. The twenty-five-year-old Stenhammar more than 

showered credit on his model. His Second Quartet seems driven by restless, 

questioning energy impeccably portioned out to the four voices. Outer movement 

rises in emotional temperature find balanced contrast in the seraphic slow 

                                                           
112 Bo Wallner, Wilhelm Stenhammar och hans tid, 2: 115. 
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movement and the peaceable conclusion. This is rich, eloquent and sometimes 

passionate music; a distinguished quartet by any standard.113 

 

Even when Stenhammar used folk material, the foundation for the composition 

relied on Classical elements rather than folk material; the folk elements merely added 

flavor to his works. For Stenhammar, the traditional classical style holds priority over all. 

While Stenhammar used Swedish folk melodies and chorales, he never abandoned 

his classical models. His devotion to the Austrian and German masters took 

priority over the folk styles…Stenhammar always uses the classical conventions 

of motivic development, contrapuntal textures, and classical phrasing and forms 

to polish the awkward nature of folk music.114 

 

In previous studies, these three overlying traits of Stenhammar’s music have been 

examined in the context of his vocal music or his late period works such as the Symphony 

in G Minor. Nonetheless, careful examination of Stenhammar’s three early piano 

chamber works, Allegro brillante for Piano Quartet in E-flat Major (1891), Allegro non 

tanto for Piano Trio in A Major (1895), and Sonata for Violin and Piano in A Minor, op. 

19 (1899-1900) reveal the elements of Romanticism, German Classicism, and 

Nationalism that Stenhammar eventually incorporated into his quest for a personal 

musical voice. The next chapter will examine these long forgotten early chamber works 

for piano and strings, in search of the elements that define his mature style. 

 

 

 

                                                           
113 John H. Yoell, The Nordic Sound, 211. 

 
114 Robert Quist, ibid, 374. 
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CHAPTER 4: ANALYSIS OF THREE WORKS FOR PIANO AND STRINGS 

 

Unlike the Nordic giants Grieg and Sibelius, Swedish music and musicians, 

including Stenhammar, have received relatively little attention from musicologists and 

performers. The few previous studies about Stenhammar focus on his vocal works and his 

later orchestral works such as the Symphony No. 2 in G Minor. No study has been done of 

his early works including his three chamber works with piano: Allegro brillante for Piano 

Quartet in E-flat Major (1891), Allegro non tanto for Piano Trio in A Major (1895), and 

the Sonata for Violin and Piano in A Minor, op. 19 (1899-1900). Indeed, the first two 

works, Allegro brillante and Allegro non tanto, were buried and forgotten for years until 

they were finally published in 2008.  

There is no evidence that either of the Allegro brillante and the Allegro non tanto 

were ever performed during Stenhammar's lifetime. They were rediscovered by 

the scholar Bo Wallner among Stenhammar's documents, donated to the Music 

Library of Sweden after the composer's death.115 

 

Another reason for this lack of attention is that these early works may have been 

considered to be juvenilia, lacking any of Stenhammar’s distinguishing color. These 

works were composed in Stenhammar’s first period (1880-1890) when he was in his 

twenties. However, the seeds of his musical traits were already growing in spite of his 

young age. He showed in these works the musical traits that characterize his later mature 

works, even though he was under the powerful influence of his musical forebears. 

 

                                                           
115 Martin Sturfält, introduction to Allegro brillante for Piano Quartet, 1891; Allegro non tanto for 

Piano Trio, 1895 by William Stenhammar (Stockholm: Musikaliska Konstföreningen. 2008).  
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Allegro brillante for Piano Quartet in E-flat Major (1891) 

 

General Analysis  

The Allegro brillante for Piano Quartet in E-flat Major was composed in 1891, 

when Stenhammar was twenty years old. Since it was written in classical sonata form, it 

may well have been intended to be the first movement of a larger work. In fact, the 

autograph manuscript contains six bars of a sketch in A-flat major, which could possibly 

be regarded as an attempt at a second movement.116 Stenhammar, perhaps, decided that a 

single movement work could be more useful as a performance vehicle for himself and the 

Aulin Quartet. 

At the time Stenhammar wrote this work he was a student of Richard Andersson. 

Without a doubt, the young composer wrote under the influence of the many composers 

he admired in these early works; however, already evidence is his mastery of styles, rich 

Romantic harmonies, concrete Classical architecture, and the use of folk elements. 

 [Allegro brillante for Piano Quartet] Displaying a great deal of youthful 

enthusiasm and confident gestures as well as many of the musical trademarks of 

the mature Stenhammar, it has become popular among musicians and audiences 

through the various handwritten copies that have been made in the last few 

decades.117 

 

Allegro brillante for Piano Quartet is composed in classical sonata allegro form. 

(See Table 4.1) The Exposition is divided into two different themes (Musical Example118 

                                                           
116 Martin Sturfält, Critical Commentary to ibid. 

 
117 Martin Sturfält, introduction to ibid. 

 
118 William Stenhammar, Allegro brillante for Piano Quartet,1891, ed. Martin Sturfält 

(Stockholm: Musikaliska Konstföreningen, 2008). 
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4.1a and 4.1b) with a transition and closing codetta; The Develoment consists of four 

different sets of material (Musical Example 4.2a, 4.2b, 4.2c, and 4.2d) from the 

Exposition in various keys and harmonies; the Recapitulation returns to the tonic key; the 

Coda  wanders in search of a key, using secondary chords and diminished chords 

(Musical Example 4.3), and finally builds up to a climax in the tonic key utilizing rich 

and full harmonies, using Material 4 from the Development (Musical Example 4.4). 

 

 

Table 4.1. Structural Analysis of Allegro brillante for Piano Quartet (1891) 

 

Exposition First theme 1-40 E-flat major 

Transition 41-66 B major 

Second theme 67-119 g minor –  B-flat major 

Codetta 120-144 B-flat – E-flat – B-flat 

Development Material 1 145-172 Chromatic movement 

Material 2 173-184 Sequential (b–G–e–b) 

Material 3 185-220 b: V – i - vii°7/iv – iv - vii°7 - i 

Material 4 221-255 A 

Retransition  255-286 A-flat – E-flat  

Recapitulation First theme 287-320 E-flat major 

Second theme 321-363 c minor – E-flat major 

Transition 363-374  

 

Coda 

Material 1 + 2 375-418 vii°7/iii – iii – V7/vi – vi - vii°7/V – 

V – vii°7/V – I 

Material 4 419-450 E-flat major 
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Musical Example 4.1a. Allegro brillante, Exposition First theme, mm. 1-9. 

 

 

Musical Example 4.1b. Allegro brillante, Exposition Second theme, mm. 67-73. 

 

 

 

Musical Example 4.2a. Allegro brillante, Development Material 1, mm. 145-154. 
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Musical Example 4.2b. Allegro brillante, Development Material 2, mm. 171-177. 

 

 
 

 

Musical Example 4.2c. Allegro brillante, Development Material 3, mm. 185-190. 

 

 
 

 

Musical Example 4.2d. Allegro brillante, Development Material 4, mm. 221-228. 
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Musical Example 4.3. Allegro brillante, Transition to Coda, mm. 361-372. 

 

 
 

 

Musical Example 4.4. Allegro brillante, Coda, mm. 415-426. 
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Folk Elements 

In the Allegro brillante for Piano Quartet Stenhammar employs a simple folk-like 

tune in the second theme, its lighthearted stepwise melodic line resembling Nordic folk 

tunes (Musical Example 4.5b119 and 4.5c120). Stenhammar mirrors a characteristic 

contour of folk melodies in which simple stepwise motion is usually followed by a skip 

and vice versa. 

 

Musical Example 4.5a. Allegro brillante, mm. 67-70. 

 

Musical Example 4.5b. Vil du min lille' trekant, Danish Folksong. 

 

Musical Example 4.5c. Se Norges blomsterdal, Norwegian Folksong. 

 

                                                           
119 Thorkild Knudsen and Vagn Dahl Hansen, Folkemusikhus spillebog: 6x6 almindelige: i 2-

stemmig sats med becifring (Holstebro: Folkemusikhuset, 1900). 

 
120 Folktunefinder, Se Norges blomsterdal, accessed April 8, 2014,  

http://www.folktunefinde r.com/tune/188112/. 



80 
 

 
 

Stenhammar prefers to create a tune by combining several Nordic melodies rather 

than simply quoting one.121 This tune in the Nordic spirit is in G phrygian mode (Musical 

Example 4.6). While the second theme is in the key of G minor, the added A-flat creates 

the folk color using the modal scale. This theme returns in C phrygian in the 

Recapitulation (Musical Example 4.7.). 

In general, the scales of European folk music fit into the same tonal system as 

European art music...Diatonic modes are another important group. The modes 

most frequently used are Ionian, dorian, and  Mixolydian, but Aeolian, Phrygian 

and Lydian are found as well.122 

 

This youthful attempt of creating folk-like tunes using modes comes to a climax when 

Stenhammar, twenty years after this quartet, writes his monumental second 

symphony(1911-1915), using the Dorian mode. 

Musical Example 4.6. G Phrygian Mode. 

 

Musical Example 4.7. Allegro brillante, mm. 318-324. 

 

                                                           
121 Robert Quist, ibid, 368. 

 
122 Britannica, “Folk music: The Forms of Tunes,” accessed April 8, 2014, http://www.britannic 

a.com/EBchecked/topic/212168/folk-music/261472/General-characteristics-of-folk-music#. 
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Stemhammar adds to the folk-like character of this tune by using a simple polka rhythm.  

A simple polka rhythm is in duple meter. The second theme starts with a standard polka 

step in the strings in measures 321-324 (Musical example 4.7), ♩ ♩ ♩ , which perfectly 

mirrors the polka step. 

In a standard polka, on each beat, the dancers execute three steps with alternating 

feet: right left right -hop-; left-right left -hop-, one foot chasing the other as the 

dancers move around the ring; with added turns, jumps, kicks and other 

movements.123 

 

 

Musical Example 4.8a. Allegro brillante, mm. 331-342. 

 

Musical Example 4.8b. Simple Polka Rhythm. 

 

                                                           
123 New World Encyclopedia, “Polka,” accessed April 8, 2014, http://www.newworldencyclopedi 

a.org/entry/Polka. 
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This folk-like tune with a polka step is developed by adding a simple accompaniment 

using a polka rhythm. (Musical Example 4.8b) This simple accompaniment is played by 

the strings in measures 335-338, and shifts to the cello and the piano in measures 339-342 

(Musical Example 4.8a). 

Another experiment with folk elements in this quartet is the use of a drone in the 

Development. A drone is " a steady or constantly reiterated note,” 124 which is a harmonic 

or monophonic accompaniment. A drone creates a sustained tone like the sound of 

English bagpipes, the French hurdy-gurdy, or Swedish dulcimer. 

The importance of melodies accompanied by drones is remarkable in European 

folk music, sufficiently, so to make this one of the special characteristics of 

Europe...The dulcimer is frequently used in similar fashion.125 

 

Stenhammar, however, uses a form of this folk technique within a classical setting. In 

measures 221-228, the violin and viola pulsate E while the piano and the cello sing the 

tune (Musical Example 4.9a) for eight bars until the piano takes this sustained E in 

measure 228. At this time Stenhammar starts to harmonize the repeating rhythmic pattern 

instead of using a single note, building up to the climax. This rhythmic accompaniment 

pattern with full chords returns at the coda in order to reinforce the dramatic end, the 

three string instruments singing in unison over the massive repeating chordal 

accompaniment of the piano (Musical Exmple 4.9b). Stenhammar starts from a simple 

folk technique, and develops it with more complex techniques and harmonies. 

                                                           
124 Jeremy Montagu, “Drone,” The Oxford Companion to Music, Oxford: Oxford University Press, 

1985, accessed April 8, 2014. Oxford Music Online, 

http://www.oxfordmusiconline.com/subscriber/article/opr/t114/e2091. 

 
125 Bruno Nettl, Folk and Traditional Music of the Western Continents, (Englewood Cliffs, New 

Jersey:Prentice-Hall, Inc. 1965), 35. 
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Stenhammar uses “the classical conventions to polish the awkward nature of folk 

music."126 His early confidence in merging two different styles within a single work is 

significant in that this melding of techniques becomes one of the characteristics which 

distingushes him from other Nordic composers. 

 

Musical Example 4.9a. Allegro brillante, mm. 221-234. 

 

.  

 
 

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
126 Robert Quist, ibid, 374. 
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Musical Example 4.9b. Allegro brillante, mm. 427-436. 
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Romanticism 

 Since it is inevitable that Romanticism was the first step of young Stenhammar’s 

musical journey, it is not difficult to find the influences of the great Romantic composers 

on the young composer’s early work. It might be due to the influence of his piano 

teacher, Richard Andersson, that the Allegro brillante for Piano Quartet shares elements 

with Schumann’s work. The opening of the Allegro brillante for Piano Quartet in E-flat 

Major (1891) is reminiscent of the Piano Quintet in E-flat Major, op. 44 (1842) by 

Robert Schumann (Musical Example 4.10b127). 

Musical Example 4.10a. Allegro brillante, mm. 1-6. 

 

Musical Example 4.10b. Schumann, Piano Quintet, op. 44; Mvt. 1, mm. 1-10. 

 

                                                           
127 Robert Schumann, Piano Quintet in E-flat Major, op. 44, (Leipzig: Breitkopf & Härtel, 1881), 

accessed April 8, 2014, International Music Score Music Library Project, 

http://petrucci.mus.auth.gr/imglnks/usimg/4/49/IMSLP06822-Schumann_quintet_op44_score.pdf. 

http://petrucci.mus.auth.gr/imglnks/usi
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It seems likely that the young Stenhammar must have based the outline of his Piano 

Quartet on that of Schumann’s quintet. Both are in the same key, a bold and heroic E-flat 

major, and bear the same tempo indication, Allegro brillante, and even the same time 

signature, alla breve. Both start with an assertive opening statement, followed by an 

expressive melodic line over the piano’s broken-chord accompaniment. In particular, the 

octave bass chords in the left hand of the piano part are noticeably similar. 

 One of the important harmonic designs for Romantic composers is the use of the  

relationships between the tonic and submediant, VI. Grove music defines ‘submediant’ 

as:128 

The sixth degree of the major or minor scale, so called because it lies as much 

below the tonic as the mediant lies above the tonic, namely a third. The 

submediant of any major scale is brought into prominence chiefly as the tonic of 

its relative minor. 

 

Examples of submediant relationships, normally using the enharmonic note, are easily 

found in the works of Romantic composers such as Schubert, Schumann, Chopin, 

Brahms and Liszt. In Musical Example 4.11a129, Chopin shifts the key from A-flat major 

to E major, which is F-flat major, by using A-flat as G-sharp enharmonically. Chopin 

often uses this technique. 

                                                           
128 "Submediant," Grove Music Online, Oxford: Oxford University Press, 1999, accessed 

September 12, 2014, Oxford Music Online, 

http://www.oxfordmusiconline.com/subscriber/article/grove/music/27060. 

 
129 Frederic Chopin, Prelude in Ab Major, op. 28 no. 17, (Leipzig: C. F. Peters, 1879), accessed 

July 31, 2014, International Music Score Music Library Project, 

http://javanese.imslp.info/files/imglnks/usimg/3/3f/IMSLP254000-PMLP02344-39087013480829op28.pdf. 

 

http://javanese.imslp.info/files/imglnks/usimg/3/3f/IMSLP254000-PMLP02344-39087013480829op28.pdf
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Likewise the polonaises of op. 26 and 40 (by Chopin) explore tonic, subdominant 

and submediant relationships rather than dominant, while in the first two ballades, 

it is 3rd-related regions which dominate the tonal organization.130 

Similarily, Stenhammar modulates from E-flat major to B major, considering B to be the 

enharmonic name of C-flat, which is the submediant of E-flat major (Musical Example 

4.11b).  

Musical Example 4.11a. Chopin, Prelude in A-flat Major, op. 28, no. 17, mm. 17-24. 

 

Musical Example 4.11b. Allegro brillante, mm. 39-43. 

 

Stenhammar continues to employ this third relationship in the transition to the 

second theme by using the sequence in G-sharp major, E major, and C major in measures 

40-66. This entire process happens over the chromatic descending line of the cello in 

                                                           
130 Kornel Michałowski and Jim Samson, "Chopin, Fryderyk Franciszek," Grove Music Online, 

Oxford:  Oxford University Press, 1999, accessed September 12, 2014, Oxford Music Online. 

http://www.oxfordmusiconline.com/subscriber/article/grove/music/51099. 
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measures 56-64, and shows various chromatic harmonies such as a borrowed chord  in 

measure 61, augmented sixth chord in measure 62, and secondary diminished chord in 

measure 63. 

Musical Example 4.12. Allegro brillante, mm. 54-66. 

 

 Stenhammar’s obsessive use of third relationships are found throughout the piece. 

Incidents of romantic chromaticism such as secondary chords, modal mixtures, and 

augmented sixth chords are frequently detected in this work as well (Musical Example 

4.13 and 4.14). 

Musical Example 4.13. Allegro Brillante, Modal Mixture, mm. 115-121. 
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Musical Example 4.14. Allegro brillante, Augmented Sixth, mm. 277-284. 
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Classicism 

Allegro brillante is in clear classical sonata form and the tonal plan is very 

traditional. The first theme in the Exposition is in the tonic E-flat major; the second 

theme begins in G minor and arrives at B-flat major in measure 121. In the 

Recapitulation, the first theme returns in E-flat major and the second theme comes back 

in C minor and drives to E-flat major (See Table 4.1). Robert Quist discusses 

Stenhammar’s Classicism in the context of Stenhammar’s second symphony in his 

article: 

Stenhammar uses the classical conventions of motivic development, contrapuntal 

textures, and classical phrasing and forms to polish the awkward nature of folk 

music...Stenhammar does not allow the folk material to maintain its character 

throughout his symphony's movement. For Stenhammar the classical symphonic 

conventions hold precedence over folk melodies, or rather the nationalistic 

metaphors that were often attached to folk melodies. Instead, he allows the music 

to speak for itself. In doing so, Stenhammar creates a unique style of music 

devoid of critical or pretentious trends. Stenhammar's search for a Nordic style 

ended with the composer rediscovering himself.131 

 

 Stenhammar prefers the use of two-measure-long short motives, and four 

measure-long melodic themes. He frequently develops these short motivic ideas by the 

use of sequence as did Beethoven and Haydn. When he wants to build up to a climax, he 

deploys the harmonies following the scale line (Musical Example 4.15).  

The Allegro brillante is in homophonic texture most of time, polyphony only 

occurring in short simple echoes or canonic imitation between instuments (Musical 

Example 4.16). Essentially self-taught as a composer, Stenhammar’s early compositions 

                                                           
131 Robert Quist, “Stenhammar's Symphony in G Minor and the Quest for a Pure Nordic Style,” 

Scandinavian Studies vol. 80 no. 3 (2008): 374. 
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show a somewhat limited compositional technique, prompting his continuous self 

criticism and later, his desire to study counterpoint seriously. 

 

Musical Example 4.15. Allegro brillante, mm. 97-108. 

 

Musical Example 4.16. Allegro brillante, mm. 14-25. 
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Although Allegro brillante is an early work of young Stenhammar, his confident 

and ambitious gestures in this work forecast his promising future and success. He 

distributes material equally to each part and “the piano is perfectly integrated into the 

strings and one does not feel it is at all alien.” 132 The rich and bold romantic harmony, 

the concrete classical architecture, and finally the use of folk flavor in this work are 

absolutely the seeds of the mature Stenhammar style.    

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
132 Edition Silvertrust, “Wilhelm Stenhammar: Allegro Brillante for Piano Quartet in E-flat 

Major,” accessed July 15, 2014, http://www.editionsilvertrust.com/stenhammar-allegro-brillante.htm. 
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Allegro non tanto for Piano Trio in A Major (1895) 

 

General Analysis  

Allegro non tanto for Piano Trio in A Major has fine artistic qualities, and differs 

from the Stenhammar’s previous chamber work with piano, Allegro brillante for Piano 

Quartet in E-flat Major (1891). The basic character is elegiac and capricious; however, 

“there is a crispness, a refinement and a simplicity about the music.”133 This work shows 

more intimacy, delicate expression, and transparent texture, rather than virtuosity. It was 

composed in 1895, when Stenhammar stayed in the county of Ö stergötland, in the 

countryside of Sweden, where his ancestors had come from.134 After his sensational debut 

in 1892, Stenhammar must have been at peace there to focus on writing music free from 

the stress of his busy life. 

The larger tonal plan is traditional: the first theme in the tonic key; the second 

theme in the dominant key; the Recapitulation returns to the tonic key. However, the 

structure is a little freer than the Allegro brillante for Piano Quartet. The first opening 

theme begins with a conversation between strings and piano. In the first phrase, a short 

motive in the cello heralds the piano’s lyrical melody with the violin replacing the cello 

in the second phrase (Musical Example 4.17135). 

                                                           
133 Bo Wallner, Wilhelm Stenhammar och hans tid, 1: 502. 

 
134 Martin Sturfält, ibid. 

 
135 William Stenhammar, Allegro non tanto for Piano Trio, 1895, ed. Martin Sturfält (Stockholm: 

Musikaliska Konstföreningen, 2008). 
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Musical Example 4.17. Allegro non tanto, mm. 1-18. 

 

 

Table 4.2. Structural Analysis of Allegro non tanto for Piano Trio (1895) 

Exposition First theme 1-36 A major  (8+8+8+10) 

Transition 36-60 A major (8+6+6+5) 

Closing 61-72 B-flat major (4+8) 

First theme 

(repeat) 

73-103 A major  (8+8+8+7) 

Closing 104-116 E major (5+8) 

Second theme 117-132 E major (4+4+4+4) 

Transition 133-160 C major (2+4+4+4+4+4+6) 

Codetta 161-200 E major (8+8+4+4+4+4+4+4) 

Development Section 1 201-236 Various material from the Exposition 

Section 2 237-272 Piano triplet embelishment  

Retransition 273-283 A major  

Recapitulation Transition 283-319 A major (8+6+6+5) 

Closing 308-319 B-flat major (4+8) 

First theme 

(repeat) 

320-354 A major (8+8+8+7+4) 

Closing 355-367 A major (5+8) 

Second theme 368-383 A major (4+4+4+4) 

Transition 384-411 A major (2+4+4+4+4+4+6) 

Codetta 412-447 A major (8+8+4+4+4+4+4) 

Coda  448-505 A major  
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Stenhammar uses an unexpected harmony in the form of a Neapolitan relationship 

in the transition. In measures 61-72, the tonic key shifts to B-flat major, which creates a 

surprising color before the first theme is repeated. After this diversion, the first theme 

section (mm. 1-72) is repeated in measures 73-116 (See Table 4.2). However, 

Stenhammar reduces the length of the phrases and switches the voicing this time. The 

strings present the main theme over the piano’s harmonic support in the repeated first 

theme (Musical Example 4.18136). 

Musical Example 4.18. Allegro non tanto, mm. 56-88. 

 

                                                           
136 Wilhelm Stenhammar, ibid. 
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 The Development consists of two sections. The first section is developed with a 

mixture of various material from the Exposition while the second section adds a new 

layer of a brilliant triplet in the piano part. Before this section, the piano part with its 

vertical chords is surprisingly calm and simple. Stenhammar finally sets the piano free to 

soar horizontally with a chromatic triplet figure (Musical Example 4.19137). At the end of 

this brilliant passagework in measure 273, the piano recalls a fragment of the first theme. 

It is interesting that Stenhammar cuts the first statement of the first theme at this time 

while the rest of the Exposition material is almost identical. 

 

Musical Example 4.19. Allegro non tanto, mm. 247-256. 

 

 

 

 

                                                           
137 Wilhelm Stenhammar, ibid. 



97 
 

 
 

Folk Elements 

The Allegro non tanto for Piano Trio in A Major (1895) opens with a simple 

diatonic motive presented by the cello in a monophonic declamatory gesture. The key is 

A major, but it does not settle into a tonic triad in root position for a while; rather, it 

continues to wander. A Central European folksong, Wiegenlied (Lullaby), has a melodic 

line similar in shape to this introductory motive (Musical Example 4.21138). Stenhammar 

borrows not only this dreamy tune but also the mood of a lullaby. The entire movement 

of this trio provides sweet tenderness, and dreamy and heavenly comfort. 

  

Musical Example 4.20. Allegro non tanto, Opening, mm. 1-8. 

 

 

Musical Example 4.21. Wiegenlied, Central European Folksong. 

 

                                                           
138 Folktunefinder, Wiegendlied, accessed April 8, 2014, http://www.folktunefinder.com/tune/6953 

7/. 
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After the cello’s opening statement, the piano responds with a sweet main theme, 

which resembles Visa från Venjan (View from Venjan), a very old tune from Venjan, a 

small town in Dalarna County, Sweden (Musical Example 4.22139). Stenhammar was 

staying in the Swedish countryside while he was composing this work in 1895, which 

might have led him to use this folk tune. This quotation adds a pastoral mood to the 

lullaby. Obviosly Stenhammar is trying to create peaceful calmness with the quotation of 

two folk tunes. 

 

Musical Example 4.22. Visa från Venjan, Swedish Folksong. 

 

 

 

 

 

 

 

 

 

 

                                                           
139 Visa från Venjan, Swedish Folk Tune, accessed April 8, 2014, 

http://www.stefanlinden.se/V/visa%20Det%20stod%20en%20jungfru%20och%20oste%20vatten%20Visa

%20fran%20Venjan.pdf. 

http://www.stefanlinden/
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Romanticism 

 The Allegro non tanto for Piano Trio (1895) is reminiscent of Mendelssohn’s 

famous Piano Trio No. 1 in D Minor140 with their opening themes showing certain 

similarities (Musical Example 4.23141 and 4.24142). Besides the fact that Stenhammar 

studied in Berlin in 1892-1893, the connection between Stenhammar and Mendelssohn 

can be traced to his father, Per-Uirik Stenhammar who studied with Adolf Fredrik 

Lindblad (1801-1878), a good friend of Felix Mendelssohn.143 

 

Musical Example 4.23. Mendelssohn, Piano Trio, op. 49; Mvt. 1, Cello, mm. 1-18. 

 

Musical Example 4.24. Allegro non tanto, Cello, mm. 135-156. 

 

                                                           
140 Bo Wallner, Wilhelm Stenhammar och hans tid, 1:502. 

 
141 Felix Mendelssohn, Piano Trio No. 1, ed. Fiedrich Hermann, (Leipzig: C.F. Peters, 1887), 

accessed April 8, 2014, International Music Score Library Project, 

http://javanese.imslp.info/files/imglnks/usimg/7/76/IMSLP283702-PMLP04677-mendel_trio1vc.pdf. 

    
142 Wilhelm Stenhammar, Allegro non tanto for Piano Trio. 

 
143 Steven Haller, “Lindblad: Symphonies 1 and 2,” American Record Guide, vol. 62 no. 6 

(November 1999): 161. 

 

http://imslp.org/wiki/C.F._Peters
http://go.galegroup.com/ps/retrieve.do?sgHitCountType=None&sort=DA-SORT&inPS=true&prodId=AONE&userGroupName=uarizona_main&tabID=T003&searchId=R1&resultListType=RESULT_LIST&contentSegment=&searchType=AdvancedSearchForm&currentPosition=201&contentSet=GALE%7CA57786077&&docId=GALE|A57786077&docType=GALE&role=
http://go.galegroup.com/ps/aboutJournal.do?pubDate=119991101&rcDocId=GALE%7CA57786077&actionString=DO_DISPLAY_ABOUT_PAGE&inPS=true&prodId=AONE&userGroupName=uarizona_main&resultClickType=AboutThisPublication&contentModuleId=AONE&searchType=AdvancedSearchForm&docId=GALE%7C1020
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Musical Example 4.25. Mendelssohn, Piano Trio, op. 49; Mvt. 1, mm. 145-163. 

 

Musical Example 4.26. Allegro non tanto, mm. 135-158. 

 

 

The treatment of harmonic progressions at the transition is also similar. In 

measures 148-162 of Mendelssohn’s piano trio, where the second theme ends, 

Mendelssohn delays the final dominant chord by the use of decorative secondary chords 
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of the submediant (vi), mediant (iii), and supertonic (ii) (Musical Example 4.25144). In the 

same manner, Stenhammar employs many embellishing secondary chords before the 

arrival of the dominant chord (Musical Example 4.26145). 

 The only virtuosic gesture in this piano trio is in the Development as discussed 

before (Musical Example 4.19). This triplet figuration resembles that of the famous 

Impromptu in E-flat, op. 90, no. 2 by Franz Schubert. (Musical Example 4.27146) It is 

based on the E-flat major scale with added neighbor notes in the right hand while the left 

hand supports the harmony with a moving bass. 

 

Musical Example 4.27. Schubert, Impromptu, op. 90, no. 2, mm. 60-68. 

 

 

 

 

 

                                                           
144 Felix Mendelssohn, Piano Trio No. 1. 

 
145 Wilhelm Stenhammar, Allegro non tanto for Piano Trio. 

 
146 Franz Schubert, Impromptu in E-flat Major, op. 90, no. 2, ed. Julius Epstein (Leipzig: Breitkopf 

& Härtel, 1888), accessed April 8, 2014, International Music Score Library Project, 

http://conquest.imslp.info/files/imglnks/usimg/b/b3/IMSLP00364-Franz_Schubert_-

_4_Impromptus__Op_90.pdf. 

http://imslp.org/wiki/Breitkopf_und_H%C3%A4rtel
http://imslp.org/wiki/Breitkopf_und_H%C3%A4rtel
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Classicism 

Stenhammar’s indebtedness to Beethoven is found at the Codetta which closes the 

Exposition before the Development. Stenhammar employs a tender lyrical melody in the 

piano while the cello sings a counter melody that sounds like a rocking cradle in measure 

161 (Musical Example 4.28147). The violin takes over the lullaby-like main melody and 

the piano takes over the counter melody in measure 169. In measure 177 the piano returns 

to the main melody. The counter melody consists of chromatic upper and lower 

neighboring tones, creating a calm and expressive atmosphere. Beethoven employs a 

similar gesture in the scherzo movement of his Piano Trio in B-flat Major, op. 97, 

“Erzherzog (Archduke).” 

 

Musical Example 4.28. Allegro non tanto, mm. 159-177. 

 

                                                           
147 Wilhelm Stenhammar, Allegro non tanto for Piano Trio. 
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Musical Example 4.29a. Beethoven, Piano Trio, op. 97; Scherzo, mm. 122-156. 

 

 

   

Musical Example 4.29b. Beethoven, Piano Trio, op. 97; Scherzo, mm. 184-193. 

 

 

The second movement, Scherzo, in the Archduke trio is in a typical ternary form, 

A-B-A-Coda. The first section presents a dance-like theme with a playful staccato 

articulation while the middle section begins with a sustained legato theme (Musical 
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Example 4.29a148), which is similar to the one in Stenhammar’s piano trio. Beethoven 

uses the upper chromatic neighboring tone at the beginning of the section; however, he 

uses the lower neighboring tone later (Musical Example 4.29b). Unlike Stenhammar, 

Beethoven develops this theme with polyphonic treatment, building up to an immense 

dramatic arrival. This skillful contrapuntal management must have become an ideal 

composition model for young Stenhammar, leading him to his serious study of 

counterpoint later. 

Another musical trait from Classicism of Stenhammar’s Allegro non tanto is 

monothematicism. The Grove Music Dictionary defines Monothematicism as:149 

A term used to describe a piece of music constructed on a single theme, either in 

one movement or in several, throughout which that theme is used; any incidental 

material that appears is of little structural importance…Many of Haydn’s mature 

sonata first movements derive the opening of their second-group material from 

the first group either in a very evident way (Symphony No. 104) or with more 

concealed art (String Quartet, op. 77, no. 2). Such movements are said to be 

in monothematic sonata form, though material of a contrasting nature almost 

inevitably makes its appearance later in the second group. 

 

Stenhammar did not employ various kinds of themes in the Allegro non tanto. The first 

theme includes neighboring tones followed by the leap of a fourth (Musical Example 

4.30a150) as the second theme (Musical Example 4.30b). The second theme, obviously, is 

created from the first theme. At the transition Stenhammar creates another variation out 

                                                           
148 Ludwig van Beethoven, Trios für Klavier, Violine und Violoncello in B-flat Major, op. 97, ed. 

Carl Herrmann (Leipzig: C.F. Peters, 1885), accessed April 8, 2014, International Music Score Library 

Project, http://conquest.imslp.info/files/imglnks/usimg/e/e1/IMSLP42241-PMLP19591-Op._097_-

_7___Trio_para_violino__violoncelo_e_piano_em_mi_bemol_maior_Arquiduque_-_1811.pdf. 

 
149 Michael Tilmouth, "Monothematic," Grove Music Online, accessed September 12, 2014, 

Oxford Music Online. http://www.oxfordmusiconline.com/subscriber/article/grove/music/18983. 

 
150 Wilhelm Stenhammar, Allegro non tanto for Piano Trio. 

http://imslp.org/wiki/C.F._Peters
http://www.oxfordmusiconline.com/subscriber/article/grove/music/18983
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of the previous theme as well. He fills in the interval of a fourth, B to E, first with 

ascending and then descending scalar material (Musical Example 4.30c). The Codetta is 

also derived from the theme. At this time he uses the stepwise descending fourth material 

with the additional insertion of the half step (Musical Example 4.30d). He employs the 

half-step as the neighboring tone as well in measures 177-180. In fact, as seen here, the 

Allegro non tanto is filled with themes nearly all derived from the main theme. This 

unifying device can be viewed as is a precursor of the technique of “thematic 

transformation” prevalent during the Romantic period. The Allegro non tanto provides 

evidence that the young Stenhammar was evolving to a mature composer. 

 

Musical Example 4.30a. Allegro non tanto, The First Theme, Vn, mm. 69-78. 

 

Musical Example 4.30b. Allegro non tanto, The Second Theme, Vn, mm. 117-122. 

 

Musical Example 4.30c. Allegro non tanto, Transition, Vn, mm. 143-150. 

 

Musical Example 4.30d. Allegro non tanto, Codetta, Vn, mm. 171-180. 
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Sonata for Violin and Piano in A Minor, op. 19 (1899-1990) 

 

General Analysis  

The violin sonata was a more popular genre than the string quartet in Nordic 

music during the late Romantic era, the  piano and violin being the most common and 

accessible instruments.151 Often playful and sentimental, yet evocative, the sonata 

frequently functioned as a salon piece. Despite its popularity, only a few Nordic 

composers contributed to this genre, leaving it to Romantic composers from outside the 

Nordic countries such as Brahms, Frank, Faure and others, to establish the golden age of 

the violin sonata. In Norway Edvard Grieg composed three violin sonatas; the Swede 

Emil Sjögren (1853-1918) contributed five, while in Finland Jean Sibelius wrote only one 

despite the success of the famous Violin Concerto in D Minor, op. 47. 

Stenhammar began writing the first movement of his Violin Sonata in A Minor, 

op. 19 in Saro in the summer of 1899, and completed the remaining two movements the 

following summer. It was dedicated to Tor Aulin and premiered in the Academy of 

Sciences auditorium on March 26, 1901.152 From the beginning of his long partnership 

with the Aulin Quartet in 1892, he had been eager to write a violin sonata. Curiously, the 

work is rooted in simplicity and intimacy rather than an outpouring of the young 

composer’s ambitious passion. Considering that Stenhammar was a brilliant concert 

                                                           
151 Bo Wallner, Wilhelm Stenhammar och hans tid, 1: 614. 

 
152 Ibid, 628. 
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pianist, one would expect a demanding piano part. However, the keyboard writing in this 

work is more personal rather than extroverted. 

His sole violin/piano sonata seems a merely pleasant, unhurried gesture avoiding 

the sharp contrasts and emotions found in the string quartets. Delicate charm and 

intimate reflections emerge, but the total effect is disappointingly flat, like a 

passionless love letter. Much of this music may remind listeners of the aloof, 

restrained romanticism of Faure.153 

 

Table 4.3. Structural Analysis of Sonata for Violin and Piano, op. 19; Mvt. 1 

Exposition First theme 1-29 a minor 

Transition 29-58 a minor-e minor-b minor-C major 

Second theme 59-108 C major 

Codetta 109-120 a minor 

Development Material 1 121-150 c# minor – A major (I-IV-v-vi-ii)    

Material 2 151-171 b minor-f-sharp minor–b-flat minor– 

d minor-a minor  

Retransition 172-177  

Recapitulation First theme 178-200 a minor – A major 

Second theme 200-262 A major 

Codetta 262-273 a minor 

Coda 273-287 a minor 

 

The first movement, Allegro con anima, is in sonata form (Table 4.3). The first 

theme begins with a longing violin tune (Musical Example 4.31154) with the second 

theme presented by the piano in measure 59 (Musical Example 4.32). Both themes are 

based on the interval of a sixth as a unifying device. The episode of the first thematic 

section consists of short motivic fragments (Musical Example 4.33) while that of the 

                                                           
153 John H. Yoell, The Nordic Sound: Explorations into the Music of Denmark, Norway, Sweden 

(Boston: Crescendo Pub. Co., 1974), 211-212. 

 
154 Wilhelm Stenhammar, Sonata for Violin and Piano in A Minor, op. 19, (Copenhagen: Nordisk 

Musikvorlag, 1900), accessed April 8, 2014, http://petrucci.mus.auth.gr/imglnks/usimg/d/d8/IMSLP05420-

Stenhammar_Violin_Sonata_op.19.pdf. 
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second theme relies upon the violin’s singing over an undulating piano accompaniment, 

sounding like a dreamy fantasy (Musical Example 4.34). The material from the first 

episode is employed in the Development as well. The opening theme returns one octave 

above in measure 178, which is the fourth statement of the main theme. The first 

movement ends with a tremolo figure resolving into an energetic arpeggiated dominant 

chord, followed by a decisive tonic chord (Musical Example 4.35). 

 

Musical Example 4.31. Violin Sonata in A Minor; Mvt. 1, mm.1-8.  

 

 

Musical Example 4.32. Violin Sonata in A Minor; Mvt. 1, mm. 59-64. 
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Musical Example 4.33. Violin Sonata in A Minor; Mvt. 1, mm. 8-21. 

 

Musical Example 4.34. Violin Sonata in A Minor; Mvt. 1, mm. 75-78. 

 

 

Musical Example 4.35. Violin Sonata in A Minor; Mvt. 1, mm. 280-287. 
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 The second movement, Andantino, is in Rondo form, A-B-A-C-A1-B1-A2-Coda, 

with each section being in either binary or ternary form (Table 4.4). Stenhammar outlines 

the key structure, using the parallel minor, F minor, and the submediant, D-flat major.  

After section C, only the first half of section A returns, followed by a reduced section B, 

with the second half of section A attached to it. The six-measure long postlude ends this 

nostalgic journey with a reminiscence of the theme from section C (Musical Example 

4.39). Seven years after the composition of the violin sonata, Stenhammar wrote 

Hemmarschen for Choir and Orchestra, op. 27 in 1907-12 using the first theme of this 

movement. 

Table 4.4. Structural Analysis of Sonata for Violin and Piano, op. 19; Mvt. 2 

A 1-32 F major Binary  

B 32-61 f minor- A-flat major – f minor Ternary  

A 61-92 F major Binary  

C 92-128 D-flat major Ternary 

A1 129-144 F major First 16 bars 

B1 144-151 f minor Reduced 

A2 151-161 F major Second 16 bars 

Coda 161-167   

 

 

Musical Example 4.36. Violin Sonata in A Minor; Mvt. 2, Section A, mm. 1-5. 
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Musical Example 4.37. Violin Sonata in A Minor; Mvt. 2, Section B, mm. 29-38. 

 

Musical Example 4.38. Violin Sonata in A Minor; Mvt. 2, Section C, mm. 92-96. 

 

 

Musical Example 4.39. Violin Sonata in A Minor; Mvt. 2, Coda, mm. 161-167. 
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In the final movement, Allegro, mood is to dance-like cheerfulness. Stenhammar 

employs only two rhythmic patterns; one is a quarter note followed by two eighth notes 

and the other is triplet eighth notes. His repeated use of these dance-like rhythms creates 

a simple and unified finale. The Allegro is again in classical sonata form in terms of the 

harmonic plan, using the dominant key for the second theme (Table 4.5). The first theme 

consists of a transparently simple melodic line over the folk-like rhythm (Musical 

Example 4.40). The second theme consists of three half notes followed by triplet eight 

notes (Musical Example 4.41). The long half notes outline a long descent followed by the 

fast ascending triplets that were used in the B section of the Andantino movement (See 

Musical Example 4.37). In the Coda Stenhammar brings back the first theme from the 

first movement, which unifies the whole sonata (Musical Example 4.42). 

 

Table 4.5. Structural Analysis of Sonata for Violin and Piano, op. 19; Mvt. 3 

Exposition First theme 1-37 A major 

Transition 37-56  

Second theme 57-89 E major 

Codetta 89-128 E major 

Development  129-210  

Retransition  211-218  

Recapitulation First theme 219-250 A major 

Transition 250-258 A major 

Second theme 259-323 A major 

Coda  323-402 A major 
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Musical Example 4.40. Violin Sonata in A Minor; Mvt. 3, mm. 1-15. 

 

Musical Example 4.41. Violin Sonata in A Minor; Mvt. 3, mm. 57-64. 

 

 

Musical Example 4.42. Violin Sonata in A Minor; Mvt. 3, mm. 391-402. 
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Folk Elements 

The opening theme of the Violin Sonata, op. 19 (Musical Example 4.31) again 

contains a folk-like melodic line. Stenhammar prefers to create a new folk-like melody 

rather than use direct quotations from folk tunes in his works, but this theme is very 

similar to a Finnish folksong, Dram (Dream) (Musical Example 4.43a155). The song 

begins with an ascending interval, a leap of a sixth, and descends in a stepwise motion in 

the key of A minor just like the opening theme of the violin sonata. 

 

Musical Example 4.43a. Dram, Finnish folksong. 

 

 

Musical Example 4.43b. Violin Sonata in A Minor; Mvt. 1, mm.1-8. 

 

 

As mentioned previously, Stenhammar employed the first theme of the second 

movement in  Hemmarschen for Choir and Orchestra, op. 27 (1907-1912), seven years 

after the violin sonata was composed (Musical Example 4.44a156). The first version, for 

                                                           
155 Folktunefinder, Dram, accessed April 8, 2014, http://www.folktunefinder.com/tune/186 74/. 

 

http://www.folkt/
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choir and piano, was written in 1907, the orchestrated version in 1912. The lyrics were 

based on the poem Hemmet (Home) by Verner von Heidenstam (1895-1940), which is 

considered to be one of the most beautiful verses in the poet's nationalistic output.157 

Stenhammar’s settings of Heidenstam’s poems include Seven Poems from Thoughts of 

Solitude, op. 7, Four Swedish Songs, op. 16, Ett folk (One People), op. 22, Why Hurry So 

to Rest, op. 26-7, Hemmarschen, op. 27, and Four Lieder, op. 37, all of these extremely 

successful. Although Hemmarschen was written after the violin sonata, it is obvious that 

Stenhammar thought this theme was a good fit for this nationalistic poem. 

 

Musical Example 4.44a. Stenhammar, Hemmarschen, op. 27, mm. 1-17. 

 
 

 

Musical Example 4.44b. Violin Sonata in A Minor; Mvt. 2, mm. 1-5. 

 

 
 

 

 Although a drone technique is usually used as a harmonic or monophonic effect 

or accompaniment,  the repetitive rhythmic pattern of the last movement (Musical 

                                                           
156 Bo Wallner, Wilhelm Stenhammar och hans tid, 1: 634. 

 
157 Ibid. 
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Example 4.40) can be considered a “rhythmic drone technique.” Stenhammar uses the 

rhythmic ostinato throughout the entire movement as a unifying tool instead of using the 

same note or chord. This folk-like rhythm, , is found in folk tunes as well as in other 

classical compositions. One Nordic folk tune which sounds like a folk dance, features this 

rhythmic pattern (Musical Example 4.45158). 

 

Musical Example 4.45. Goj awten, Danish Folk song. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
158 Folktunefinder, Goj awten, accessed April 8, 2014, http://www.folktunefinder.com/tune/345/. 
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Romanticism 

The opening movement of the Violin sonata in A minor is delicate and subtle 

although the tempo Allegro con anima would indicate energetic gestures. Stenhammar 

demands great expressiveness, frequently adding terms such as dolce, dolcissimo, and 

molto espressivo. In some ways this is reminiscent of the spirit of the vivace ma non 

troppo indication in the first movement of Brahms’s Violin Sonata No. 1 in G Major. In 

addition, the motivic material of the opening theme of Stenhammar’s violin sonata 

resembles that of the Brahms’s Violin Sonata No. 3 in D Minor as well (Musical Example 

4.46a159). After this longing theme, Stenhammar frequently muddles the sense of key 

signature with expressive modulations that lead to dramatic tension. 

 

Musical Example 4.46a. Brahms, Violin Sonata No. 3; Mvt. 1, mm. 1-8. 

 

 

Musical Example 4.46b. Stenhammar, Violin Sonata; Mvt. 1, mm.1-8. 

 

 

                                                           
159 Johannes Brahms, Violin Sonata No. 3 in D Minor, op. 108, (Berlin: N. Simrock, 1889), 

accessed July 31, 2014, http://petrucci.mus.auth.gr/imglnks/usimg/3/36/IMSLP204179-PMLP10229-

JBrahms_Violin_Sonata_No.3__Op.108_fe_SBB_bw.pdf. 

http://imslp.org/wiki/N._Simrock
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In addition, Stenhammar adapts the broken chord figuration that alternates 

between the hands from the Brahms sonata, employing this at very similar places within 

the movement (Example 4.47a and 4.47b). 

 

Musical Example 4.47a. Brahms, Violin Sonata No. 3; Mvt. 1, mm. 28-35. 

 

Musical Example 4.47b. Stenhammar, Violin Sonata; Mvt. 1, mm. 27-34. 

 

  

The rhythmic pattern in the last movement (Musical Example 4.40), which was 

discussed in the context of a folk element, occurs in the works of other Romantic 
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composers as well. Musicologist Bo Wallner describes this rhythmic pattern as 

“dactyl.”160 The dictionary defines dactyl as “a metrical foot consisting of one long and 

two short syllables or of one stressed and two unstressed syllables,”161 which is employed 

in poetry as well as in music. Beethoven’s use of the dactyl in his symphony (Musical 

Example 4.48162) is well known, as is Schubert’s employment of the figure in his 

Wanderer Fantasie (Musical Example 4.49163).  The use of the dactyl imbues music with 

energy regardless of tempo. 

 

Musical Example 4.48. Beethoven, Symphony No. 7, op. 92; Mvt. 2, mm 1-10. 

 

Musical Example 4.49. Schubert, Wanderer Fantasie in C Major, D. 760, mm. 1-5. 

 

                                                           
160 Bo Wallner, Wilhelm Stenhammar och hans tid, 1: 636. 

 
161 Merriam-Webster Dictionary, “Dactyl,” accessed August 15, 2014, http://www.merriam-

webster.com/dictionary/dactyl. 

 
162 Ludwig van Beethoven, Symphony No. 7 in A Major, op. 92, arr. Franz Liszt (Leipzig: 

Breitkopf & Härtel, 1922), accessed July 31, 2014, http://conquest. imslp.info/files/imglnks/usi mg/c/cf/ 

IMSLP61521-PMLP03520-Liszt_Musikalische_Werke_4_Band_ 3_7.pdf. 

 
163 Franz Schubert, Wanderer Fantasie in C Major, D. 760, (Leipzig: Breitkopf & Härtel, 1888), 

accessed July 31, 2014,  http://conquest.imslp.info/files/imglnks/usimg/d/da/IMSLP00886-Schubert_ 

D760_Wanderer-Fantasy.pdf. 

http://www.merriam-webster.com/dictionary/dactyl
http://www.merriam-webster.com/dictionary/dactyl
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 Structural unity has been one of the most interesting considerations for 

composers. In pursuit of this, Stenhammar, in his violin sonata, repeats the first opening 

theme five times in the movement: the opening, the transition, the end of the exposition, 

the recapitulation, and the coda. The repetition binds the material between sections, 

making the movement flow smoothly. In the second movement, he constructs the coda 

using one of the themes from the rondo section (Musical Example 4.39). Again in the last 

movement, he recycles material from the first movement at the end of the work (Musical 

Example 4.50), which unifies the whole sonata as a coherent entity. 

 

Musical Example 4.50. Violin Sonata in A Minor; Mvt. 3, mm. 379-402. 
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Classicism 

 Stenhammar uses the rising sixth throughout the first movement as another 

unifying device. This "longing" interval of a sixth is found in many other of 

Stenhammar's themes and melodic lines.164 He again uses the first theme to recreate the 

second theme as shown in his piano trio, Allegro non tanto. His preference for 

monothematic structure unifies the first movement even tighter. However, he was not the 

first to employ a certain meaningful interval in a composition. An example can be found 

in Beethoven’s Piano Sonata No.2 in A major, op. 2, no. 2. Beethoven skillfully deploys 

the beginning of each movement with the interval of two notes, A and E (Musical 

Example165 4.51a, 4.51b, 4.51c, and 4.51d). 

 

Musical Example 4.51a. Beethoven, Piano Sonata No. 2; Mvt. 1, mm. 1-3. 

 

Musical Example 4.51b. Beethoven, Piano Sonata No. 2; Mvt. 2, mm. 1-2. 

 

                                                           
164 Bo Wallner, Wilhelm Stenhammar och hans tid, 1: 629. 

 
165 Ludwig van Beethoven, Piano Sonata No. 2 in A Major, op. 2, no. 2, (Leipzig: Breitkopf & 

Härtel, 1862), accessed July 31, 2014, http://javanese.imslp.info/files/imglnks/usimg/7/72/IMSLP243107-

PMLP01413-Beethoven__Ludwig_van-Werke_Breitkopf_Kalmus_Band_20_B125_Op_2_No_2_scan.pdf. 

http://imslp.org/wiki/Breitkopf_%26_H%C3%A4rtel
http://imslp.org/wiki/Breitkopf_%26_H%C3%A4rtel
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Musical Example 4.51c. Beethoven, Piano Sonata No. 2; Mvt. 3, mm. 1-2. 

 

Musical Example 4.51d. Beethoven, Piano Sonata No. 2; Mvt. 4, mm. 1-2. 

 

 

 

String Quartet in A Major, op. 41, no. 3 by Schumann shows another example of 

the use of the interval. The beginning theme consists of a falling fifth, which sounds like 

a luxurious sigh (Musical Example 4.52a166). The falling fifth is used as an important 

motive in the development section. The wandering falling fifth finally closes the 

movement with a final quiet moment of resolution by the cello (Musical Example 4.52b). 

Musical Example 4.52a. Schumann, String Quartet, op. 41, no.3; Mvt. 1, mm. 1-20. 

 

                                                           
166 Robert Schumann, String Quartet in A Major, op. 41, no. 3, (Leipzig: Breitkopf & Härtel, 

1881), accessed July 31, 2014, http://conquest.imslp.info/files/imglnks/usimg/e/e4/IMSLP05669-

Schumann_quartet41_3_ score.pdf. 

http://imslp.org/wiki/Breitkopf_und_H%C3%A4rtel
http://conquest.imslp.info/files/imglnks/usimg/e/e4/IMSLP05669-Schumann_quartet41_3
http://conquest.imslp.info/files/imglnks/usimg/e/e4/IMSLP05669-Schumann_quartet41_3
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Musical Example 4.52b. Schumann, String Quartet; Mvt. 1, mm. 210-256. 
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CHAPTER 5: CONCLUSION 

 

Wilhelm Stenhammar contributed in two important ways to further the cause of 

Swedish music. One was his devotion to raising musical standards in his role of musical 

director of the Gothenburg Symphony Orchestra, and the other was his contribution to the 

spread of chamber music in Sweden through numerous performance with the Aulin 

Quartet.167 “Swedes today owe him a lot in the growth of Sweden's musical culture.”168 

His later chamber works, the six string quartets, have received more recognition and 

become some of the important repertoire in this genre. This success was only possible 

after his long search for his own style. His three early chamber works should be 

considered as one of his first efforts in a journey to finding his own unique voice, which 

was evident from the very beginning. 

Wilhelm Stenhammar was an unusual composer for his time. He studied music in 

Germany, and his musical background was rooted in German influences, which were the 

core of his education. However, when Wagnerism ruled Western music at the end of the 

century, he abandoned it after the severe failures of his Wagner-influenced imitations. At 

that musical crossroads, he might have turned his interest to new trends such as the 

Second Viennese School or Impressionism as his contemporaries did. Stenhammar, 

however, was not a progressive ready to orient himself to a new journey, but a 

conservative who chose to turn back to German Classicism. 

                                                           
167 Johan Fröst, “Swedish Piano Music by Stenhammar in the Shadow of Grieg,” (DMA diss., 

Rice University, 2000), 88. 

 
168 Ibid. 
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The foundations of Stenhammar’s compositions were rooted in German 

Classicism, which he never abandoned. The ideal models for Stenhammar were the works 

of Beethoven. Robert Quist argues: 

Stenhammar uses the classical conventions of motivic development, contrapuntal 

textures, and classical phrasing and forms to polish the awkward nature of folk 

music. Unlike the more nationalistic composers; Peterson-Berger, Alfvén, and 

Atterberg, Stenhammar does not allow the folk material to maintain its character 

throughout the symphony's movement. For Stenhammar the classical symphonic 

conventions hold precedence over folk melodies.169 

 

In his three early works Stenhammar employs classical sonata form to construct a 

solid formal architecture, and it is within classical conventions that he makes the choice 

of keys between the first and second themes. His preference is for monothematic settings 

and economical use of material. In addition, he employs unifying devices such as 

recirculation of the same material, the same interval, or the same rhythmic pattern.  

 Stenhammar lived in the late nineteenth century, during the full blossoming of 

Romanticism. He definitely adapted the powerful influence of his musical forebears such 

as Schubert, Schumann, Mendelssohn, and Brahms into his own work. In his three early 

chamber works his harmony is full and rich, and he frequently uses chains of secondary 

chords. The modulation is abrupt without preparation, and he prefers submediant 

relationships as do other romantic composers. His uses of the augmented sixth, or 

Neapolitan chord, are in the tradition of Romantic chromaticism. In the context of 

Romanticism, Stenhammar, without his special characteristics, is indistinguishable from 

other Romantic composers, his efforts demonstrating nothing out of the ordinary. The 

                                                           
169 Robert Quist, “Stenhammar's Symphony in G Minor and the Quest for a Pure Nordic Style,” 

Scandinavian Studies vol. 80 no. 3 (2008): 374. 
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three early chamber works examined in this paper show that most of his musical gestures 

were derived from his role models, Schumann, Mendelssohn, and Brahms. 

Despite his debt to Classicism and Romanticism, it is Stenhammar’s use of folk 

elements in his three early chamber works that differentiates him from other Romantic 

composers. These works include folk-like tunes, folk dances such as the polka, folk-like 

rhythms such as a dactyl, or folk techniques such as a drone. His use of these elements 

are obvious indications of his journey in search of a Nordic voice during this early period. 

What differentiates Stenhammar from many other Romantic composers is this mixture of 

many influences. His music is based on solid Classical architecture and simplicity, full of 

Romantic rich harmony and emotional intimacy, then finally flavored with a unique 

Nordic taste. This multi-faceted blend of ingredients separates him from other Nationalist 

or Romantic composers.  

Stenhammar's own, often distinguished compositions stand at the fringes of the 

great Austro-German tradition, but their Nordic cast is unmistakable. He largely 

avoided folkloric coloration, for Stenhammar squarely faced the enormously 

changed social, political and cultural conditions in Sweden at the end of the 

nineteenth century. He lived when his country felt the overwhelming impact of 

industrialization and, like many others, watched sadly as the curtain came down 

on an age-old agrarian way of life. To mix folk song with serious music under 

such conditions might only represent a futile attempt to tum back the clock.170 

 

Stenhammar’s use of folk elements in his compositions is hidden most of the time. Since 

these folk elements are naturally dissolved into the context of Classicism and 

Romanticism, listeners might not be able to notice them without being alerted to their 

presence beforehand.  

                                                           
170 John Yoell, The Nordic Sound, 38. 
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In the final reckoning, Stenhammar’s earliest musical inspirations, which were the 

Swedish folk elements from his father who was a huge lover of Swedish folk music and 

tradition, and the compositions of the great Austrian and German masters which all 

young pianists studied, were the roots that developed and matured, perhaps 

subconsciously, during his various musical journeys in search of his own compositional 

style. Whether Stenhammar himself realized it or not, it was these first musical 

experiences that formed the foundation of his distinctive voice. His years of 

experimentation were not so much a search for something new as an exercise in self-

discovery, as he returned to his cultural and musical roots. His three early chamber works 

clearly show that Stenhammar incorporated Swedish Nationalism within the context of 

German Classicism and Romanticism from the very beginning, and are well worth the 

notice of both scholar and performer. 
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APPENDIX: PERMISSION LETTERS FROM PUBLISHERS 
 

From: Musikaliska konstföreningen <noter@musikaliskakonstforeningen.se> 
Date: Thu, Nov 20, 2014 at 1:29 AM 
Subject: Re: Request for Permission to use musical examples in my DMA dissertation 
To: Kyungsun Choi <kyungsun@email.arizona.edu> 

Hello, 
 
We are always pleased to learn that Stenhammars music is appreciated. You can use 
any examples you need for your dissertation. We would also like to have a (electronic) 
copy of the dissertation, if possible. (Not to check your citations, out of interest on the 
subject). 
 
Best regards 
 
Ann-Sofie Westelius  
 
On 2014-11-19 21:15, Kyungsun Choi wrote: 
To whom it may concern, 
 
Hello, 
 
My name is Kyungsun Choi, and I am a DMA candidate at University of Arizona in USA. 
I am working on my dissertation on:  
 
"SWEDISH NATIONALISM AND GERMAN CLASSICISM AND ROMANTICISM  
IN THE WORKS FOR PIANO AND STRINGS OF WILHELM STENHAMMAR" 
 
I would like to ask for a permission to use the following measures from your publication: 
 
Wilhelm Stenhammar  (1871-1927) 

ALLEGRO BRILLANTE for Piano Quartet (1891) 

mm. 1-9, 14-25, 39-43, 54-66, 67-73, 97-108, 115-121, 145-154, 171-177, 185-190, 
221-234, 277-284, 318-324, 331-342, 361-372, 415-436. 
 
ALLEGRO NON TANTO for Piano Trio (1895) 
 
mm. 1-18, 56-88, 117-122, 135-158, 159-180, 247-256. 
 
Thank you so much for your consideration. I will be waiting to hear back from you soon. 
 

Kyungsun Choi 
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