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he Carl Nielsen Edition is an independent project

under the auspices of the Music Department of the

Royal Library, launched in 1994 on the initiative of the
Ministry of Culture and funded by the Ministry and the founda-
tion Carl Nielsen og Anne Marie Carl-Nielsens Legat, with further
financial support for the publication of the individual volumes
from a number of other private foundations.

The edition is for both practical and scholarly use,
and is based on critical editorial principles. It comprises all
Nielsen’s finished works and completed individual pieces,
and seeks as far as possible to reflect the works in the version
last sanctioned by the composer. In cases where songs exist
in several different arrangements by Nielsen, all the versions
are published.

Each work is furnished with an introduction which
gives a brief account of the genesis of the work and its place in
the composer’s oeuvre, and a Critical Commentary including
source description, editorial emendations and additions, and
important alternative readings. The editorial material is publis-
hed together with the music.

The edition is divided into the three main series
Stage Music, Instrumental Music and Vocal Music, each further
divided into volumes; within each genre the works are ordered
chronologically.

Series I, Stage Music
Operas

Incidental music

Series II, Instrumental Music
Symphonies
Other orchestral works
Concertos
Chamber music

Piano and organ works

G

ENERELT FORORD

arl Nielsen Udgaven er et selvsteendigt projekt under

Det Kongelige Biblioteks Musikafdeling, iveerksat i 1994

péd Kulturministeriets foranledning og finansieret af
Kulturministeriet og Carl Nielsen og Anne Marie Carl-Nielsens Legat,
hvortil kommer stotte fra en raekke private fonde til udgivelse
af de enkelte bind.

Udgaven er til savel praktisk som videnskabelig brug,
tilrettelagt efter kritisk-videnskabelige udgivelsesprincipper.
Den omfatter samtlige Carl Nielsens afsluttede varker og en-
keltsatser og s@ger i videst mulige omfang at afspejle vaerkerne
i den af komponisten senest sanktionerede version. I tilfaelde,
hvor sange foreligger i flere forskellige arrangementer fra Carl
Nielsens hdnd, udgives alle versioner.

Hvert veerk er forsynet med en indledning, der kort
beskriver vaerkets tilblivelseshistorie og placerer det i den sam-
lede produktion, samt en kritisk beretning, hvor der redegores
for kildesituationen, redaktionelle eendringer og tilfgjelser og
vigtige varianter. Den kritiske beretning udgives sammen med
nodeteksten.

Udgaven er opdelt i hovedserierne Scenemusik,
Instrumentalmusik og Vokalmusik med tilhgrende opdeling
i enkeltbind; inden for hver genre er verkerne ordnet

kronologisk.

Serie I, Scenemusik
Operaer
Skuespilmusik

Serie I, Instrumentalmusik
Symfonier
Andre orkestervaerker
Koncerter
Kammermusik

Klaver- og orgelvaerker
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Series III, Vocal Music
Cantatas
Songs and recitations with piano
Songs without accompaniment
Choral Pieces

Songs arranged for vocal soloists and orchestra

Series IV, Juvenilia et Addenda

Editorial principles

The music is reproduced with no typographical indications

of editorial additions or emendations. These are documented
in the Critical Commentary. Typography, score disposition,
genre names, and instrument names have been normalized in
accordance with present-day practice. With a few exceptions,
discussed in more detail in the Critical Commentary, the many
additions and changes in Nielsen’s works that have been made
by friends and colleagues have been removed.

Articulation, dynamics, ties and slurs, execution
markings and playing instructions have been normalized on
the basis of analogies between clearly parallel passages. All
such completions are documented in the Critical Commentary.
Obvious writing and printing errors have been tacitly corrected.

Nielsen often notated horns and trumpets with key
signatures. This practice has been normalized to a notation
exclusively using accidentals.

“Muta in” in connection with the retuning of
timpani and changes between two instruments (for example
clarinet in A and Bb) have been tacitly normalized. This also
applies to the combination of ties and slurs.

In Nielsen’s manuscripts the dynamic markings are
sometimes rather carelessly placed, and this is also reflected in
the early printed editions. This has been tacitly adjusted. The
same goes for missing punctuation in Nielsen’s texts.

Clefs are normally given as in the main source.

Copenhagen 1998
The Carl Nielsen Edition

Revised 2007

Serie III, Vokalmusik
Kantater
Enstemmige sange og recitation med klaver
Enstemmige sange uden akkompagnement
Korsatser

Enstemmige sange i arrangement for orkester

Serie IV, Juvenilia et Addenda

Redaktionelle principper

Nodeteksten gengives uden typografisk markering af redaktio-
nelle tilfajelser eller zendringer. Disse er dokumenteret i den
kritiske beretning. Typografi, partituropstilling, instrument- og
genrebetegnelser er normaliseret efter nutidig praksis. Med
enkelte undtagelser, som der er gjort neermere rede for i den
kritiske beretning, er de mange tilfgjelser og @endringer i Carl
Nielsens veerker, der er foretaget af venner og kolleger, fjernet.

Nodeteksten er normaliseret med hensyn til artiku-
lation, dynamik, buer, foredragsbetegnelser og spilletekniske
anvisninger sdledes, at der er analogi mellem entydige parallel-
steder. Alle sidanne kompletteringer dokumenteres i den
kritiske beretning. Oplagte skrive- og trykfejl er stiltiende rettet.

Carl Nielsen noterede ofte horn og trompeter med
faste fortegn. Denne praksis er normaliseret til notation ude-
lukkende med lgse fortegn.

“Muta in” i forbindelse med omstemning af pauker
og skift mellem to instrumenter (f.eks. klarinet i A og Bl’) er
stiltiende normaliseret. Det samme galder kombinationen af
buer og bindebuer.

I Carl Nielsens manuskripter er de dynamiske angi-
velser undertiden placeret noget skedeslgst, hvilket afspejler
sig i de tidlige trykte udgaver. Dette er stiltiende justeret.
Ligeledes er manglende, nedvendig tegnseetning i Carl Nielsens
tekster stiltiende tilfgjet.

Nagler gengives normalt som i hovedkilden.

Kobenhavn 1998
Carl Nielsen Udgaven

Revideret 2007
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arl Nielsen wrote music for no fewer than 22 plays per-

formed in six different theatres, spread over a period

of more than 40 years - from the earliest, An Evening at
Giske from 1889-90, to the last, Grundtvig Easter Evening, per-
formed less than six months before the death of the composer.
So apart from the operas and symphonies, the theatre music is
the genre that is most amply represented in Nielsen’s overall
oeuvre, and among the works are a couple of his most volumi-
nous scores (Aladdin and Sir Oluf He Rides-). In the present edi-
tion the theatre music has been published in four volumes in
series I: volume 6, comprising the early works up to 1918; vol. 7,
Sir Oluf He Rides —; vol. 8, Aladdin; and vol. 9, the theatre music
from the 1920s up to the death of the composer.

With nine works, The Royal Theatre in Copenhagen
is the theatre to which Nielsen most frequently contributed
stage music.' He knew the Theatre from the inside for bet-
ter or worse, and his various relations with it were at times
somewhat strained. In the years 1889-1905 he was employed as
a second violinist in the Royal Orchestra, and between 1908 and
1914 as a conductor, after deputizing in this capacity for a short
period around 1904-1905. He had to resign both these posts as
a result of dissatisfaction with management decisions, and in
1919, in connection with the staging of Aladdin, he engaged in
a public polemic on the role of the music in the performance.”

Three of the works were written for performance
at the Open Air Theatre in Jaegersborg Royal Deer Park north
of Copenhagen.’ The establishment of an open air theatre in
Denmark had been inspired by similar theatres in Germany and
France, where the actor Adam Poulsen” and the poet Lauritz
Christian Nielsen,” independently of each other, had attended

F

ORORD

arl Nielsen skrev musik til ikke feerre end 22 skuespil,
opfort pa seks forskellige teatre, fordelt over en periode
pd mere end 40 ar - fra det tidligste, En aften pd Giske fra
1889-90, til det sidste, Grundtvig-Paaske-Aften, opfort mindre end
et halvt ar for komponistens ded. Nar der ses bort fra operaerne
og symfonierne, er skuespilmusik siledes den genre, der er
fyldigst repraesenteret i Carl Nielsens samlede produktion, og
blandt veerkerne findes et par af hans allermest omfangsrige
partiturer (Aladdin og Hr. Oluf han rider-). Skuespilmusikken er
i naervaerende udgave gengivet i fire bind i Serie I, henholds-
vis bind 6 omfattende de tidlige vaerker frem til 1918, bd. 7
Hr. Oluf han rider—-, bd. 8 Aladdin og bd. 9 skuespilmusikken fra
1920’erne frem til komponisten ded.

Med ni veerker er Det Kongelige Teater i Kebenhavn
det teater, til hvilket Carl Nielsen hyppigst bidrog med musik
til skuespil." Han kendte teatret indefra pa godt og ondt og hav-
de i sine forskellige relationer undertiden et noget anstrengt
forhold til det. I drene 1889-1905 var han ansat som 2. violinist
i Det Kongelige Kapel og mellem 1908 og 1914 som kapelmester
efter i en kortere periode omkring 1904-1905 at have vikarieret
som sddan. Begge de navnte faste stillinger mdtte han opsige
pé grund af utilfredshed med ledelsens dispositioner, ligesom
han i 1919, i forbindelse med opsatningen af Aladdin, forte en
offentlig polemik omkring musikkens rolle i forestillingen.”

Tre af veerkerne er skrevet til opforelse pa Frilufts-
teatret i Jaegersborg Dyrehave nord for Kebenhavn.’ Etableringen
af et friluftsteater i Danmark var sket under inspiration fra
tilsvarende teatre i Tyskland og Frankrig, hvor skuespilleren
Adam Poulsen® og digteren Lauritz Christian Nielsen® uafheen-
gigt af hinanden begge havde overvaeret sddanne forestillinger i

-

Sir Oluf He Rides— (1906), Parents (1908), Native Land (1916),
The Liar (1918), Aladdin (1919), The Mother (1921, per-
formed the same year at the Odense Theatre), Cosmus
(1922), Hommage to Holberg (1922), and Grundtvig Easter
Evening (1931). To these we can of course add the operas
Saul and David (1902) and Masquerade (1906).

See the preface to Carl Nielsen Works. Published by The
Carl Nielsen Edition, The Royal Library. Series I. Vol. 8.

[V

Editied by David Fanning, Copenhagen 2000, p. Xvi.
Hagbarth and Signe (1910), Midsummer Eve Play (1913) and
Ebbe Skammelsen (1925).

(1879-1969).

Danish poet (1871-1930).

w

[S2

—_

Hr. Oluf han rider— (1906), Forzldre (1908), Fedreland
(1916), Logneren (1918), Aladdin (1919), Moderen (1921,
opfert samme ar pd Odense Teater), Cosmus (1922), Hyl-
dest til Holberg (1922), samt Grundtvig-Paaske-Aften (1931).
Hertil kommer naturligvis yderligere operaerne Saul og
David (1902) og Maskarade (1906).

Se forord i Carl Nielsen Varker. Udgivet af Carl Nielsen
Udgaven, Det Kongelige Bibliotek. Serie I. Bind 8.

[V

Udgivet af David Fanning, Kebenhavn 2000, s. xvi.
Hagbarth og Signe (1910), Sanct Hansaftenspil (1913) og
Ebbe Skammelsen (1925).

4 (1879-1969).

Digter (1871-1930).

w

wu
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such performances in the summer of 1909. The same autumn
they drew up plans for the establishment of a similar institu-
tion in the Copenhagen area. They realized that the positive
involvement of the press was necessary, so the editor of Politiken,
Henrik Cavling,® was drawn into the plans at an early stage. In
the spring of 1910 a committee was formed to be responsible for
the running of the theatre; Nielsen became a member and was
most active in the dramatic sub-committee.” Any profits from
the performances were to be spent to “send Copenhagen coun-
cil schoolchildren to holiday camps or for related purposes”.”

The area Ulvedalene in the Royal Deer Park was
well suited, since it was surrounded on three sides by forest,
and on one side consisted of a high, broad slope that was laid
out for the audience (with space for almost 4.000 people), all
landscaped by the artist ].F. Willumsen.” Several of the city’s
theatres also offered their services by lending costumes and
props. In practice the theatre had neither walls nor curtain.
The landscape was used as the scenic and acoustic backdrop,
and presumably because of the special acoustic conditions
Nielsen composed the music for the open-air performances for
wind orchestra, whose sound penetrates better than that of
string instruments when there are no walls and doors.

The Dagmar Theatre too occupies a prominent place
in Nielsen’s theatrical output: in the years 1890-1908 he com-
posed music for five of the theatre’s productions.” This theatre
was built in 1883 as Copenhagen’s third private theatre - the
other so-called ‘second theatres’ were Casino and The Folke-
teatret — and existed until 1937. From 1889 on it succeeded in be-
ing a serious competitor to the Royal Theatre, inasmuch as at this
time there was an easing of the restrictions that had hitherto
limited the repertoire of the private theatres to popular comedies
and operettas." This more serious repertoire policy is reflected

clearly in the productions for which Nielsen wrote music.

sommeren 1909. Samme efterdr lagde de planer for oprettelsen
af en tilsvarende institution i Kebenhavnsomradet. De indsa, at
det var ngdvendigt med pressens positive medvirken, sa Politi-
kens redaktor Henrik Cavling® blev tidligt involveret i planerne. I
fordret 1910 nedsattes en komité, der stod for driften af teatret,
hvor Carl Nielsen blev medlem og iser lagde sit virke i komité-
ens dramatiske udvalg.” Et eventuelt overskud fra forestillinger-
ne skulle anvendes til “Anbringelse af kjgbenhavnske Kommune-
skolebern i Feriekolonier eller dermed beslagtede Formaal.”®

Ulvedalene i Dyrehaven var velegnet, da de pé tre
sider var omringet af skov, og pd den ene side bestod af en hgj,
bred skraning, som blev indrettet til publikum (med plads
til hen mod 4.000 personer), alt sammen udtenkt af billed-
kunstneren J.F. Willumsen.’ Flere af byens teatre stillede sig
desuden til rddighed med udlin af kostumer og rekvisitter.
Teatret var i praksis uden mure og scenetaeppe. Man benyttede
naturen som kulisse og klangbund, og formentlig pa grund af
de seerlige akustiske forhold komponerede Carl Nielsen musik-
ken til friluftsforestillingerne for bleeserorkester, der bedre end
strygerinstrumenter kan klinge igennem uden dore.

Ogsd Dagmarteatret indtager en fremtraedende
plads i Carl Nielsens skuespilproduktion, idet han i drene 1890
til 1908 komponerede musik til fem af teatrets opsatninger.'
Dette teater blev opfert i 1883 som Kgbenhavns tredje privat-
teater — de ovrige, sdkaldte ‘Sekondteatre’ udgjordes af Casino
og Folketeatret — og eksisterede frem til 1937. Fra 1889 gjorde
det sig geeldende som en serigs konkurrent til Det Kongelige
Teater, idet der pé dette tidspunkt indtrddte en lempelse i de
restriktioner, som indtil da havde begreenset privatteatrenes
repertoire til overvejende at omfatte folkekomedier og operet-
ter."" Denne mere serigse repertoirepolitik afspejles tydeligt i

de forestillinger, som Carl Nielsen skrev musik til.

6 (1858-1933).

7 The other members were Professor Vilhelm Andersen,
the ballet-master Hans Beck, the editors Blangstrup and
Henrik Cavling, the chairman of the Union of Journal-
ists Kristian Dahl, the painter Bertha Dorph, the painter
N.V. Dorph, the chairman of the Journalists’ Association
Franz V. Jessen, the theatre director Johannes Nielsen,
the writer L.C. Nielsen, Consul P. Ngrgaard, the actor
Adam Poulsen, the actor Johannes Ring, the lawyer
Werner and the painter J.F. Willumsen - cf. Beretning om
Friluftsteatret i Ulvedalene 1910, Copenhagen 1910.
Beretning om Friluftsteatret i Ulvedalene 1910, Copenhagen

oo

1910. Adam Poulsen, En skuespillers erindringer, Copen-
hagen 1961, pp. 266-271.
9 Danish painter and sculptor (1863-1958).

10 An Evening at Giske (1890), Snefrid (1894), The Fights in
Stefan Borg’s House (1901), Atalanta (1901) and Tove (1908).

11 Elin Rask, “Dagmarteatret. Nationalscenens ‘darlige
samvittighed’”, Dansk Teaterhistorie, Copenhagen 1992,
vol. 2, pp. 49-54.

6 (1858-1933).

7 De ovrige medlemmer var professor Vilhelm Andersen,
balletmester Hans Beck, redakter Blangstrup, redakter
Henrik Cavling, formand for Journalistforbundet
Kristian Dahl, maleren Bertha Dorph, maleren N.V.
Dorph, formand for Journalistforeningen Franz V.
Jessen, teaterdirekter Johannes Nielsen, forfatteren L.C.
Nielsen, konsul P. Nergaard, skuespiller Adam Poulsen,
skuespiller Johannes Ring, overretssagforer Werner og
maleren J.F. Willumsen, jf. Beretning om Friluftsteatret i
Ulvedalene 1910, Kebenhavn 1910.

8 Beretning om Friluftsteatret i Ulvedalene 1910, Kebenhavn
1910. Adam Poulsen, En skuespillers erindringer, Keben-
havn 1961, s. 266-271.

9 Maler og billedhugger (1863-1958).

10 En Aften paa Giske (1890), Snefrid (1894), Kampene i Stefan
Borgs Hjem (1901), Atalanta (1901) og Tove (1908).

Elin Rask, “Dagmarteatret. Nationalscenens ‘ddrlige
samvittighed’”, Dansk Teaterhistorie, Kebenhavn 1992,
bd. 2, s. 49-54.
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The other theatres for which Nielsen wrote stage
music were the Aarhus Theatre,”” The Folk Theatre in Copen-
hagen,” and the Odense Theatre," to which we can add the
performance of the Prologue to Shakespeare on the Kronborg
Castle hills in 1916.

The works in this volume have been distributed among the

three editors as follows:

Lisbeth Ahlgren Jensen: Tove, Willemoes, Parents, The Wolf’s Son
and Midsummer Eve Play.

Kirsten Flensborg Petersen: Prologue to Shakespeare, Hagbarth and
Signe, Native Land and The Liar.

Niels Bo Foltmann: An Evening at Giske, Snefrid, The Fights in Stefan
Borg’s House and Atalanta

MUSIC FOR ANDREAS MUNCH?’S
PLAY AN EVENING AT GISKE

ielsen’s Prelude and Final Chorus for Andreas Munch’s'®

one-acter An Evening at Giske were probably composed

around New Year 1889-1890, but the further circum-
stances of their genesis remain obscure. It can be established,
however, that this period was marked by great events both in
Nielsen’s private life and in his musical career. In September
1889 he had been engaged as a violinist in the Royal Orchestra,
and the same autumn he had applied for and been awarded
the grant Det Anckerske Legat, which was to take him on his first
major European journey over the next two years. Finally, it
was in this period that his relationship with the sweetheart of
his youth - the eight years younger Emilie Demant'® - ended.
Although no statement about the music for An Evening at Giske
from the composer appears to have been preserved, it is not
difficult to imagine how he might have come by this task. In
the years 1889-1891 the close friend of Nielsen’s youth and his
fellow student at the Conservatory, Vilhelm Rosenberg,”” was
conductor at the Dagmar Theatre, and it seems highly likely
that he hired Nielsen to write this music. It must have been

De gvrige teatre, til hvilke Carl Nielsen har skrevet
skuespilmusik, omfatter Aarhus Teater,” Folketeatret i Kpben-
havn,”® Odense Teater,"* hvortil kommer opforelsen af Shake-
speare-prologen pa Kronborg Slotsbanker i 1916.

Vearkerne er i dette bind fordelt mellem de tre redaktgrer

saledes:

Lisbeth Ahlgren Jensen: Tove, Willemoes, Foraldre, Ulvens Son og
Sanct Hansaftenspil.

Kirsten Flensborg Petersen: Prolog til Shakespeare, Hagbarth og
Signe, Fadreland og Logneren.

Niels Bo Foltmann: En Aften paa Giske, Snefrid, Kampene i Stefan
Borgs Hjem og Atalanta

MUSIK TIL ANDREAS MUNCHS
SKUESPIL EN AFTEN PAA GISKE

arl Nielsens Forspil og Slutningskor til Andreas Munchs'®

énakter En Aften paa Giske er sandsynligvis komponeret

omkring drsskiftet 1889-1890, men de naermere om-
steendigheder omkring tilblivelsen fortoner sig i det uvisse. Det
kan dog fastslds, at denne tid var praeget af store begivenheder
i sdvel Carl Nielsens privatliv som hans musikalske lgbebane. I
september 1889 var han blevet ansat som violinist i Det Konge-
lige Kapel, og samme efterdr havde han segt og modtaget Det
Anckerske Legat, som i de fglgende to ar skulle fore ham ud
pa hans forste store europarejse. Endelig var det netop i denne
periode, at forholdet til hans ungdomskarlighed — den otte ar
yngre Emilie Demant'® - afsluttedes. Skgnt der tilsyneladende
ikke er bevaret nogen udsagn om musikken til En Aften paa
Giske fra komponistens side, er det ikke vanskeligt at forestille
sig, hvordan han kan have fiet denne opgave. I drene 1889-1891
var Carl Nielsens naere ungdomsven og konservatoriekam-
merat, Vilhelm Rosenberg,”” kapelmester ved Dagmarteatret,
og det synes oplagt, at han har hyret Carl Nielsen til at skrive

denne musik. Det mi have veret et attraktivt tilbud for den

12 The Wolf’s Son (1909), From Rold to Rebild (1929) and the
revival of Native Land in 1916.

13 Willemoes (1908).

14 Cupid and the Poet (1930) and a revival of The Mother in
1921.

15 Norwegian poet and dramatist (1811-1884).

16 Danish author, artist, ethnologist (1873-1958).

17 Danish composer and conductor (1862-1944).

12 Ulvens Son (1909) og Fra Rold til Rebild (1929) samt genop-
satningen af Fedreland i 1916.

13 Willemoes (1908).

14 Amor og Digteren (1930) samt en genopforelse af Moderen
i1921.

15 Norsk lyriker og dramatiker (1811-1884).

16 Forfatter, kunstner, etnolog (1873-1958).

17 Komponist og kapelmester (1862-1944).

w
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an attractive offer for the young composer, who would now
presumably for the first time have a work for full orchestra per-
formed. It is all the more surprising that he did not have more
to say about the work. One possible explanation may be that

as a newly engaged musician in the Royal Orchestra he had no
wish to advertise his engagement with the competing theatre."

An Evening at Giske was premiered at the Dagmar
Theatre on 15th January 1890, and up to 4th February it was
played a total of seven times."’ The play was not very well
received in the press. Several reviewers pointed out that it came
from the Royal Theatre’s ‘cast-off repertoire®® - one reviewer
actually wished the play had been allowed to rest in peace.”
Although there were reviews in well nigh all the Copenhagen
newspapers, Carl Nielsen’s music was only mentioned in one,
Morgenbladet (16th January 1890), where one could read the fol-
lowing short passage about the prelude: “For the play the Royal
musician MrCarl Nielsen had written a small prelude
whose Norwegian character apparently had Grieg as its model.”
Apart from the performances mentioned here, it has been pos-
sible to document further performances neither of the prelude
nor of the final chorus in the composer’s lifetime, and it must
be assumed that the work now lay dormant for many years.

It was only long after the death of the composer that
the existence of this music became known again, in connection
with the transfer of the music archives of the Dagmar Theatre
to the Royal Library in 1943. On that occasion the then head
of the Library’s music department, Sven Lunn, discovered a
package of orchestral parts marked “Carl Nielsen: En Aften
paa Giske”. He had the parts written out in score, and there
emerged two pieces that had an amazing resemblance to the
style of the young Nielsen. He further found the following
note in the theatrical periodical Saisonen® under the Dagmar
Theatre’s programme for January 1890: “C. Nielsen: Prelude to

>

‘An Evening at Giske’”. On this basis Sven Lunn concluded in
an article in Dansk Musiktidsskrift that it must be a forgotten
Nielsen work.” As for the final chorus, there are no contempo-

rary printed sources that associate it with Nielsen; but it was

unge komponist, som her, antagelig for forste gang, fik opfort
et vaerk for fuldt orkester. S& meget desto mere kan det undre,
at han ikke i hgjere grad har ytret sig om varket. En mulig
forklaring kan ligge i den omstaendighed, at han som nyansat
musiker ved Det Kongelige Kapel ikke har gnsket at udstille sit
engagement hos det konkurrerende teater.'®

En Aften paa Giske havde premiere pd Dagmarteatret
den 15. januar 1890, og frem til den 4. februar gik det i alt syv
gange." Stykket fik ikke nogen serlig god modtagelse i pres-
sen. Flere anmeldere haftede sig ved, at det stammede fra Det
Kongelige Teaters aflagte repertoire® — én anmelder gnskede
ligefrem, at stykket havde fiet lov til at hvile i fred.”' Skent der
var anmeldelser i stort set alle kgbenhavnske aviser, blev Carl
Nielsens musik kun omtalt i en enkelt, nemlig Morgenbladet (16.
januar 1890), hvor man finder fglgende korte passus om forspil-
let: “Til Stykket havde Hr. KapelmusikusCarlNielsen
skrevet et lille Forspil, hvis norske Karakter gjensynlig havde
Grieg til Forbillede.” Bortset fra de her naevnte forestillinger har
det hverken vaeret muligt at dokumentere flere opforelser af
forspillet eller af slutningskoret i komponistens levetid, og det
md antages, at vaerket nu henld i en tornerosesgvn i mange ar.

Forst leenge efter komponistens ded blev eksistensen
af denne musik atter kendt, nemlig i forbindelse med overdra-
gelsen af Dagmarteatrets nodearkiv til Det Kongelige Bibliotek
1 1943. Den davaerende leder af musikafdelingen, Sven Lunn,
opdagede ved denne lejlighed en pakke orkesterstemmer, som
var betegnet “Carl Nielsen: En Aften paa Giske”. Han lod stem-
merne udskrive i partitur, og frem kom et par satser, der havde
en forblpffende lighed med den unge Carl Nielsens stil. End-
videre fandt han folgende notits i teatertidsskriftet Saisonen®
under Dagmarteatrets program for januar 1890: “C. Nielsen:

LR

Forspil til ‘En Aften paa Giske’”.Pa dette grundlag konklude-
rede Sven Lunn i en artikel i Dansk Musiktidsskrift, at der matte
vaere tale om et glemt Carl Nielsen-veerk. > Mht. slutningskoret
findes der ingen samtidige trykte kilder, der knytter det til Carl

Nielsen, men det har i sin tid pd Dagmarteatret vaeret arkiveret

18 At this time the singers of the Royal Theatre were
explicitly forbidden to perform on other stages.

19 Lauritz Swendsen, De kobenhavnske Privatteatres Repertoire
(1847-1906), Copenhagen 1907, p. 2.

20 It had already been played at the Royal Theatre in 1873.

21 Nationaltidende, 16.1.1890.

22 Vol. 17, no. 145.

23 Sven Lunn, “Lumbye, Frolich og Grieg”, Dansk Musik-
tidsskrift, vol. 19 (1944), pp. 145-148.

18 Det Kongelige Teaters sangere havde pd denne tid
direkte forbud mod at optraede pd andre scener.

19 Lauritz Swendsen, De kobenhavnske Privatteatres Repertoire
(1847-1906), Kgbenhavn 1907, s. 2.

20 Stykket havde gdet pd Det Kongelige Teater allerede i
1873.

21 Nationaltidende, 16.1.1890.

22 Arg. 17, nr. 145.

23 Sven Lunn, “Lumbye, Frolich og Grieg”, Dansk Musiktids-
skrift, 19. drg. (1944), s. 145-148.
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once archived at the Dagmar Theatre under Nielsen’s name in
the same package as the prelude, which suggests that Nielsen
was also the composer of this piece. Moreover, it was composed
for the same orchestral ensemble and with the same style

of instrumentation as the prelude. Finally, there are certain
motivic resemblances between the two pieces, which further
supports the authenticity of the final chorus. In this connec-
tion it should also be mentioned that in the above-mentioned
article Sven Lunn states that it may be an incomplete set of
parts, since it does not included bassoon parts. An investigation
of other similar theatre music from this time* shows, however,
that the orchestra could vary greatly from work to work - so
the absence of bassoon parts does not necessarily mean that
this is a torso. Nor does an analysis of the instrumentation
seem to indicate that there were ever any bassoon parts.

It will be evident from the above that the preserved
source material is extremely limited: apart from the set of parts
from the Dagmar Theatre’s music archives, there are only two
manuscript first violin parts whose provenance is unknown.
These parts may suggest that at some point the music was also
played outside the Dagmar Theatre. The editorial work in con-
nection with the present edition has in all essentials consisted

of normalizations of articulation and dynamics.

The action of the play is set at Giske Manor at Sendmere on an
autumn evening in the year 1027. Giske, a small island on the
west coast of Norway, was the seat of the richest and noblest
of Norway’s aristocratic dynasties, the Arnungs. The outlawed
Stein has sought refuge at Giske, where the Lady Ragnhild

- whom he has once helped - has given him shelter while the
Lord Thorberg is at the court of King Olaf. When Thorberg
comes back home, Ragnhild persuades him to observe the old
laws of hospitality. But when she reveals that she has sheltered
the outlawed Stein in his absence, he immediately breaks his
promise. In the end King Olaf appears and settles the dispute,
and the play ends with a chorus of tribute to the King.

Niels Bo Foltmann

under Carl Nielsens navn i samme pakke som forspillet, hvilket
taler for, at Carl Nielsen ogsd er ophavsmand til denne sats.
Endvidere er det komponeret for samme orkesterbesetning

og i samme instrumentationsstil som forspillet. Endelig er der
et vist motivslaegtskab de to satser imellem, hvilket yderligere
bestyrker slutningskorets autenticitet. I denne forbindelse
skal det endvidere navnes, at Sven Lunn i den omtalte artikel
anfgrer, at der muligvis er tale om et ukomplet stemmeszet,
idet det ikke indeholder fagotstemmer. En undersggelse af
anden tilsvarende scenemusik fra denne tid** godtger imidler-
tid, at orkesterbesatningen kunne variere meget fra veerk til
vaerk - og sdledes indicerer de manglende fagotstemmer ikke
nedvendigyvis, at der er tale om en torso. Heller ikke en analyse
af instrumentationen synes at pege pd, at der skulle have
eksisteret nogen fagotstemmer.

Som det fremgar af ovenstdende, er det overleverede
kildemateriale yderst begranset — ud over stemmesattet fra
Dagmarteatrets nodearkiv foreligger der kun to hdndskrevne
primoviolinstemmer, hvis proveniens ikke er kendt. Disse stem-
mer kunne tyde pd, at musikken pa et tidspunkt ogsd er blevet
spillet udenfor Dagmarteatret. Det redaktionelle arbejde i for-
bindelse med neaervaerende udgave hari alt vaesentligt bestdet i

normaliseringer mht. artikulation og dynamik.

Handlingen foregar pa Giske Gard pd Sendmeore en hgstaften ar
1027. Giske, en lille ¢ pd Norges vestkyst, var saedet for den rige-
ste og hejbyrdigste af Norges @tter, Arnungerne. Den fredlese
Stein har segt tilflugt pd Giske, hvor fruen Ragnhild - som han
tidligere har hjulpet — har givet ham husly, mens husherren
Thorberg opholder sig hos kong Olaf. Da Thorberg vender hjem
igen, overtaler Ragnhild ham til at love at overholde den gamle
gaestfrihedsskik. Men da hun afslgrer, at hun har huset den
fredlpse Stein i hans fraveer, bryder han straks sit lofte. I sidste
ende dukker kong Olaf dog op og far bilagt stridighederne,
hvorefter stykket afsluttes med et hyldestkor til kongen.

Niels Bo Foltmann

24 Music archives of the Dagmar Theatre and Casino (DK-
Kk).

24 Dagmarteatrets og Casinos nodearkiver (DK-Kk).
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MUSIC FOR HOLGER DRACHMANN?’S
MELODRAMA SNEFRID

ielsen and the author Holger Drachmann® were two

very different artist types, and there are indications

that Nielsen was anything but enthusiastic about
Drachmann personally. For example he wrote in 1897 in a letter
to his friend Gustav Wied:*® “Drachmann is uncongenial to me;
he does not seem to be truly male. A great long spiral with a

%7 Nevertheless Nielsen set

voice like a eunuch. He is no man.
texts by Drachmann to music several times; the first time at
the beginning of 1893, when Erik Skram” requested him to
write music for the melodrama Snefrid in connection with a
planned performance at ‘the Free Theatre’.*” Nielsen agreed to
the request, and less than a month later the score was finished.
From Nielsen’s diary entries it is possible to follow how the

work progressed:

14th January: “Began the love music for ‘Snefrid’ and think it is
very good”

17th January: “Finished the love music for Snefrid. It is a really
good piece and intensely felt.”

19th January: “I played the love music for ‘Snefrid’ for him
[Rudolph Bergh®|. He got very red in the face over the
sensual character of the music and had great praise
for both the piece and the prelude to the first act.”

22nd January: “Finished composing the funeral music for
‘Snefrid’ later in the evening.”

23th January: “Have been working on the music for ‘Snefrid’.
I think what I have done is good, but I must always
have my things well behind me before I can look at
them objectively.”

24th January: “Finished the melodramatic music for the King’s
monologue in ‘Snefrid’. I have now actually quite
finished the music, only the fair-copying remains.

That is no fun. I wish one had an apparatus that

MUSIK TIL HOLGER DRACHMANNS
MELODRAMA SNEFRID

arl Nielsen og forfatteren Holger Drachmann® var to

meget forskellige kunstnertyper, og noget kunne tyde

p4a, at Carl Nielsen var alt andet end begejstret for per-
sonen Drachmann. Sdledes skrev han i 1897 i et brev til vennen
Gustav Wied:*® “Drachmann er mig usympatisk; han er vist ikke
noget rigtigt Mandfolk. Denne lange Spiral med en Stemme
som en Kastrat. Han er ingen Mand.”” Ikke desto mindre kom
Carl Nielsen flere gange til at satte musik til tekster af Drach-
mann; forste gang i begyndelsen af 1893, hvor Erik Skram™
opfordrede ham til at seette musik til melodramaet Snefrid i for-
bindelse med en planlagt opferelse pa Det frie Theater.” Carl
Nielsen tog imod opfordringen, og mindre end en mdned efter
forela det feerdige partitur. Gennem Carl Nielsens dagbogsop-
tegnelser er det muligt at fplge hvordan arbejdet skred frem:

14. januar: “Begyndte paa Elskovsmusik til ‘Snefrid’ og synes
det er ganske godt”

17. januar: “Gjorde Elskovsmusiken til Snefrid feerdig. Det er et
rigtig godt Stykke og intensivt folt.”

19. januar: “Jeg spillede Elskovsmusikken til ‘Snefrid’ for ham
[Rudolph Bergh®|. Han blev ganske rod i Ansigtet
over Musikens sandselige Karakter og meget roste
baade det Stykke og Forspillet til forst[e] Akt.”

22.januar: “Componerede Sergemusiken til ‘Snefrid’ faerdig
senere paa Aftenen”

23.januar: “Har arbejdet paa Musiken til ‘Snefrid’. Jeg tror
det er godt hvad jeg har gjort, men jeg maa altid
have mine Ting langt bagved mig, inden jeg kan se
objektivt paa dem.”

24.januar: “Gjorde den melodramatiske Musik til Kongens
Monolog i ‘Snefrid’ faerdig. Jeg er nu egentlig helt
feerdig med Musiken og mangler nu blot Renskriv-
ningen. Det er ikke morsomt. Gid man havde et

Aparat som skrev Alt hvad man tenkte, hvilke

N

5 (1846-1908).

26 Danish author (1858-1914).

27 Quoted from John Fellow (ed.), Catl Nielsen Brevudgaven.
Bind 1, 1886-1897, Copenhagen 2005, p. 501.

28 Danish author and parliamentary recorder (1847-1923).

29 The Free Theatre was part of the Student Union,
whose chairman in 1893-96 was Erik Skram. Other
Carl Nielsen works to texts by Drachmann: Cantata for
the Inauguration of the Student Union (1901), the song Du
danske Mand (1906) and music for the drama Sir Oluf He
Rides- (1906).

30 Danish composer, originally zoologist (1859-1924).

25 (1846-1908).

26 Forfatter (1858-1914).

27 Citeret efter John Fellow (udg.), Carl Nielsen Brevudgaven.
Bind 1, 1886-1897, Kebenhavn 2005, s. 501.

28 Forfatter og protokolsekretaer ved Rigsdagen (1847-1923).

29 Det frie Theater sorterede under Studentersamfundet,
hvis formand i drene 1893-96 var Erik Skram. Andre
Carl Nielsen-veerker til tekster af Drachmann: Kantate
til Studentersamfundets Bygnings Indvielse (1901), sangen
Du danske Mand (1906) og musik til dramaet Hr. Oluf han
rider—(1906).

30 Komponist, oprindelig zoolog (1859-1924).

Carl Nielsen Udgaven CN 00045

xXvi



wrote down everything one thought — what works
Iwould make then! But I would have to be the only
one who had such a machine. - Well, when it comes
to it, it is not the quantity that counts, and I suppose
toil is really good for you. Asceticism - ugh!!”

59 31

5th February: “Finished the fair-copying for ‘Snefrid

The music consisted of a total of five movements: the Prelude

to Act One, Love Music; the Prelude to Act Two, Melodrama (King
Harald’s Monologue); and Funeral Music. As can be seen from the
above, Nielsen was extraordinarily satisfied with his music; so
he was all the more annoyed when the Free Theatre’s plans for
a Snefrid production came to nothing. Not until a year later was
Snefrid successfully performed. Before the concert the news-
paper Dannebrog featured an article whose substance can hardly
come from anyone but the rejected composer. It says among
other things:

“At Christmas 1893 the board of ‘the Free Theatre’ ap-
proached Mr Carl Nielsen through its chairman, MrErik
S kram, and entreated him to compose Music for ‘Snefrid’.
But it had to be done fast; the rehearsal of the piece was of the
greatest urgency, for it was to form part of the theatre’s next
production, which was to be very soon.

At first Mr Carl Nielsen had no great desire to do so,
but persuaded by MrVictor Bendix he agreed, resolutely
pushed aside teaching and all other work and in a fortnight
wrote music for ‘Snefrid’ which according to connoisseurs
is quite excellent - something the public can ascertain on
Tuesday.

- Time passed. Mr Carl Nielsen heard nothing of
either a fee for his work or a rehearsal of it. Rumour had it that
‘Snefrid’ would not be played. At long last ‘the Free Theatre’ got
its production - without ‘Snefrid’ - up on its feet; they did not
even send Mr Carl Nielsen a free ticket to this production as
thanks for his services.

So he lost patience and wrote to Mr Skram asking
how ‘the Free Theatre’ viewed the payment of the fee for the
work that he has supplied on commission.

Varker skulde jeg saa ikke lave! Men jeg skulde
vere den eneste som havde en saadan Maskine.

- Naa, det er jo endelig ikke Maengden det kommer
an paa, og man har vist rigtig godt af Arbejdets
Kvaler. Askese Fgj!l”

5931

5. februar: “Blev faerdig med Renskriften til ‘Snefrid

Musikken bestod af i alt fem satser: Forspil til forste Akt, Elskovs-
musik, Forspil til anden Akt, Melodrama (Kong Haralds Monolog)
og Sergemusik. Som det fremgar af ovenstdende, var Carl Nielsen
overordentlig tilfreds med sin musik, og s meget desto mere
@rgerlig blev han, da Det frie Theaters planer om en Snefrid-
forestilling 1¢b ud i sandet. Forst et ars tid senere lykkedes det at
bringe Snefrid-musikken til opforelse. Forud for koncerten bragte
avisen Dannebrog en artikel, hvis substans naeppe kan stamme fra

andre end den forsmdede komponist. Her kunne man bl.a. laese:

“Ved Juletid 1893* henvendte ‘Det frie Theater’s Bestyrelse
sig gjennem Formanden, Hr.Erik Skram,tilHr.Carl
Nielsenoganmodede ham indtreengende om at komponere
Musik til ‘Snefrid’. Men i en Fart maatte det gaa, thi det havde
allerstorste Hast med Stykkets Indstudering, det skulde danne
et Led af Theatrets naeste Forestilling, der stod lige for Dgren.

Hr. Carl Nielsen havde til en Begyndelse ikke speciel
Lyst hertil, men paa Hr. Victor Ben dix’ Overtalelser gik
han dog ind derpaa, kastede resolut Informationer og alt andet
Arbejde til Side og skrev paa fjorten Dage til ‘Snefrid’ en Musik,
der efter Kjenderes Udsagn skal vaere ganske fortraeffelig — no-
get, hvorom Publikum paa Tirsdag vil kunne forvisse sig.

- Tiden gik. Hr. Carl Nielsen herte hverken Tale om
Honorar for sit Arbejde eller om Indstudering deraf. Rygtevis
horte han, at ‘Snefrid’ ikke kom op. ‘Det frie Theater’ fik langt
om lenge sin Forestilling — uden ‘Snefrid’ - stillet paa Benene;
man sendte ikke engang Hr. Carl Nielsen en Fribillet til denne
Forestilling som Tak for hans Tjeneste.

Saa tabte han Taalmodigheden og skrev til Hr.
Skram, hvorledes ‘Det frie Theater’ stillede sig med Hensyn
til Honoraret for det Arbejde, hanpaa Bestillin ghavde

31 Quoted from John Fellow, op. cit., pp. 282-284.

32 The dating must be mistaken. Skram and Nielsen met
on 12th January 1893, according to Carl Nielsen’s diary
entry (cf. John Fellow, op. cit., p. 281).
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leveret.
31 Citeret efter John Fellow, op. cit., s. 282-284.
32 Dateringen ma bero pa en fejl. Skram og Nielsen meod-
tes den 12. januar 1893, iflg. Carl Nielsens dagbogsnotat
(jf. John Fellow, op. cit., s. 281).
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Mr Skram replied that the play was now not to be
performed,butrecited, for which a little more musi-
cal accompaniment was required. Mr Skram added in reply to
the question of the fee: ‘At this moment I have received from
the board of the Free Theatre authority to express our thanks
to you.’

Neither then nor later was there any payment from
the fine’ and ‘literary’ theatre for the commissioned work: no
more did ‘Snefrid’ appear in one form or another.

No wonder Mr Carl Nielsen has at last lost patience.

It would be quite reasonable if he sued ‘the Free
Theatre’.

Instead Mr Carl Nielsen, who is a good-natured
person, prefers to use his work elsewhere.

And this is the reason why his music for ‘Snefrid’
appears on the programme for Tuesday, for the edification of
any members of the board ‘the Free Theatre’ who might be

» 33
present”.

Thus the Snefrid music had its first public performance on
10th April 1894 in the large hall of the Concert Pala in a
matinee benefit for Drachmann. Nielsen himself conducted
the music, which consisted of four pieces, Prelude, Love Music,
Melodrama and Funeral Music. The music was well received

by the audience, and the reviews were mainly positive. In

Politiken the reviewer R. wrote:

“New to the public was the music for Snefrid, which Mr Carl
Nielsen was once kind enough to write for the Free Theatre’s in-
tended performance of the melodrama. The exquisite orchestra
Mr Nielsen had put together and which he himself conducted
played an extract consisting of four items. A strong impression
was made by the brief, powerful Prelude, in whose proud, mas-
culine introductory motif gentle ‘Snefrid’ tones are entwined,
and the profoundly melancholy funeral music for the dead
Snefrid. Hard to grasp was the patchy Love Music, in which very
different moods contended, and less substantial seemed the

Hr. Skram svarede tilbage, at Stykket nu ikke skulde
spillesmenopleases, hvortil enskedes endnu lidt mere
Musikledsagelse. Hr. Skram tilfgjede som Svar paa Honorar-
sporgsmaalet: ‘T dette @jeblik modtager jeg fra det frie Theaters
Bestyrelse Bemyndigelse til at udtale vor Tak til Dem.’

Om Honorar for det bestilte Arbejde var og blev der
ikke Tale fra det ‘fine’ og ‘literaere’ Theaters Side, lige saa lidt
som ‘Snefrid’ paa den ene eller anden Maade kom frem.

Intet Under, at Hr. Carl Nielsen omsider har tabt
Taalmodigheden.

Rimeligst var det jo, om han anlagde Sag mod ‘det
frie Theater’.

I Stedet herfor foretrakker Hr. Carl Nielsen, der er en
godmodig Natur, at bruge sit Arbejde andet Steds.

Og dette er Grunden til, at hans Musik til ‘Snefrid’
paa Tirsdag figurerer paa Programmet til Opbyggelse for muligt

tilstedevaerende Medlemmer af ‘Det frie Theater’s Bestyrelse.””

Og sdledes fik Snefrid-musikken sin fgrste offentlige frem-
forelse den 10. april 1894 i Koncertpalaets store sal ved en
matiné, der var arrangeret til fordel for Drachmann. Carl
Nielsen dirigerede selv musikken, som udgjordes af fire styk-
ker, nemlig Forspil, Elskovsmusik, Melodrama samt Sergemusik.
Musikken blev godt modtaget af publikum, ligesom anmel-
derne var overvejende positive i deres kritik. I Politiken skrev

anmelderen R. bl.a.:

“Ny for Publikum var Musiken til Snefrid, som Hr. Carl Nielsen i
sin Tid elskvaerdig skrev til det fri Teaters paataenkte Opforelse af
Melodramaet. Det udsegte Orkester, Hr. Nielsen havde sammen-
sat og som han selv dirigerede, spillede et Uddrag bestaaende
af fire Numre. Staerkt Indtryk gjorde det korte kraftige Forspil,

i hvis mandig stolte Begyndelsesmotiv blide Snefrid-Toner
slynger sig, og den dybt tungsindige Sergemusik over den dgde
Snefrid. Vanskelig at faa fat i var den sgnderrevne Elskovsmusik,
hvori meget forskellige Stemninger bredes, og mindst betydelig
syntes det dempede Akkompagnement til Kongens Elskovsord

33 Dannebrog, 8.4.1894, signed Qui. This story is further sup-
ported by a letter from Carl Nielsen to Erik Skram dated
13.5.1893. From the same day there is a letter from
Skram to Carl Nielsen. However, it has not been possible
to decipher this letter, as it is written in shorthand
characters that can no longer be directly read (Dk-Kk,
NKS 4500, 4°).

33 Dannebrog, 8.4.1894, signeret Qui. Denne historie un-
derstottes endvidere af et brev fra Carl Nielsen til Erik
Skram dateret 13.5.1893. Fra samme dag foreligger et
brev fra Skram til Carl Nielsen. Det har dog ikke varet
muligt at dechifrere dette brev, da det er skrevet med
stenografitegn, som ikke leengere umiddelbart lader sig
tyde (Dk-Kk, NKS 4500, 4°).
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subdued accompaniment to the King’s words of love to the
dead Snefrid. Mr Martinius Nielsen tastefully recited the marvel-
lous verses. After the extract Mr Carl Nielsen several times had to

thank the audience for the loud applause”.

In April 1897 the Snefrid music was performed again in con-
nection with a recitation that Orla Ramsege had organized at
Larsen’s Hall in Copenhagen. On this occasion a team of young
actors were responsible for the reading, while a 20-member
orchestra composed of theatre musicians and amateurs con-
ducted by Felix Ramsoe played Nielsen’s “magnificent music.”*
Finally, in 1899 the Dagmar Theatre planned a stage
performance of Snefrid. For this production Nielsen revised and
expanded his music, and on 9th February 1899 he was able to
end-date the 84-page score (see the disposition on p. xxi). On 1st
November the same year Snefrid was premiered, after which the
piece was played a total of 13 times up to 27th ]anuary.36 The
production was not an unqualified success. There was however
general agreement among the reviewers that Nielsen’s music

was successful. In Dannebrog Nanna Liebmann wrote:

“In ‘Snefrid’ the music is of the genuine melodramatic kind,
and one may be permitted to point to the musical treatment
of this work as a striking proof of the composer’s, Mr Carl
Nielsen’s,unfailing talent and fine gifts.

As a melodrama, ‘Snefrid’ is perhaps the one, of all
those performed so far, that comes closest to the ideal.

An extremely characteristic Prelude in which
the pithy, energetic nature of the string texture excellently
contrasts with the melodious, singing motif of the clarinets,
begins the piece, where one constantly finds the music exactly
where it should be, precisely as discreet or prominent as the
situation or the words demand.

With very few resources — a small run in the flutes,
an expressive violin figure, a couple of harp chords - the music
points up or illustrates Drachmann’s poetry.

One notes for example the accompaniment to
the Skald’s Wedding Lay. How excellently it follows the text,
supporting and colouring — and pausing, where the words are

strong enough in themselves.

til den dede Snefrid. Hr. Martinius Nielsen reciterede med Smag
de pragtfulde Vers. Efter Uddraget maatte Hr. Carl Nielsen flere

234

Gange takke for det steerke Bifald.

I april 1897 blev Snefrid-musikken atter fremfort i forbindelse
med en oplasning, som Orla Ramsge havde arrangeret i
Larsens Lokale i Kgbenhavn. Det var et hold af yngre skuespil-
lere, der ved denne lejlighed stod for oplaesningen, mens et
20-mands orkester, sammensat af teatermusikere og amate-
rer, dirigeret af Felix Ramse@e, spillede Carl Nielsens “stor-
slaaede Musik”.*

Endelig i 1899 planlagde Dagmarteatret en scenisk
opforelse af Snefrid. Til denne forestilling reviderede og udvi-
dede Carl Nielsen sin musik, og den 9. februar 1899 kunne han
slutdatere det 84 sider lange partitur (se opstilling s. xxi). Den
1. november samme dr fik Snefrid premiere, hvorefter stykket
frem til 27. januar gik i alt 13 gange.*® Forestillingen blev ikke
nogen ubetinget succes. Derimod var der blandt anmelderne
almindelig enighed om, at Carl Nielsens musik var vellykket. I

Dannebrog skrev Nanna Liebmann bl.a.:

“I ‘Snefrid’ er Musiken af aegte melodramatisk Art, og man
har Lov til at pege paa dette Arbejdes musikalske Behandling
som et fremtraedende Bevis paa Komponistens, Hr. Carl
Nielsens, usvigelige Talent og fine Begavelse.

Som Melodrama betragtet er ‘Snefrid’ maaske det af
alle hidtil opforte, der kommer Idealet naermest.

Et overordenlig karakteristisk Forspil, i hvilket den
praegnante, energiske Karakter i Strygersatsen staar i ypperlig
Modseetning til Klarinetternes melodigse, syngende Motiv,
indleder Stykket, hvor man bestandig traeffer Musiken, netop
hvor den skal vaere, netop saa diskret eller fremtraedende, som
Situationen eller Ordene fordrer det.

Med ganske smaa Midler, et lille Lgb i Flgjterne, en
udtryksfuld Violinfigur, et Par Harpeakkorder, pointerer eller
illustrerer Musiken den Drachmannske Lyrik.

Man leegge for Exempel Marke til Akkompagnemen-
tet af Skjaldens Bryllupskvad. Hvor folger det ikke Texten ud-
merket, stgttende og malende og - - pavserende, hvor Ordene

er steerke nok i sig selv.

34 Politiken, 11.4.1894.
35 Cf. mention in Politiken, 22.4.1897.
36 Lauritz Swendsen, op. cit., p. 157.

34 Politiken, 11.4.1894.
35 Jf. omtale i Politiken, 22.4.1897.
36 Lauritz Swendsen, op. cit., s. 157.
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In the final act the music only playsbe hin d the
scene. The introductory faraway oboe solo recalls the mood
from Act Three of ‘Tristan and Isolde’ with the Shepherd’s wist-
ful pipe (cor anglais). Otherwise there is no reason to look for
allusions in Carl Nielsen’s music.

For its sake the public should pay attention to the
performance of ‘Snefrid’. It is hardly too much to say that it
carries the audience over much of the piece’s lack of dramatic

nerve”.”’

Although the Snefrid music is among Carl Nielsen’s relatively
early works, he did return time and time again to this music
in his later career. As early as 17th November 1900 he had two
movements performed in a concert by the Royal Orchestra
conducted by Johan Svendsen,” and in 1902 he arranged the
whole of the music for piano quintet in connection with a
tour with musicians from the Royal Orchestra.*® But, just as
remarkably, he re-used a section of the Snefrid music in two
other stage works: in the music for Drachmann’s Sir Oluf He
Rides— (1906), and in the music for Sophus Michaélis™® Cupid
and the Poet (1929). In both cases he used the melodrama music
from No. 4, naturally now with new texts.*" Despite this lifelong
interest, the music for Snefrid remained unprinted in Nielsen’s
lifetime, apart from a piano arrangement of the prelude to Act
One, which appeared in 1895 in the periodical Ungt Blod with a
dedication to Mrs Anna Kjeer.*”

The main source for the music in the present edition
has been Nielsen’s fair copy of the revised and expanded ver-
sion from 1899, while the draft and the Dagmar Theatre’s part
material has been consulted in cases of doubt. The 1893 version
and the version for piano quintet have had no influence on the
editing. Nielsen’s rendering of Drachmann’s texts is inconsist-
ent and sometimes defective. The text has therefore been given
according to the original print from 1893, which also func-

tioned as Nielsen’s own textual source (see Sources, p. 296).

I Slutningsakten spiller Musiken kun b a g Scenen.

Den indledende, fjeerne Obosolo gjenkalder Stem-
ningen fra 3dje Akt i ‘Tristan og Isolde’ med Hyrdens vemodige
Skalmeje (engelsk Horn). Ellers skal man ikke netop soge
Reminiscenser i Carl Nielsens Musik.

For dens Skyld burde Publikum skjanke Opforelsen
af ‘Snefrid’ Opmaerksomhed. Det er naeppe for meget sagt,
at den beaerer Tilhgrerne over meget af Stykkets Mangel paa

dramatisk Nerve.”*’

Skont Snefrid-musikken hgrer til blandt Carl Nielsens forholds-
vis tidlige vaerker, vendte han dog gang pa gang tilbage til
denne musik i sin senere lgbebane. Allerede den 17. november
1900 lod han to satser opfgre ved en koncert med Det Kongelige
Kapel under ledelse af Johan Svendsen,*® og i 1902 arrangerede
han den komplette musik for klaverkvintet i forbindelse med
en tourné sammen med musikere fra det Kongelige Kapel.”
Men nok sd bemerkelsesvaerdigt er det, at han genanvendte et
afsnit fra Snefrid-musikken i to andre sceniske veerker, nemlig
dels i musikken til Drachmanns Hr. Oluf han rider— (1906), dels i

musikken til Sophus Michaélis™*’

Amor og Digteren (1929). I begge
tilfeelde drejer det sig om melodramamusikken fra nr. 4, idet
den i sagens natur optrader til nye tekster.* Til trods for denne
livslange interesse forblev musikken til Snefrid utrykt i Carl
Nielsens levetid bortset fra et klaverarrangement af forspillet
til forste akt, som i 1895 udkom i tidsskriftet Ungt Blod med en
tilegnelse til Fru Anna Kjeer.”

Hovedkilden til neerverende udgave har for musik
kens vedkommende varet Carl Nielsens renskrift af den revide-
rede og udvidede version fra 1899, mens kladden og Dagmar-
teatrets stemmemateriale har veeret konsulteret i tvivistilfaelde.
Derimod har 1893-versionen og versionen for klaverkvintet ikke
har haft indflydelse pé revisionen. Carl Nielsens gengivelse af
Drachmanns tekster er bide inkonsekvent og til tider mangel-
fuld. Derfor er teksten gengivet efter originaltrykket fra 1893,
som tillige fungerede som Carl Nielsens eget tekstforlaeg (se
Sources, s. 296).

37 Dannebrog, 10.11.1899.

38 Norwegian composer and conductor (1840-1911).

39 There is documentation for at least two performances
on this tour, at the Svendborg Theatre on 10.6.1902 and
at the Odense Theatre on 11.6 — cf. John Fellow, op. cit.,
vol. 2, p. 245.

40 Danish author (1865-1932).

41 Sir Oluf He Rides—, Act two, No. 6, bb. 2-25 (CNU, I/7,
pp. 69-70), Cupid and the Poet, No. 4, bb. 41-64 (CNU, 1/9,
Pp. 239-241).

42 Vol. 1895-96, fascicle 1, pp. 54-59. Anna Kjeer née Ancker
(1838-1907) had played the piano with Carl Nielsen
since his study years at the Conservatory.

37 Dannebrog, 10.11.1899.

38 Norsk komponist og dirigent (1840-1911).

39 Der er dokumentation for i det mindste to forestillinger
pé denne tourné, nemlig Svendborg Teater 10.6.1902 og
Odense Teater 11.6., jf. John Fellow, op. cit., bd. 2, s. 245.

40 Forfatter (1865-1932).

41 Hr. Oluf han rider—, 2. akt, nr. 6, t. 2-25 (CNU, 1/7, s. 69-70),
Amor og Digteren, nr. 4, t. 41-64 (CNU, I/9, s. 239-241).

42 Arg. 189596, haefte 1, s. 54-59. Anna Kjeer f. Ancker
(1838-1907), spillede klaver sammen med Carl Nielsen

=

siden hans studietid pa konservatoriet.
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The main source’s numbering of the musical items is not
consistent. It has therefore been necessary to carry out a nor-
malization in this area. The chart below gives the numbering
of the 1899 version as well as an overview of the content of the
1893 version.

ACT ONE

No. 1 PRELUDE Prelude Prelude
No. 2 N°1

No. 3 N°2

No. 4 N°3

No. 5 N°4

No. 6 CHANGE OF SCENE | Change of Scene

No. 7 N°5

No. 8 N°6

No.9 N°7

No. 10 N°8

No. 11 N°9

No. 12 POSTLUDE N° 10 Postlude Love Music
ACT TWO

No. 13 PRELUDE N° 12 Prelude Prelude
No. 14 N°13 Melodrama
No. 15 N°® 14

No. 16 N°15

No. 17 FUNERAL MUSIC | N® 16 Funeral Music | Funeral Music

SYNOPSIS

The action is set in Viking Age Norway (ca. 900) around the
court of King Harald the Fair-Haired.

Act One takes place on Christmas Eve in the King’s
hall. The King asks the skald Gunnar to sing about the King’s
deeds on his Viking campaigns (Music No. 2), but instead Gun-
nar sings of the King’s many female conquests (Music No. 3).

Hovedkildens nummerering af de enkelte numre er ikke
konsekvent. Det har derfor vaeret nodvendigt at foretage en
normalisering pd dette omrdde. Nedenstdende skema gengiver
1899-versionens nummerering tillige med en oversigt over

1893-versionens indhold.

FORSTE AKT

No. 1 FORSPIL Forspil Forspil

No. 2 N°1

No. 3 N°2

No. 4 N°3

No.5 N° 4

No. 6 SCENESKIFT Sceneskifte

No. 7 N°5

No. 8 N°6

No.9 N°7

No. 10 N°8

No. 11 N°9

No. 12 EFTERSPIL N° 10 Efterspil Elskovsmusik
ANDEN AKT

No. 13 FORSPIL N° 12 Forspil Forspil

No. 14 N°13 Melodrama
No. 15 N° 14

No. 16 N°15

No. 17 SORGEMUSIK | N°® 16 Sergemusik Sergemusik

SCENE- OG HANDLINGSGANG

Handlingen udspiller sig i Vikingetidens Norge (ca. ar 900)
omkring kong Harald Haarfagers hof.

Forste akt foregdr en juleaften i kongens hal. Kon-
gen opfordrer skjalden Gunnar til at synge om kongens bedrif-
ter pd hans vikingetogter (Musik nr. 2), men i stedet beretter

Gunnar om kongens mange kvindeerobringer (Musik nr. 3).
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The King’s man Thorleif enters and announces that Svase, a
rich chieftain of the Finns, wants the King to visit him the same
evening. When the King hears of Svase’s beautiful daughter Sne-
frid, he immediately leaves (Music Nos. 4-5). The scene changes
(Music No. 6). At Svase’s house Snefrid and a Finn-woman are
busy preparing a pot of mead for the King (Music No. 7). The
King arrives (Music No. 8), and when Snefrid is brought in he

is immediately enthralled by her. The powerful King Harald
wants Snefrid as a gift, but Svase does not want his daughter

to be tied to the King with ‘loose bonds’, and the King agrees to
take Snefrid as his wedded wife (Music No. 9). As the King takes
Snefrid into the bridal chamber Gunnar recites a wedding lay
(Music No. 11). After this comes a postlude (Music No. 12).

Act Two takes place at King Harald’s palace a few
years later. Gunnar returns from a long journey and is received
by Thorleif, who tells him that Snefrid has died long ago.

The King holds a vigil at her bed in the belief that she is only
sleeping, and in the meantime his kingdom is falling apart.

In a mad monologue the King expresses his love for the dead
Snefrid (Music No. 14). Gunnar comes in to the King and the
skald brings him out of his madness (Music No. 15). Finally the
King commands his men to bear Snefrid’s body to the funeral
pyre (Music No. 16, Funeral Music).

Niels Bo Foltmann

Kongens gode mand, Thorleif, kommer ind og melder, at Svase,
en rig finnehgvding, gnsker, at kongen gaster ham samme
aften. Da kongen herer om Svases smukke datter SnefTid,
bryder han straks op (Musik nr. 4-5). Sceneskift (Musik nr. 6).
Hos Svase er Snefrid og en finnekone i feerd med at tilberede
en gryde mjed til kongen (Musik nr. 7). Kongen ankommer
(Musik nr. 8), og da Snefrid bliver fort ind, betages han straks
af hende. Den magtfulde kong Harald gnsker Snefrid som gave,
men Svase vil ikke, at hans datter skal knyttes til kongen med
lgse band, og kongen indvilliger i at faeste Snefrid som agte
hustru (Musik nr. 9). Idet kongen forer Snefrid ind i brude-
kammeret, fremsiger Gunnar et bryllupskvad (Musik nr. 11).
Herefter folger et efterspil (Musik nr. 12).

Anden akt foregdr pa kong Haralds kongsgard
nogle dr efter. Gunnar vender hjem fra langfart og modtages
af Thorleif, som forteeller ham, at Snefrid er ded for lang tid
siden. Kongen vager ved hendes leje i den tro at hun blot sover,
og imens er hans rige ved at falde fra hinanden. I en vanvids-
monolog udtrykker kongen sin kearlighed til den dede Snefrid
(Musik nr. 14). Gunnar kommer ind til kongen, og skjalden
bringer ham ud af hans vildfarelse (Musik nr. 15). Til slut byder
kongen sine mand at beere Snefrids lig til bdlet (Musik nr. 16,
Sorgemusik).

Niels Bo Foltmann
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SONG FOR HELGE RODE’S PLAY
THE FIGHTS IN STEFAN BORG’S
HOUSE

n 1901 Nielsen worked for the first time with the writer

Helge Rode,” setting the poem “Skal Blomsterne da visne”,

which is included in Rode’s play The Fights in Stefan Borg’s
House. This was the start of a collaboration that was later to
include the Music for Helge Rode’s Prologue Shakespeare (1916) and
not least the large quantity of music for the play The Mother
(1920). The song “Skal Blomsterne da visne” was composed in
the course of January 1901: a pencil sketch is dated 26th Janu-
ary, less than a fortnight before the play had its first perform-
ance on 7th February at the Dagmar Theatre.

The Fights in Stefan Borg’s House has its roots in the dra-

mas of Ibsen and Strindberg. The plot centres on the powerful
Stefan Borg, who eliminates three people to conquer his step-
daughter, the young girl Helen. First he sends Helen’s fiancé,
the zoologist Richard Ravn, off on a dangerous polar expedi-

tion. Then he supplies Helen’s own father, the drunken compos-

er Gran, with so much money that he drinks himself to death.

And finally he brings about his wife Althild’s suicide by furnish-

ing her with poison. When Stefan Borg has finally achieved his
goal he is killed by a pistol shot that Helen fires by accident
with the pistol her mother has given her for self-defence.* The
song “Skal Blomsterne da visne” appears at the beginning of
Act Four in a scene between Helen and her mother where one
hears the song played and sung from an adjacent room. Appar-
ently it was difficult to achieve the intended acoustic effect,

as is evident from the following remarks that Rode wrote to
Nielsen in a dedication copy of the printed edition of the play:

“Thank you for the music. I told you it was a thankless task.
It turned out on stage that it was even more thankless than
expected, since the song had to be sung from all the way up in
the loft to work as the situation required. I hope you are not

9 45

too vexed at having made the pretty melody. Yours, HR”.

It was presumably as thanks for this dedication copy that Nielsen

wrote the following letter to Helge Rode, in which he said:

SANG TIL HELGE RODES SKUESPIL
KAMPENE I STEFAN BORGS HJEM

1901 arbejdede Carl Nielsen for forste gang sammen med

forfatteren Helge Rode,” idet han satte musik til digtet

“Skal Blomsterne da visne”, som indgar i Rodes skuespil
Kampene i Stefan Borgs Hjem. Dette blev indledningen til et sam-
arbejde, der senere skulle omfatte Musik til Helge Rodes Prolog
Shakespeare (1916) og ikke mindst den omfattende musik til
skuespillet Moderen (1920). Sangen “Skal Blomsterne da visne”
blev til i Igbet af januar 1901 - en blyantsskitse er sdledes da-
teret den 26. januar - mindre end fjorten dage for skuespillet
den 7. februar havde urpremiere pd Dagmarteatret.

Kampene i Stefan Borgs Hjem har sine redder i Ibsens
og Strindbergs dramaer. Handlingen samler sig om magtmen-
nesket Stefan Borg, der rydder tre mennesker af vejen for at ero-
bre steddatteren, den unge pige Helen. Forst sender han Helens
udkdrne, zoologen Richard Ravn, ud pd en livsfarlig ishavs-
ekspedition. Dernast er det Helens egen fader, den drikfeldige
komponist Gran, som han forsyner med sd mange penge, at han
drikker sig ihjel. Og endelig driver han sin hustru Alfhild til
selvmord, idet han selv forsyner hende med gift. Da Stefan Borg
endelig stdr ved sit mél, omkommer han af et pistolskud, som
Helen ved et uheld affyrer med den pistol, som hendes moder
har givet hende til selvforsvar.* Sangen “Skal Blomsterne da
visne” optrader i begyndelsen af fjerde akt i en scene mellem
Helen og hendes moder, hvor man hgrer sangen spillet og sun-
get fra et tilstédende lokale. Tilsyneladende havde man svaert
ved at opnd den gnskede akustiske virkning, hvilket fremgar af
folgende bemerkning, som Rode har skrevet til Carl Nielsen i

et dedikationseksemplar af den trykte udgave af skuespillet:

“Tak for Musikken! Jeg sagde Dem, at det var en utaknemmelig
Opgave. Det viste sig scenisk, at den var end mere utaknemmelig
end forventet, da Sangen maatte synges helt oppe fra Loftet for
at virke, som Situationen kraevede det. Jeg haaber ikke De aergrer

Dem for meget over at have lavet den kenne Melodi. Deres HR.”*

Det var antagelig som tak for dette dedikationseksemplar, at Carl
Nielsen skrev fplgende brev til Helge Rode, hvori det hedder:

43 Danish author and dramatist (1870-1937).

44 On the play and its reception, see Hanne Engberg, En
digters historie, Copenhagen 1996, pp. 99-104.

45 This copy of the printed edition is in the Carl Nielsen
Museum, Odense.

43 Forfatter og dramatiker (1870-1937).

44 Om skuespillet og dets baggrund og reception, se
Hanne Engberg, En digters historie, Kebenhavn 1996, s.
99-104.

45 Dette eksemplar af den trykte udgave befinder sig pa
Carl Nielsen Museet, Odense.
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“Thank you for Stephan Borg, for which I would have liked to
thank you in person, but I cannot find the time to wait. He is
excellent and I consider him the best figure you have created
yet. I do have the objection that the man should not for one

second show weakness and should to the last gasp be who he
is from the start. But there is still plenty to be pleased about
and you can’t escape being called rather a brick for not exag-

: s 46
gerating”.

The Fights in Stefan Borg’s House had a mixed reception from the
Copenhagen theatre reviewers. The general attitude was that
Helge Rode’s indisputable talent had to be acknowledged,
but at the same time several reviewers considered the charac-
terization so crude that it sometimes approached caricature.
Nielsen’s song is not mentioned in any review. The play was
performed a total of 13 times in the period up to 11th March
1901 and as far as is known was never performed again later.

However, Nielsen was satisfied with his song: in 1902
he had it printed in a musical supplement to the magazine
Tlustreret Tidende,*” and he later included it in the collection
Strophic Songs (published in 1907).

There are only two musical sources for the song as
it was performed at the Dagmar Theatre: Nielsen’s pencil draft
and a fair copy in an unknown hand. The latter has served as
the main source for this edition. The text used in the main
source differs in several respects from Rode’s autograph manu-
script and the printed edition of the play. These differences are
listed in the Editorial Emendations and Alternative Readings, p. 318.

Niels Bo Foltmann

SONG FOR GUSTAV WIED’S AND
JENS PETERSEN’S PLAY ATALANTA

n 1898 Gustav Wied* and Jens Petersen*’ had worked
very successfully together on the comedy First Violin. A
few years later the same team made another attempt in

the genre: Atalanta or When Girls Have Money. The play includes

“Tak for Stephan Borg som jeg personlig vilde have takket Dem
for men kan ikke faa Tid at vente. Han er udmaerket og jeg fin-
der det er den bedste Skikkelse De hidtil har gjort. Jeg har dog
den Indvending at Manden ikke et eneste Secund burde vise
Svaghed og lige til det sidste Suk veere den han er fra Begyndel-
sen. Men der er nok at glaede sig over endda og De er ikke helt

fri for at vaere noget af en Knop for ikke at overdrive.”*®

Kampene i Stefan Borgs Hjem fik en blandet modtagelse af de
kebenhavnske teateranmeldere. Det var den almindelige hold-
ning, at man anerkendte Helge Rodes ubestridte talent, men
samtidig fandt flere anmeldere persontegningen sd firkantet,
at det til tider naermede sig karikatur. Carl Nielsens sang er
ikke omtalt i nogen anmeldelse. Skuespillet blev opfgrt i alt 13
gange i perioden frem til den 11. marts 1901 og er sd vidt vides
ikke blevet opfert siden.

Carl Nielsen var imidlertid tilfreds med sin sang, og
i 1902 lod han den trykke som musikbilag i Illustreret Tidende,"
ligesom han senere indlemmede den i samlingen Strofiske Sange
(udgivet 1907).

Der foreligger kun to musikalske kilder til sangen,
som den blev opfert pd Dagmarteatret, nemlig Carl Nielsens
blyantskladde og en renskrift foretaget med fremmed héand.
Sidstnaevnte har tjent som hovedkilde for denne udgave. Den
tekst, som anvendes i hovedkilden, afviger i flere henseender
fra Rodes egenheendige manuskript og den trykte udgave af
skuespillet. Der er redegjort for disse afvigelser i Editorial Emen-
dations and Alternative Readings, s. 318.

Niels Bo Foltmann

SANG TIL GUSTAV WIEDS OG JENS
PETERSENS SKUESPIL ATALANTA

1898 havde Gustav Wied* og Jens Petersen” med stor

succes arbejdet sammen omkring komedien Forste Violin.

F4 4r efter forspgte samme makkerpar sig endnu engang
med denne genre, nemlig Atalanta eller Naar Piger har Penge. I
dette stykke indgar sangen Gudhjalp! Fedrelandssang for Danske i

46 Quoted from John Fellow, op. cit., vol. 2, p. 207.
47 Illustreret Tidende, vol. 44, no. 9 (1902), p. 142.
48 Danish author (1858-1914).

49 Danish lawyer (1856-1902).

46 Citeret efter John Fellow, op. cit., bd. 2, s. 207.
47 Illustreret Tidende, drg. 44, nr. 9 (1902), s. 142.
48 Forfatter (1858-1914).

49 Overretssagforer (1856-1902).
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the song God Help Me! Patriotic Song for Danes in America which
Gustav Wied had got his friend Nielsen to set to music. Nielsen
received the text of the song along with a letter from Gustav
Wied dated 3rd September 1901, which says: “Herewith the
song, which was written by Mr Jens Petersen. I am no ‘poet’ » %0
The job had its strict requirements. Jens Petersen
had furnished his text with the following instructions for the

form of the song:

“NB. The song will be performed in the theatre by a lady
accompanied by a harmonium. Shortly before this she has
sung the first verse of ‘In Denmark I was born, I have my
home there’, and the melody for the present song should (by
contrast) be rather less sentimental and the rhythm somewhat
less dragging. However it may dwell on the refrains. But above
all, it must be as simple as at all possible. There should prefer-
ably be a little introduction and it should be noted that the
singer, when she has finished the song, must be able to let

the accompaniment glide evenly and slyly over into Lumbye’s

s 51

Champagne Galop”.

As far as the character of the song is concerned, Nielsen fully
accommodated Jens Petersen’s wishes, but he composed
neither an introduction nor a subsequent bridging modulation
to Lumbye’s Champagne Galop. What one does find in his ink
manuscript is a four-bar introduction added in an unknown
hand, and after the last bar a “Transition to D-major (Cham-
pagne Galop)” has been added. These four bars are given in
Editorial Emendations and Alternative Readings, p. 318.

Atalanta was premiered at the Dagmar Theatre on
19th December 1901. Reviewers were unanimous in saying that
the very witty characterization and the good performances by
the actors did not make up for a nonsensical, incoherent plot.
After just six performances the play was taken off the bill.>> The
song God Help Me! is not mentioned in any reviews, and as far as
we know the song has not been performed in public since.

The plot of Atalanta revolves around the theme of
marriage between rich and poor. A penurious baron has many
years ago married the daughter of a prosperous burgher, and
they now live in a bad marriage. The baroness has a niece,

Amerika, som Gustav Wied havde fiet vennen Carl Nielsen til at
satte i musik. Carl Nielsen modtog teksten til sangen sammen
med et brev fra Gustav Wied dateret 3. september 1901. Heri
hedder det bl.a.: “Hermed Sangen, som er digtet af Hr. Jens
Petersen. Jeg er jo ikke ‘Digter’.””

Der var tale om en ganske bunden opgave. Jens
Petersen havde forsynet sin tekst med folgende anvisninger

angdende udformningen af sangen:

“NB. Sangen vil paa Theatret blive foredraget af en Dame, med
Accompagnement af et Stue-Orgel. Hun har kort i Forvejen sun-
get forste Vers af ‘I Danmark er jeg fgdt, der har jeg hjemme’,
og Melodien til naerveerende Sang skulde gjerne (i Modsaetning
hertil) veere noget mindre sentimental og Rythmen noget
mindre sleebende. Dog maa der gjerne dvales paa Omkvadene.
Men fremfor alt: den maa vere saa enkel som paa nogen Maade
muligt. Der skulde helst veere et lille Forspil, og det bemaerkes,
at Sangerinden, naar hun er feerdig med Sangen, skal vaere i
Stand til at lade Accompagnementet glide jeevnt og lumskeligt

over i Lumbyes Champagnegalop.””

Mht. sangens karakter efterlevede Carl Nielsen til fulde Jens
Petersens gnsker, men han komponerede hverken noget forspil
eller en efterfplgende overledende modulation til Lumbyes
Champagnegalop. Derimod finder man i hans blekmanuskript
et fire takters forspil tilfgjet med fremmed hdnd, ligesom der
efter sidste takt er tilfgjet “Overgang til D-dur (Champagne
Galop)”. Disse fire takter er gengivet i Editorial Emendations and
Alternative Readings, s. 318.

Atalanta havde premiere pd Dagmarteatret den 19.
december 1901. Et enigt anmelderkorps kunne konstatere, at
trods en meget vittig persontegning og gode skuespilpraesta-
tioner, kunne det dog ikke opveje en forvrgvlet usammenhaen-
gende handling. Efter kun seks opforelser blev stykket taget af
plakaten.52 Sangen Gudhjalp! er ikke omtalt i nogen anmeldelse,
og sd vidt vides har sangen ikke vaeret fremfgrt offentligt siden.

Handlingen i Atalanta kredser om temaet aegteskab
mellem rig og fattig. En lidet formuende baron har for mange
dr siden taget en velhavende borgerdatter til aegte og de lever

nu i et darligt samliv. Baronessen har en sgsterdatter, Atalanta,

50 Quoted from John Fellow, op. cit., vol. 2, p. 223.

51 Note in Jens Petersen’s hand written on the back of
the text of God Help Me!, enclosed with Carl Nielsen’s
manuscript for the song (DK-Kk, CNS 334).

52 Lauritz Swendsen, op. cit., p. 7.

50 Citeret efter John Fellow, op. cit., bd. 2, s. 223.

51 Omtale i Jens Petersens hind skrevet pd bagsiden af
teksten til Gudhjelp!, som er vedlagt Carl Nielsens
manuskript til sangen (DK-Kk, CNS 334).

52 Lauritz Swendsen, op. cit., s. 7.
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Atalanta, who has grown up in the USA as the daughter of a
rich businessman — her odd name was incidentally given to
her because she was born on an Atlantic steamer. Now the
17-year-old Atalanta comes to Denmark to marry a high school
principal on whom she has earlier had a crush. In Act Two
Atalanta sings two songs where she accompanies herself on

a harmonium. First she sings “I Danmark er jeg fodt”> and
then God Help Me! On the advice of the Baroness, Atalanta
pretends to have lost all her fortune, whereupon the high
school principal immediately beats a retreat. Finally a young
American arrives - the one Atalanta at heart really loves — and
the young couple are united.

Only a single musical source has survived for the
song God Help Me!, Nielsen’s ink manuscript. Besides this there
is Jens Petersen’s autograph manuscript for the text (included
in the ink manuscript), the text that Nielsen used for the com-
position. The text is further preserved in the Dagmar Theatre’s
script and in the printed edition of the play from 1901. There
are only minor differences between the text in Nielsen’s manu-
script and the other three textual sources. These differences are

listed in the Editorial Emendations and Alternative Readings, p. 318.

Niels Bo Foltmann

MUSIC FOR LAURITZ CHRISTIAN
NIELSEN’S PLAY WILLEMOES

auritz Christian Nielsen’s™ play Willemoes was performed

at the Folketeatret in 1908 with music by Nielsen and

Emilius Bangert.” Of the two composers Emilius Bangert
contributed most of the music, while Nielsen confined himself
to composing an orchestral prelude for Act Three and four songs.
The songs were published the same year with the title Sange til
L.C. Nielsen’ Skuespil “Willemoes” (‘Songs for L.C. Nielsen’s play ‘Wil-
lemoes”) and in reality became the play’s only enduring success.

The immediate occasion for Willemoes was the cente-

nary in 1908 of the death of the naval hero Peter Willemoes at
the Battle of Zealand Point, but the true agenda of the play was
agitation for defence measures that had been debated several

times since the 1870s and had become topical again in 1908

der er vokset op i USA som datter af en velhavende forretnings-
mand - hendes ejendommelige navn skyldes i gvrigt, at hun
kom til verden pd en atlanterhavsdamper. Nu kommer den
17-drige Atalanta til Danmark for at gifte sig med en hejskole-
forstander, hun tidligere har svermet for. I anden akt optraeder
Atalanta med to sange, som hun selv akkompagnerer pd et

953

stueorgel. Forst synger hun “I Danmark er jeg fodt”” og derefter
Gudhjalp! Efter baronessens rdd foregiver Atalanta at have mi-
stet hele sin formue, hvorefter hgjskolemanden straks traekker
sig tilbage. Til sidst ankommer en ung amerikaner - han som
Atalanta elsker inderst inde — og det unge par far hinanden.
Der er kun overleveret en enkelt musikalsk kilde
til sangen Gudhjelp!, nemlig Carl Nielsens blekmanuskript.
Herudover findes Jens Petersens egenh@ndige manuskript til
teksten (indgdr i blekmanuskriptet), den tekst som Carl Niel-
sen anvendte ved kompositionen. Endvidere foreligger teksten
i Dagmarteatrets tekstbog samt i den trykte udgave af skuespil-
let fra 1901. Der forekommer kun mindre afvigelser imellem
teksten i Carl Nielsens manuskript og de tre gvrige tekstkilder.
Disse afvigelser er meddelt i Editorial Emendations and Alternative
Readings, s. 318.

Niels Bo Foltmann

MUSIK TIL LAURITZ CHRISTIAN
NIELSENS SKUESPIL WILLEMOES

auritz Christian Nielsens™ skuespil Willemoes opfortes

pé Folketeatret i 1908 med musik af Carl Nielsen og

Emilius Bangert.”® Af de to komponister bidrog Emilius
Bangert med hovedparten af musikken, mens Carl Nielsen
begransede sig til at komponere et orkesterforspil til tredje akt
og fire sange. Sangene udkom samme dr under titlen Sange til
L.C. Nielsen’ Skuespil “Willemoes” og blev i realiteten skuespillets
eneste varige succes.

Willemoes var umiddelbart motiveret af, at det i 1908
var 100 ar siden sphelten Peter Willemoes omkom under slaget
ved Sjellands Odde, men skuespillets egentlige anliggende
var agitation for forsvarsspergsmadlet, der havde vaeret debat-

teret i flere omgange siden 1870erne og i 1908 var aktualiseret

53 Presumably Henrik Rung’s melody to Hans Christian
Andersen’s text.

54 (1871-1930).

55 The Danish composer and organist Emilius Bangert
(1883-1962) was a pupil of Carl Nielsen.

53 Antagelig Henrik Rungs melodi til H.C. Andersens tekst.

54 (1871-1930).

55 Komponisten og organisten Emilius Bangert (1883-1962)
var elev af Carl Nielsen.
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because the Defence Commission was to issue a report on a
reform of the Danish military. Nationaltidende wrote for example:
“Much of the play’s earnest dialogue is in fact only superficially
addressed to the Danes who lived in 1808. In reality it is the Den-
mark of 1908 they wish to adjure and arouse”.* Politiken men-
tions that one of the actresses shows the colours of the flag “as if
the young lady bore a message from the Defence Commission”.”’

The reviews in the newspapers were about as parti-
san as the play itself; the Radical-Liberal Politiken thought that
the author must have had

“the large, wide, naive public in mind, the public in whose
minds the idea of the Fatherland lives as a deep, obscure in-
stinct and which permits itself to be fired and enthralled when
brought face to face with armed victories and cannon shot on
stage - just as it is entranced by boxing and wrestling bouts in

: » 58
the rings”.

But not even the defence-friendly Nationaltidende could work up

greater enthusiasm than to declare:

“There is a beautiful, poetic atmosphere over several of these
scenes, a direct popular impact in the battle scenes - but

dramatically the whole play is inept”.*

Some of the most dramatic scenes in the play, including the
Battle of Copenhagen in 1801 and the daring troop transports
over the turbulent sea heralded by the later so popular song
Havet omkring Danmark (‘The Sea around Denmark’) were not
shown on stage, only reported. Of the music Nationaltidende stated
very briefly: “For the songs in the play Mr Carl Nielsen has writ-
ten some melodies of a popular stamp while one of his pupils, Mr
Bangert, has composed the expressive entr’acte music”.*’

Willemoes went through a total of 31 performances
at the Folketeatret in Copenhagen between 7th February and
18th April 1908 and in 1909 was played five time at the Aarhus
Theatre.

The above-mentioned publication of Nielsen’s songs
comprises five songs, but the play only has four of his songs.
The song Our native Land, (“Folger hvo, som folge kan”) which

af, at forsvarskommissionen skulle afgive beteenkning om en
nyordning af det danske forsvar. I Nationaltidende hedder det

fx “Mange af Stykkets alvorstunge Replikker er da ogsaa kun
tilsyneladende henvendt til de danske, der levede i 1808. Det er
i Virkeligheden paa et Danmark fra 1908, det er deres Hensigt

556

at virke manende og vaekkende.”™ I Politiken navnes det, at

en af de kvindelige skuespillere viser flagets farver “som kom

Frokenen med Bud fra Forsvarskommissionen”.”
Anmeldelserne i dagbladene var omtrent lige sa

partiske som stykket selv; den radikale Politiken mente, at forfat-

teren matte have haft

“det store, brede, naive Publikum for @je, det Publikum, i hvis
Sind Faedrelandets Idé lever som et dybt, uklart Instinkt, og
som lader sig begejstre og henfore, naar det stilles Ansigt til
Ansigt med Vaabensejre og Kanonnederlag paa Scenen - paa
samme Maade, som det betages over Bokse- og Brydekampe paa

Tribunerne.” >

Heller ikke den forsvarsvenlige Nationaltidende kunne dog

svinge sig op til sterre hejder end at erklaere:

“Der er smuk poetisk Stemning over flere af disse Optrin, umid-
delbar folkelig Virkning i Slagscenerne, men - dramatisk er det

259

hele Skuespil ubehjaelpsomt.

Nogle af skuespillets mest dramatiske optrin, herunder Slaget
pd Reden i 1801 og de dristige troppetransporter over det
oprorte hav, der indvarsledes af den siden sd udbredte sang,
“Havet omkring Danmark”, blev sdledes ikke fremstillet sce-
nisk, men blot genfortalt. Om musikken udtalte Nationaltidende
sig ganske kort: “Til Stykkets Sange har Hr. Carl Nielsen
skrevet nogle Melodier af folkeligt Tilsnit, medens en Elev af
ham, Hr.Ban gert, har komponeret den malende Mellem-
aktsmusik.”*

Willemoes opndede i alt 31 opforelser pa Folketeatret
i Kebenhavn mellem 7. februar og 18. april 1908 og blev i 1909
opfort fem gange pa Aarhus Teater.

Den naevnte udgave af Carl Nielsens sange indehol-

der fem sange, mens skuespillet kun indeholder fire sange af

56 Nationaltidende, 8.2.1908.

57 Politiken, 8.2.1908. The review is signed “S.L.”
58 Ibid.

59 Nationaltidende, 8.2.1908.

60 Nationaltidende, 7.2.1908.

56 Nationaltidende, 8.2.1908.

57 Politiken, 8.2.1908. Anmeldelsen er signeret “S.L.”
58 Ibid.

59 Nationaltidende, 8.2.1908.

60 Nationaltidende, 7.2.1908.
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is included in the play, has a text by K.L. Rahbek® and in the
stage performance of Willemoes was sung to a melody by the
Folketeatret’s conductor Axel Schigler.*” In connection with the
publication, however, Nielsen composed his own melody for
Rahbek’s text, but it was not sung at The Folk Theatre.

Despite the fact that Willemoes has music by no fewer
than three composers — Bangert, Nielsen and Schigler - there is
no evidence in the musical material that they worked together
on any of the individual musical numbers.*’ The only unified
source for the music of the play is the performance material from
the Folketeatret (Source I), which also includes Axel Schigler’s
song and Emilius Bangert’s music for the prelude, first, second
and fourth act as well as the final scene; as part of the music in
the final scene there is also a quotation of C.E.F. Weyse’s melody
for Grundtvig’s poem Gather round, ye maidens small, written in
memory of Peter Willemoes.

The sources for Willemoes comprise Nielsen’s ink fair
copy of the songs and the orchestral prelude to Act Three plus
drafts and sketches for Vibeke’s Song, Our Native Land, Then take
us, 0 Mother and the orchestral prelude. There is also a set of
parts in a manuscript copy.

The basis for the edition is the fair copy, partly
completed by analogy from the source itself, partly edited with
support from the parts and the draft. The printed edition of the
songs has also been consulted as far as the songs are concerned.

SYNOPSIS

The play consists of a prelude and four acts. Except for Act
Three all sections have an orchestral prelude or an orchestral
interlude by Emilius Bangert.

The prelude to the play takes place during the Battle
of Copenhagen on 2nd April 1801. The course of the battle
is followed at a distance through the eyes of the Willemoes
brothers’ landlady. Madam Paaske. In the second scene of the
prelude Our Native Land is sung (Music No. 1) by a crowd of pas-
sers-by to the accompaniment of a bass drum. In the seventh
scene Willemoes returns and gives a report of the battle to
his brothers and his friends Grundtvig and Christen Pram.
The young girl Vibeke enters to ascertain that Willemoes is

ham. Sangen Fadreneland (“Felger hvo, som fplge kan”), der ind-
gir i skuespillet, har tekst af K.L. Rahbek® og blev i den sceni-
ske opforelse af Willemoes sunget pa en melodi af Folketeatrets
kapelmester Axel Schigler.” I forbindelse med udgaven kom-
ponerede Carl Nielsen imidlertid sin egen melodi til Rahbeks
tekst, men det var altsd ikke denne, man sang pa Folketeatret.

Til trods for at Willemoes har musik af hele tre kom-
ponister, Bangert, Nielsen og Schigler, er der ikke vidnesbyrd
i nodematerialet om, at de arbejdede sammen om de enkelte
musikalske indslag.®® Den eneste samlede kilde til skuespilmu-
sikken er opfgrelsesmaterialet fra Folketeatret, kilde I, der til-
lige indeholder Axel Schiglers sang og Emilius Bangerts musik
til forspillet, forste, anden og fjerde akt samt til slutscenen;
som led i musikken i slutscenen citeres i gvrigt C.E.F. Weyses
melodi til Grundtvigs digt Kommer hid, I Piger smaa, skrevet til
minde om Peter Willemoes.

Kilderne til Willemoes omfatter Carl Nielsens blaek-
renskrift af sangene og orkesterforspillet til tredje akt samt
kladder og skitser til Vibekes Sang, Fadreland, Ja, tag os, vor Moder
og orkesterforspillet. Hertil kommer et sat stemmer i afskrift.

Til grund for udgaven er lagt renskriften, der dels er
analogikompletteret pd kildens egne praemisser, dels er revide-
ret med stotte i stemmerne og kladden. Desuden er den trykte
udgave af sangene konsulteret for sangenes vedkommende.

SCENE- OG HANDLINGSGANG

Skuespillet omfatter et forspil og fire akter. P4 naer tredje akt
har alle dele orkesterforspil eller orkestermellemspil af Emilius
Bangert.

Forspillet foregdr under Slaget pd Reden den 2.
april 1801. Slagets gang folges pd afstand gennem brodrene
Willemoes’ vertinde, madam Paaske. I forspillets anden scene
synges Fadreland (Musik nr. 1) af en forbipasserende skare
til akkompagnement af stortromme. I syvende scene vender
Willemoes tilbage og aflegger beretning om slaget til sine
bredre og vennerne Grundtvig og Christen Pram. Den unge
pige Vibeke kommer til for at fa vished om, at Willemoes er
uskadt. K.L. Rahbeks sang Fadreneland (“Folger hvo, som falge
kan”), lyder i niende scene fra en skare af kunstnere, studen-

61 Danish poet (1760-1830).

62 Danish composer, violinist and conductor (1872-1930).

63 Emilius Bangert’s music for Willemoes is preserved in
DK-Kk, Emilius Bangerts Samling, I/1, and in Source I.

61 Digter (1760-1830).

62 Komponist, violinist og kapelmester (1872-1930).

63 Emilius Bangerts musik til Willemoes er bevaret i DK-Kk,
Emilius Bangerts Samling, I/1, samt i kilde I.
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unharmed. K.L. Rahbek’s song Fadreneland (“Folger hvo, som
folge kan”) is heard in the ninth scene from a crowd of artists,
students, workers and citizens who go off to the Royal Palace to
demonstrate their allegiance. Willemoes and his brothers and
friends join the crowd, and the prelude ends with Willemoes
breaking into song with Then take us, o Mother (Music No. 2).
Everyone joins in the refrain.

Act One takes place in Tranekaer Manor Park on the
island of Langeland on a sunny day in August 1807. In the first
scene we meet Grundtvig, who is the tutor of the young Carl
Leth. They talk about Willemoes, who has sought service in
faraway Russia, but now that Denmark is again threatened by
the English, the fatherland has need of him, thinks Grundtvig,
who complains that Willemoes’ brave deeds have only been
rewarded with exile. At the end of the act it is announced that
Willemoes is expected home.

The first section of Act Two begins a week later at
a landing stage off the coast of Langeland, where some men
under the command of Willemoes repel an attack from the
English. Despite the harsh weather Willemoes orders the troops
from a Jutland regiment to sail over to Lolland so they can join a
regiment there. His decision brings protests from the officers of
the troops, but Willemoes insists and urges Pram to strengthen
the men’s resolve with a song. Pram then breaks into The Song
of the Sea (Music No. 3). Between each verse the storm can be
heard. Willemoes takes a tender farewell of Vibeke and promises
to return. This is followed by an orchestral interlude by Bangert
illustrating the raging of the storm. In the second section of the
act Willemoes’ return from his perilous journey is awaited with
longing, and finally he appears. Vibeke declares her love for him.

Act Three, which begins with Nielsen’s orchestral
prelude (Music No. 4), takes place a few weeks later in a hall at
Tranekar Manor. Vibeke sits at a piano and when the curtain
rises she sings Vibeke’s Song (Music No. 5). Suddenly a message
comes that the English have taken all the Danish ships, and that
the capital is in flames. Willemoes asks what has gone wrong,
and is told that they had forgotten to act while there was time. As
a condition of peace the English demand the Danish fleet. Wille-
moes announces that he will immediately seek to be released
from his service on Langeland and will find a ship from which
he can resume the struggle. He takes a tearful farewell of Vibeke,

who hangs a medallion around his neck as a token of their love.

ter, arbejdere og borgere, der drager af sted til kongeslottet
for at vise deres troskab. Willemoes og hans brpdre og venner
slutter sig til skaren, hvorpa forspillet slutter med, at Wille-
moes bryder ud i sangen Ja, tag os, vor Moder (Musik nr. 2). Alle
synger med pa omkveedet.

Forste akt udspiller sig pd Langeland i Tranekaer
slotspark en solfyldt dag i august 1807. I fgrste scene moder
man Grundtvig, der er huslerer for den unge Carl Leth. De
taler om Willemoes, der har sggt tjeneste i det fjerne Rus-
land, men nu da Danmark atter er truet af engleenderne, har
feedrelandet brug for ham, mener Grundtvig, der beklager, at
Willemoes’ modige bedrifter kun er blevet lonnet med land-
flygtighed. I slutningen af akten bebudes det, at Willemoes
ventes tilbage.

Anden akt, forste afdeling foregdr en uge senere
ved et udskibningssted ud for Langelands kyst, hvor nogle
mand under Willemoes’ ledelse afvaerger et angreb fra eng-
leenderne. Trods det hirde vejr befaler Willemoes at lade trop-
perne fra et jysk regiment sejle over til Lolland, for at de kan
slutte sig til et regiment dér. Hans beslutning fir troppernes
officerer til at protestere, men Willemoes stdr fast og opfor-
drer Pram til at styrke maendenes mod med en sang. Pram
bryder derpd ud i Havets Sang (Musik nr. 3). Mellem hvert vers
heres stormen. Willemoes tager en varm afsked med Vibeke
og lover at komme tilbage. Herpa folger et orkestermellemspil
af Bangert, der illustrerer stormens rasen. I aktens anden
afdeling venter man med laengsel Willemoes tilbage efter den
farefulde feerd, og endelig kommer han. Vibeke erklarer ham
sin keerlighed.

Tredje akt, der indledes med Carl Nielsens orkester-
forspil (Musik nr. 4), foregdr nogle uger senere i en sal pa
Tranekeer slot. Vibeke sidder ved et flygel, og da taeppet gir
op, synger hun Vibekes Sang (Musik nr. 5). Pludselig kommer
der besked om, at englaenderne har taget alle de danske skibe,
og at hovedstaden stdr i brand. Willemoes sporger, hvad der
er gdet galt, og fir svaret, at man glemte at handle, mens det
var tid. Som betingelse for freden kraever engleenderne den
danske flade. Willemoes bebuder, at han straks vil sege om at
blive lpst fra sin tjeneste pd Langeland og finde et skib, hvorfra
han kan tage kampen op. Han tager en tdrevaedet afsked med
Vibeke, som haenger en medaljon om hans hals til minde om
sin kaerlighed.
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Act Four is set in the officers’ mess on the ship

Prins Christian. Five foreign ships of the line are approaching
and they prepare for battle. The captains Jessen, Willemoes,
Lieutenant Top and Pram step silently out of the command-
er’s cabin. But the wind is favourable to the English, who are
numerically superior. The men have consulted fortune-telling
cards that bode ill for Willemoes. He hears this, but does not
fear death. He takes Vibeke’s medallion out and kisses it. Dur-
ing an engagement he is shot by the enemy’s bullets and dies
of his wounds, praising his unhappy country. The concluding
tableau, which is accompanied by Bangert’s orchestral music,

shows Vibeke leaning against Grundtvig.

Lisbeth Ahlgren Jensen

MUSIC FOR OTTO BENZON’S PLAY
PARENTS

n 1908, for the author Otto Benzon’s** one-acter Parents,
Nielsen composed two short piano pieces that not only frame
the play musically but also help to express its central idea.

The music thus plays an important role for the two
male characters, a father and a son: as a young man the father
has been divided between his love of music on the one hand
and duty on the other. Now, many years later, he sees his son
facing a similar dilemma, because his love of a woman - a
married woman into the bargain - has inspired him to cre-
ate music; the son is thus attracted by the idea of becoming
an artist. But duty dictates that he should continue with his
sensible law studies. The mother, too, tells her son that she has
been tempted to break out of her marriage of duty. After being
told the story of each of his parents, the son is left to his own
reflections, while his parents grow closer and find their way to
a new understanding.

The first of the piano pieces, which according to the
script has been left on the piano by the composing son, starts
off the dialogue, as the mother asks the father whether he has
been playing one of his own youthful works. During the play-
ing his face has expressed happy surprise, and he approvingly
repeats the musical theme. When he becomes aware of the pres-

Fjerde akt foregdr i officersmessen pé skibet Prins
Christian. Fem fremmede linjeskibe narmer sig, og man gor
klar til kamp. Kaptajnerne Jessen, Willemoes, lgjtnant Top
og Pram traeder tavse frem fra chefkahytten. Men vinden er
gunstig for englaenderne, der er talmaessigt overlegne. Maen-
dene har lagt spakort op, der varsler ilde for Willemoes. Han
horer det, men frygter ikke deden. Han tager Vibekes medaljon
frem og kysser den. Under en treefning rammes han af fjendens
kugler og dor af sine sdr, idet han priser sit ulykkelige land. Det
afsluttende tableau, der ledsages af Bangerts orkestermusik,
viser Vibeke stottende sig til Grundtvig.

Lisbeth Ahlgren Jensen

MUSIK TIL OTTO BENZONS SKUE-
SPIL FORAZLDRE

il forfatteren Otto Benzons® enakter Forzldre kompone-

rede Carl Nielsen i 1908 to korte klaverstykker, der ikke

blot indrammer skuespillet musikalsk men ogsd er med
til at udtrykke dets centrale idé.

Musikken spiller sdledes en vigtig rolle for de to
mandlige figurer, en far og en s@n, idet faren som ung har varet
splittet mellem sin keerlighed til musikken pa den ene side og
pligten pa den anden. Nu mange ar senere oplever han spnnen
sta foran et lignende dilemma, der er udlest af, at kaerligheden
til en kvinde - der oven i kgbet er gift - har inspireret ham til
at skabe musik; spnnen foler sig altsd draget af tanken om at
blive kunstner. Men pligten dikterer ham at fortsaette med det
fornuftsbetonede jurastudium. Ogsa moren forteeller sgnnen, at
hun har folt sig fristet til at bryde ud af sit pligtbundne agte-
skab. Efter at vaere blevet betroet hver af sine foraeldres historie
overlades spnnen til sine egne overvejelser, mens foraldrene
naermer sig hinanden og finder frem til en slags ny forstdelse.

Det forste af klaverstykkerne, der ifplge tekstbogen
er efterladt pa klaveret af den komponerende son, setter dia-
logen i gang ved at moren spgrger faren, om han er i faerd med
at spille et af sine egne ungdomsverker. Under spillet har hans
ansigt udtrykt glaedelig overraskelse, og bifaldende gentager
han det musikalske motiv. Da han bliver opmarksom pa sin

64 The author Otto Benzon (1856-1927) also worked as a
pharmacist and for a period was director of the Royal
Theatre.

64 Forfatteren Otto Benzon (1856-1927) virkede ogsd som
farmaceut og var i en periode direkter for Det Konge-
lige Teater.
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ence of his wife, he breaks off his playing but resumes a little
later by striking a couple of chords. Once more, at the end of the
play, the father plays the son’s composition. It is evident from
the score that he begins with an upbeat to bar 3, but it is not
clear how much he is able to play before the curtain falls, since
Nielsen’s score has no concluding double bar line and fermata.

Parents was performed for the first time at the Royal
Theatre on 9th February 1908 and was performed a further four
times in the 1907-1908 season, then lay dormant for many years.
With a total performance time of 25-30 minutes the one-acter
did not fill a whole evening, but was played as a prelude to Karl
Gjellerup’s and C.F.E. Horneman’s ‘satyr play’ The Contest with the
Muses.*”® The reason for linking these two productions was that
despite their different genres they had related subjects.

A few days after the premiere Nielsen wrote in a let-
ter to Otto Benzon that he was looking forward to reading the
play, so he could find out “how it can be that from the stage it
seemed so extraordinarily perfect and architecturally fine as a
little temple from Greece.”

However, he was sorry about the context in which

Parents was presented:

“It is a pity that the excellent little work has been linked
together with the preposterous ‘Thamyris’ [The Contest with the
Muses]; but we may hope that the bond is severed very soon, so

the audience may be given a chance to see our play”.*®

Among the reviewers there was apparently only one who men-
tioned the music, and this was in a quite dispassionate tone:
“to the musical bars of Carl Nielsen the curtain fell”.”’

In 1923 Parents was revived at the Royal Theatre and
now, under the overall title Three Unframed Pictures, had been
supplemented by a further two one-acters by Otto Benzon,
Landscape with Figures and Genre Pictures. In this form it was
performed a total of 34 times from 4th January 1923 until 7th
April 1924. Nielsen’s piano pieces were still used in the stage
performance of Parents (which was now called Interior), but they

do not seem to have been mentioned in the newspapers.

hustrus tilstedeverelse, afbryder han spillet men genoptager
det lidt efter ved at ansla et par akkorder. Atter engang ved
skuespillets slutning spiller faren sgnnens komposition. Det
fremgdr af partituret, at han begynder med en optakt til takt
3, mens det ikke star klart, hvor meget han ndr at spille, for
teppet falder, da Carl Nielsens partitur savner afsluttende dob-
beltstreg og fermat.

Foraldre blev opfort pd Det Kongelige Teater forste
gang den 9. februar 1908 og opfortes yderligere fire gange i sae-
sonen 1907-1908 for dernaest at ligge i dvale i en arraekke. Med
en samlet spilletid pd 25-30 minutter udfyldte enakteren ikke
en hel aften men spilledes som optakt til Karl Gjellerups og
C.F.E. Hornemans satyrspil Kampen med Muserne.” Begrundelsen
for at kaede disse to forestillinger sammen var, at de til trods for
deres forskellige genrer var emnemaessigt beslaegtet.

Nogle dage efter premieren skrev Carl Nielsen i et
brev til Otto Benzon, at han gledede sig til at laese skuespillet,
sd han kunne finde ud af, “hvori det stikker, at det fra Scenen
virkede saa overordenligt formfuldendt og arkitektonisk fint
som et lille Tempel fra Grakenland.”

Han var dog ked af den sammenhaeng, Foraldre blev

preesenteret i:

“Det er Skade at det udmeerkede lille Arbejde er koblet sam-
men med det sindsvage ‘Thamyris’ [Kampen med Muserne|; men
forhaabentlig bliver Baandet hugget over meget snart, saa at

66

Publikum kan faa Lejlighed til at se Deres Stykke.

Blandt anmelderne var der tilsyneladende kun én, der navnte
musikken, og det skete i et ganske lidenskabslest tonefald: “til
Carl Nielsen’ske Musiktakter faldt Teppet.”®’

11923 blev Foraldre genoptaget pd Det Kongelige
Teater og var nu under fallestitlen Tre Billeder uden Ramme
udbygget med yderlige to enaktere af Otto Benzon, Landskab
med Figurer og Genrebilleder. I denne skikkelse opfertes den i
alt 34 gange fra 4. januar 1923 til 7. april 1924. Carl Nielsens
klaverstykker blev fortsat benyttet i den sceniske opforelse af
Foraldre (der nu kaldtes Interior), men de ser ikke ud til at vaere

blevet genstand for omtale i dagspressen.

65 The Contest with the Muses was an adaptation of Karl Gjel-
lerup’s (1857-1919) versified literary allegory Thamyris
from 1887. C.F.E. Horneman’s (1840-1906) music takes
the form of something between drama and opera and is
rich in song, choric scenes and dances.

66 Letter to Otto Benzon, 13.2.1908 (DK-Kk, Ny Kgl. Saml.
4838,4").

67 Politiken, 10.2.1908.

65 Kampen med Muserne var en omarbejdning af Karl Gjelle-
rups (1857-1919) versificerede litteraturallegori Thamyris
fra 1887. C.F.E. Hornemans (1840-1906) musik former sig
som en mellemting mellem drama og opera og er rig pa
sang, koriske optrin og danse.

66 Brev til Otto Benzon, 13.2.1908 (DK-Kk, Ny Kgl. Saml.
4838,4").

67 Politiken, 10.2.1908.
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The sources for the musical items in Parents consist
of Nielsen’s draft, D, and the manuscript copies A, B and C. The
manuscript copies are more or less identical, but since they all
differ a little from the draft, they were probably copied from a
now-unknown fair copy. At the bottom of the draft the name
of the actor Karl Mantzius,*® who played the father’s role in the
first season of the play, has been added.

The basis of the edition is A, which was used for the
performance at the Royal Theatre in 1908.

It appears from the script that the first piano piece is
played when the curtain goes up, and again when it goes down,
and that the player has struck a couple of chords along the way.
On the basis of this vague information about the performance
of the music on stage, one cannot determine exactly how the
individual pieces were played, and especially how the third
piano piece ends, since it is not rounded off by a final chord, or
even a double bar line - the music simply stops.

Only the first two piano pieces were notated by
Nielsen, while the third, which is identical to the first, has been
furnished with a verbal note that it is to be repeated at the end
of the production. But since it is only to begin from b. 2, where
an upbeat chord (quaver) has been added with a fermata, in
connection with this edition it has been necessary to write out
the piece in full, since b. 2 would otherwise be redundant.

Lisbeth Ahlgren Jensen

MUSIC FOR LUDVIG HOLSTEIN’S
PLAY TOVE

he music for Ludvig Holstein’s® play Tove was composed

in the autumn of 1907 and the early months of 1908.

In June 1907 Nielsen had replied to an inquiry from his
wife: “I have not yet begun on Tove; but it is a matter of trifles;
once I set about it.”” There are some indications, though,
that he had underestimated the task, for his score comprises
a whole 120 pages and is end-dated twice, on 16th December

Kilderne til de musikalske indslag i Foraldre bestar af
Carl Nielsens kladde, D, og afskrifterne A, B og C. Afskrifterne er
stort set identiske, men da de alle afviger en smule fra kladden,
er de formentlig afskrevet efter en nu ikke laengere kendt ren-
skrift. Nederst pd kladden er tilfgjet navnet pa skuespilleren Karl
Mantzius,” der udfprte farens rolle i skuespillets forste saeson.

Til grund for udgaven er lagt A, der blev benyttet ved
opforelsen pad Det Kgl. Teater i 1908.

Af tekstbogen fremgar det, at det forste klaverstykke
spilles, da taeppet gar op, og atter lyder, da det gar ned, samt at
den spillende undervejs har ansldet et par akkorder. P4 bag-
grund af disse vage oplysninger om musikkens udferelse pd sce-
nen, kan man ikke afggre, praecis hvordan de enkelte stykker er
blevet spillet og navnlig ikke, hvordan det tredje klaverstykke
slutter, da det ikke afrundes med en slutakkord, endsige med
en dobbeltstreg; musikken holder simpelthen bare op.

Fra Carl Nielsens side er kun de to forste klaverstyk-
ker noteret, mens det tredje, der altsa er identisk med det for-
ste, er forsynet med en verbal angivelse af, at det skal gentages
i slutningen af forestillingen. Men da det fgrst skal satte ind
fra t. 2, hvor der er tilfpjet en optaktsakkord af en ottendedels
varighed, har det i forbindelse med udgivelsen veeret ngdven-
digt at udskrive stykket fuldstaendigt, da t. 2 ellers ville blive
overkomplet.

Lisbeth Ahlgren Jensen

MUSIK TIL LUDVIG HOLSTEINS
SKUESPIL TOVE

usikken til Ludvig Holsteins® skuespil Tove er kompo-

neret i efterdret 1907 og de forste méaneder af 1908.

I juni 1907 havde Carl Nielsen pd en foresporgsel fra
sin hustru svaret: “Paa Tove har jeg ikke begyndt; men det er
jo egentlig kun Bagateller; naar jeg forst faar fat i en Ende.””
Men noget tyder pd, at han undervurderede opgaven, for hans

partitur omfatter hele 120 sider og er slutdateret to gange, hhv.

68 For a period the actor Karl Mantzius (1860-1921) was
also director of the Royal Theatre.

69 Danish author (1863-1943).

70 Letter to Anne Marie Carl-Nielsen, 25.6.1907, quoted
from Torben Schousboe (ed.), Carl Nielsen. Dagbager og
brevveksling med Anne Marie Carl-Nielsen, Copenhagen
1983, pp. 244-245.

71 The datings are in the draft (Source A) on p. “36” and p.
“07” respectively. The pagination is not sequential.

68 Skuespilleren Karl Mantzius (1860-1921) var i en periode
ogsa direkter for Det Kongelige Teater.

69 Forfatter (1863-1943).

70 Brev til Anne Marie Carl-Nielsen 25.6.1907. Citeret
efter Torben Schousboe (udg.), Carl Nielsen. Dagboger og
brevveksling med Anne Marie Carl-Nielsen, Kebenhavn 1983,
S. 244-245.

71 Dateringerne findes i kladden (kilde A) pd henholdsvis
s. “36” og s. “07”. Pagineringen er ikke fortlgbende.
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1907 and 10th February 1908,”" and after the latter date too he
worked on with the music, as is evident from his letter to his
friend Alette Schou:

“At present I am again so busy, but it is progressing, and now
I'will soon be finished with some music I had promised to
compose for Ludv. Holstein’s drama ‘Tove’ and which is to come

up at the Dagmar Theatre very soon”.””

A few weeks before this Ludvig Holstein had commented on the
music, while at the same time asking a little impatiently for

the missing numbers:

“Very soon the rehearsals of ‘Tove’ begin. |...] Bear with my stage
fright and don’t be angry because I remind you of what is still
missing — a tripping waltz behind the scenes (1st Act), Lady Bore-
dom, and a little music in the final scene in Act Five. Whether
the last of these is necessary I leave anyway to your discretion.
But should there not be music before the curtain goes up??” ”*

So as late as six weeks before the premiere Nielsen had still not
composed some of the music. It comes as no surprise, then,
that he had to ask the pianist Henrik Knudsen for assistance
with the fair-copying of the score so he could finish it in time.”

Not only from the letter from Ludvig Holstein, but
also from the two different datings in the draft, can one see
that Nielsen did not work consecutively with the music, but
that he composed some of the first music at a late stage and
some of the songs from the middle of the play before that. Con-
currently with finishing the orchestral score, and even before
the play had been performed, he was busy publishing four of
the songs, We sons of the plains (Vi Sletternes Senner), Fowler Lay
(Fuglefeengervise), Tove’s Song and Hunting Song. They appeared
in a booklet with a title page designed by his wife and daugh-
ter, and they could even be bought individually.”®

Holstein was mainly enthusiastic about the music
Nielsen had created for Tove; but he thought one of the songs

was not successful:

16. december 1907 og 10. februar 1908,” og ogsi efter sidst-
naevnte dato arbejdede han videre med musikken, sdledes som

det fremgdr af hans brev til veninden Alette Schou:

“For Tiden har jeg atter saa travlt, men det gaar dog, og nu er
jeg snart faerdig med en Del Musik, jeg havde lovet at kom-
ponere til Ludv. Holsteins Drama ‘Tove’ og som skal frem paa

Dagmartheatret meget snart.””

Nogle uger forinden havde Ludvig Holstein kommenteret
musikken, samtidig med at han lidt utdlmodigt rykkede for de
manglende numre:

“Meget snart begynder Indstuderingen af ‘Tove’. [...] Baer over
med min Lampefeber og ver ikke vred fordi jeg minder Dem
om det endnu manglende - en Trippevals bag Scenen (1ste
AKkt), Fru Kedsomhed, og lidt Musik i Slutscenen i 5te Akt. Om
det sidste er ngdvendigt overlader jeg forgvrigt til Deres bedste
Sken. Men skulde der ikke noget Musik for Teppet gir op??””

Sd sent som seks uger for premieren manglede Carl Nielsen
altsa stadig at komponere en del af musikken. Det kan derfor
ikke undre, at han métte bede pianisten Henrik Knudsen om at
assistere med renskrivningen af partituret for at na det i tide.”
Af brevet fra Ludvig Holstein, men ogsa af de to
forskellige dateringer i kladden kan man se, at Carl Nielsen
ikke arbejdede fortlgbende med musikken, men at han kom-
ponerede noget af det forste til sidst og nogle af sangene midt
i skuespillet som det tidligste. Sidelpbende med at han faerdig-
gjorde orkesterpartituret, og endnu inden skuespillet var blevet
opfort, var han séledes i feerd med at udgive fire af sangene,
Vi Sletternes Sonner, Fuglef@ngervise, Toves Sang og Jegersang. De
udkom i et hafte med titelblad udfert af hans hustru og datter,
og de kunne endog kebes enkeltvis.”®
Holstein var helt overvejende begejstret for den
musik, Carl Nielsen havde skabt til Tove; men én af sangene
syntes han dog ikke var vellykket:

72 Letter to Alette Schou, 15.2.1908 (DK-Kk, NBD, 2.rk.).

73 Letter to Carl Nielsen, 2.2.1908 (DK-Kk, CNA, I.A.b.).

74 Carl Nielsen’s message to Henrik Knudsen about the
fair copy appears in his note in the draft, p. “50 (a)”.

75 Carl Nielsen, Songs by Ludvig Holstein. Tove. Wilhelm
Hansen, Musik-Forlag. P1. No. 14237a [1908]. Anne Marie
Carl-Nielsen’s proposal for the title page was comment-
ed on by Carl Nielsen in a letter of 10.2.1908; cf. Torben
Schousboe, op. cit., p. 270.

72 Brev til Alette Schou, 15.2.1908 (DK-Kk, NBD, 2.rk.).

73 Brev til Carl Nielsen, 2.2.1908 (DK-Kk, CNA, LA.b.).

74 Carl Nielsens besked til Henrik Knudsen angaende
renskriften fremgar af hans tilskrift i kladden, s. “50 (a)”.

75 Carl Nielsen, Sange af Ludvig Holstein. Tove. Wilhelm
Hansen, Musik-Forlag. Pl. nr. 14237a [1908]. Anne Marie
Carl-Nielsens forslag til titelbladet blev kommenteret af
Carl Nielsen i et brev den 10.2.1908, jf. Torben Schous-
boe, op. cit., s. 270.
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“I think you have struck the tone in my play. Only ‘The Song of

the Larks’ eludes me, undoubtedly my fault”.”®

Perhaps Nielsen was also himself dissatisfied with his setting of
“Det er Laerkernes Tid”, for it is not among the four published
songs from Tove and later became well known with a melody by
Thorvald Aagaard.”

Despite the fact that the music for Tove was created
under great pressure of time and turned out to be a bigger
task than Nielsen had thought, he did end up looking back
at it as a successful piece of work. When he was asked later in
1908 to provide some information about his earlier works, he
mentioned the music for the play as an enriching experience to
have tried his strength with.

“I have myself written a few minor things and a rather volu-
minous opus — music for Ludv. Holstein’s drama “Tove’ which
was performed at the Dagmar Theatre. This work — if I may say
so — has its own Zealandish charm and warmth, and I believe

I succeeded in finding the musical tone for it; friends of my
music say that in “Tove’ there is a new, distinctively Danish
element that [ have not shown so strongly earlier. At any rate

I suppose it is always good on the one hand to get and on the
other to give oneself tasks of different kinds and sizes; it isn’t

» 78

good for the bow to be constantly stretched to the limit”.

Tove was performed for the first time at the Dagmar Theatre
on 20th March 1908 and managed a further eight perform-
ances in the 1907-1908 season, but does not seem to have been
performed at any theatre later. The reception of the play was
rather lukewarm, but the reviewers were more or less agreed
that Nielsen’s music was successful. In Politiken Charles Kjerulf

wrote of the music:

“There is no shortage of it in the play and between the acts, but
one does not really get any impression that it plays a major role;
in this respect the composer — quite rightly - has kept it so to

speak on another plane: illustrative, declamatory, accompanying.

“jeg synes De har fundet Tonen i mit Stykke. Kun ‘Leerkernes
Sang’ lykkedes det mig ikke at faa fat paa, det er utvivlsomt

min Fejl.””

Maiske var Carl Nielsen ogsé selv utilfreds med sin udseaettelse
af “Det er Laerkernes Tid”, for den er ikke blandt de fire ud-
givne sange fra Tove og blev senere udbredt med en melodi af
Thorvald Aagaard.”

Pa trods af at musikken til Tove skabtes under et ret
stort tidspres og viste sig at vere et stgrre arbejde end Carl
Nielsen havde tenkt sig, endte han dog med at se tilbage pa
det som et vellykket arbejde. Da han senere pd dret 1908 blev
bedt om at give nogle oplysninger om sin hidtidige produk-
tion, nevnte han nemlig skuespilmusikken som en berigende

oplevelse at have provet kraefter med:

“Jeg selv har skrevet en Del mindre Ting og et ret omfangsrigt
Opus, nemlig Musik til Ludv. Holsteins Drama ‘Tove’ som er
opfort paa Dagmartheatret. Dette Arbejde er af en - om jeg
maa sige — egen sjellandsk Ynde og Varme og jeg tror det er
lykkedes mig at finde den musikalske Tone herfor; Venner af
min Musik siger at der i ‘“Tove’ er et nyt, serlig dansk Moment,
som jeg ikke tidligere har vist saa steerkt. Ihvertfald er det vel
altid godt, dels at faa og dels at stille sig Opgaver af forskjellig
Art og Omfang; det er ikke godt at Buen bestandig er spaendt
til det yderste.””

Tove blev opfort forste gang pd Dagmarteatret den 20. marts 1908
og opndede yderligere otte opforelser i seesonen 1907-1908 men
synes ikke at have varet opfort pa et teater senere. Modtagelsen
af skuespillet var temmelig lunken, men der var dog nogen-
lunde enighed blandt anmelderne om, at Carl Nielsens musik
var vellykket. I Politiken skrev Charles Kjerulf om musikken:

“Der er ikke saa lidt af den i Stykket og mellem Akterne, men
man faar egentlig ikke noget Indtryk af, den spiller en stor
Rolle; dertil har Komponisten - med Rette — holdt den ligesom i

andet Plan: illustrerende, deklamerende, akkompagnerende.

76 Letter to Carl Nielsen, 2.2.1908 (DK-Kk, CNA, L.Ab.).

77 Thorvald Aagaard’s setting of Song of the Larks is dated
1927 and was printed as no. 570 in Carl Nielsen, Tho-
mas Laub and Thorvald Aagaard (eds.), Folkehajskolens
Melodibog, Tredje Oplag (med Tilleg). Copenhagen [1928].

78 Letter to Knud Harder, 8.5.1908, quoted from Irmelin
Eggert Moller and Torben Meyer (eds.), Carl Nielsens
Breve, Copenhagen, 1954, pp. 94-95.

76 Brev til Carl Nielsen, 2.2.1908 (DK-Kk, CNA, LA.b.).

77 Thorvald Aagaards udseettelse af Lerkernes Sang daterer
sig fra 1927 og er trykt som nr. 570 i Carl Nielsen,
Thomas Laub og Thorvald Aagaard (udg.), Folkehajskolens
Melodibog, Tredje Oplag (med Tillleg). Kebenhavn [1928].

78 Brev til Knud Harder, 8.5.1908, citeret efter Irmelin
Eggert Moller og Torben Meyer (udg.), Carl Nielsens Breve,
Kobenhavn, 1954, s. 94-95.
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The entr’acte music is pleasant-sounding and
natural, but - when it comes to the lighter subjects - a touch
superficial. Only when the tragic appears does it take on real
character and form.

There are quite a few songs in the play. Some went
over the heads of the audience, but a couple were extraordinar-
ily beautiful and apt, for example the Hunting Song, Folkvard’s
Song and - especially - the melancholy song about the roses.

It was sung by Mrs Anna Larssen in a very small voice, but was
touchingly beautiful and fine. One feels in every note the lady
sings how musical she is.

Mr Psilander, who played Folkvard, has a truly good
singing voice, but still uses it irregularly, despite the fact that
- indeed perhaps precisely because - he makes such an effort.
A debutant, Mr Povl Bjgrnskjold (the Hunter), had some tenor
resources, but very little grasp of managing them. He went to

work extremely cautiously, indeed awkwardly, on his song”.”

In Berlingske Tidende too the music was appreciated more than

Holstein’s “dramatically inept” work:

“For the playMr Carl Nielsen had written some music,
among which one especially noted a couple of atmospheric
preludes and some fresh and pretty songs which, however, were

not always given the most flattering performance”.*’

In the newspaper Dannebrog, where the music was discussed in
a separate review, the reviewer was not particularly enthusi-
astic, and thought that Carl Nielsen — despite his ability — was
not sufficiently lyrically inclined to “spin a web of harmonies
over a summer legend of King Volmer and Tove.”

“Against such a dangerous background as J.P.E. Hartmann,
C.EFE. Horneman and Lange-Miiller, whom the same subject has
inspired to beautiful strophes, much of Carl Nielsen’s music
seems dry. It has been hatched in a clear, cool brain, and does
not flow often from a warm, beating heart. By contrast there
are elements of humour - as in the fine dance rhythms in the
first two sections of the play — and of a certain grand strength
and stately loftiness that is expressed in the prelude and the

entr’acte music, especially before the second and fourth acts.

Mellemaktsmusiken er velklingende og naturlig,
men — hvor det gaelder de lysere Emner - ligesom noget overfla-
disk. Forst hvor det tragiske melder sig, faar den rigtig Karakter
og Form.

Der er ikke saa faa Viser i Stykket. Nogle gik hen over
Hovedet paa Tilskuerne, men et Par var ganske overordentlig
smukke og veltrufne, saaledes Jeegersangen, Folkvards Vise og
- navnlig - den melankolske Sang om Roserne. Den blev sun-
gen af Fru Anna Larssen med en ganske lillebitte Stemme, men
rgrende skont og fint. Man maerker i hver Tone, Fruen synger,
hvor bundmusikalsk hun er.

Hr. Psilander, der spillede Folkvard, har en rigtig god
Sangstemme, men bruger den endnu ujaevnt, til Trods for - ja,
maaske netop fordi han gor sig saa megen Umage. En Debu-
tant, Hr. Povl Bjernskjold (Jeegeren), havde nogle Tenor-Midler,
men kun lidet Begreb om at administrere dem. Han tog uhyre

forsigtigt, ja, kejtet, paa sin Vise.””

Ogsd i Berlingske Tidende blev musikken paskennet mere end
Holsteins “dramatisk ubehandige” arbejde:

“Til Stykket havde Hr. Carl Niels e n skrevet en Del Musik,
hvoraf man navnlig markede sig et Par stemningsfulde Forspil
samt nogle friske og kenne Viser, der imidlertid ikke altid fik

den mest flatterende Udforelse.”®

I avisen Dannebrog, hvor musikken omtaltes i en separat notits,
var anmelderen ikke saerlig begejstret, idet han mente, at Carl
Nielsen - trods sin dygtighed - ikke var lyrisk nok anlagt til at
kunne “vaeve et Spind af Harmonier over et Sommersagn om
Kong Volmer og Tove.”

“Paa en saa farlig Baggrund som J.P.E. Hartmann, C.F.E. Hor-
neman og Lange-Miiller, hvem samme Amne har inspireret til
skenne Strofer, virker meget af Carl Nielsens Musik tor. Den er
udarbejdet i en klar og kelig Hjeerne, stremmer ikke ofte fra
et varmt og bankende Hjarte. Derimod er der Udslag af Lune
- som i de fine Danserhytmer i Stykkets forste to Afdelinger

- og af en vis storladen Kraft og pompe@s Hojhed, der kommer
til Orde i Forspillet og Mellemaktsmusikken, iseer foran anden

og fjerde Akt. Endvidere maa fremhaeves den krasse Virkning,

79 Politiken, 21.3.1908.
80 Berlingske Tidende, 21.3.1908.

79 Politiken, 21.3.1908.
80 Berlingske Tidende, 21.3.1908.
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One must further single out the harsh effect with which the
composer has the orchestra underscore the appearance of the
monk in the last act and the subsequent moving final scene

between him and King Volmer”.*

Ludvig Holstein’s play is based on the old ballad of King Valde-
mar and Tove, and was first published as a novel in 1898 entitled
Tove. A Love Drama but was reworked later into a play with the
subtitle A Summer Legend in 5 Acts. In the dramatic adaptation
the plot is abridged considerably from the novel, which accord-
ing to some critics weakened the content and made several

of the characters unconvincing. Nielsen thus not only had to
suffer comparison with the great musical names Hartmann,
Horneman and Lange-Miiller, but also with a dramatic basis
that was perhaps not very rewarding to set to music.

Special factors pertain to the editing of Tove, since
no complete set of performance material appears to have been
preserved. The preserved music comprises the prelude music to
the first, fourth and fifth acts, stage music that forms the back
ground for the dialogue, as well as a few vocal ensembles and
solo songs. However, both the letter from Holstein and the re-
view in Dannebrog, which speaks of a “tripping waltz” and “fine
dance rhythms in the first two sections of the play”, suggest
that there may have been more music in Tove. For example one
of the published songs, the Fowler Lay, has not even survived in
manuscript, while nothing in the Dagmar Theatre’s director’s
material suggests that it was omitted in the performance.

The libretto for Tove comprises a manuscript direc-
tor’s script and a typescript, both in the Drama Section of the
Royal Library. Since Ludvig Holstein’s original reading drama
was severely cut in connection with its adaptation for stage
performance, the reading version has not been used in the
present edition. Whether one of the above-mentioned scripts
served as a source for Nielsen’s composition of the music is
unknown; but since the director’s script (Source C) includes
many additions about the music (in pencil and blue pen), this
source is probably closest to reflecting the stage realization.

It must however be emphasized that the additions about the
music are very imprecise - for example a stage direction for the

first scene says: “From a dancing place nearby, music is heard”.

hvormed Komponisten lader Orkestret understrege Munkens
Tilsynekomst i sidste Akt og det paafglgende bevaegede Slut-

ningsoptrin mellem ham og Kong Volmer.”*

Ludvig Holsteins skuespil er formet over den gamle folkevise
om Tove og kong Volmer og blev forst udgivet som roman i
1898 under titlen Tove. Et Kerlighedsdrama men omarbejdedes
altsd senere til et skuespil med undertitlen Et Sommersagn i 5
Akter. I den dramatiske bearbejdning er handlingen forkortet
betydeligt i forhold til romanen, hvilket ifplge nogle kritikere
svaeekkede indholdet og gjorde flere af personerne utroveerdige.
Carl Nielsen mdtte saledes ikke bare dgje med sammenlignin-
gen med de store koryfaeeer Hartmann, Horneman og Lange-
Miiller, men ogsd med et dramatisk oplaeg, der mdske ikke var
sarlig taknemmeligt at saette musik til.

Der gor sig sarlige forhold gaeldende ved udgivel-
sen af Tove, idet der tilsyneladende ikke er bevaret et samlet
opforelsesmateriale. Den overleverede musik omfatter forspils-
musik til forste, fjerde og femte akt, scenemusik, der danner
baggrund for dialogen, samt nogle vokalensembler og solistiske
sange. Savel brevet fra Holstein som anmeldelsen i Dannebrog,
hvori der tales om hhv. en “Trippevals” og “fine Danserytmer
i Stykkets to forste Afdelinger”, tyder imidlertid p4, at der kan
have vaeret mere musik i Tove. For eksempel er en af de udgivne
sange, Fuglefengervise, end ikke overleveret i manuskript, men
intet i Dagmarteatrets instruktionsparti antyder, at den blev
udeladt ved opforelsen.

Librettoen til Tove omfatter et hdndskrevet instruk-
tionsparti og et maskinskrevet manuskript, begge i Dramatisk
Bibliotek, Det Kongelige Bibliotek. Da Ludvig Holsteins oprin-
delige leesedrama i forbindelse med omarbejdelsen til scenisk
opforelse blev staerkt beskdret, har laesedramaet ikke fundet
anvendelse ved nyudgivelsen af musikken. Hvorvidt et af de
naevnte manuskripter har tjent som forlaeg for Carl Nielsens
komposition af musikken er uvist, men da instruktionspartiet
(kilde C) rummer en mengde tilfgjelser om musikken (med
blyant og blé farvepen), er denne kilde sandsynligvis taettest pa
at afspejle den sceniske realisering. Det md dog fremhaeves, at
tilfejelserne om musikken er meget upracise, fx hedder det i

en regibemaerkning til forste scene: “Fra en Danseplads i Neer-

81 Dannebrog, 21.3.1908. The review is signed “G.K.H.”
(probably G.K. Hansen).

81 Dannebrog, 21.3.1908. Anmeldelsen er signeret “G.K.H.”
(formentlig G.K. Hansen).
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But Nielsen’s score appears to include no dance music, so
although several of the reviews of Tove mention “the fine danc-
ing rhythms” in the first two section of the play, and Holstein
reminded the composer in his letter to him of the still-missing
“tripping waltz behind the scenes”, it is not evident what was
played. There is also an example of the opposite situation,
since Nielsen’s score begins with an instrumental prelude not
mentioned with one word in the director’s script. The source
material thus gives the impression of a discrepancy between
the preserved music and the musical items indicated in the
director’s script. The following arrangement of the individual
numbers in the plot must against this background be treated
with some reservations.

In the absence of a complete score or perform-
ance material the music for Tove is published on the basis of
Nielsen’s pencil draft, which despite its many obscurities - in
tempo and character markings too - must be regarded as the
main source. Since the Fowler Lay must be considered part of
the music for Tove, it is published in the version for song and
piano together with the other music, although it probably
originally had orchestral accompaniment.

The editorial work has consisted not only of complet-
ing the score in terms of articulation, dynamics and phrasing
on the basis of the score itself with the support of a few other
sources (see the Description of Sources), but in certain passages
is almost in the nature of a reconstruction, since Nielsen’s
draft bears the marks of being precisely that: a draft. Many bars
are empty, for example, and lack either a verbal indication of
whether the instrument in question should double one of the
others or rest. A passage in No. 11 is known in piano notation
with indications of the instrumentation above and below the
staves (see the facsimile and music example, p. Ixviii and 325),
but is published for the sake of the practical use of the present
edition with the fully written-out instrumentation at the
relevant place in the score, while Nielsen’s original notation
is printed in the editorial commentary. In particular, there is
some uncertainty about the final form of the prelude to Act
Five, where only the string parts have been drawn up, while a
number of staves with space for wind instruments are empty;
one may thus presume that the composer had a different
sonority from the pure string sound in mind. But whether he
did in fact orchestrate this prelude with wind instruments and

percussion cannot be determined on the available basis.

heden heres Musik”. Men Carl Nielsens partitur rummer tilsy-
neladende ikke dansemusik, sd selv om flere af anmeldelserne
af Tove omtaler “de fine Danserytmer” i skuespillets to forste
afdelinger, og Holstein i sit brev til komponisten mindede ham
om den endnu manglende “Trippevals bag Scenen”, fremgar
det ikke, hvad der blev spillet. Der findes ogsd et eksempel pd
den modsatte situation, idet Nielsens partitur indledes med et
instrumentalt forspil, der ikke med ét ord er hentydning til i
instruktionspartiet. Kildematerialet giver sdledes indtryk af et
misforhold mellem den bevarede musik og de indslag af musik,
der er angivet i instruktionspartiet. Den fplgende tilordning af
de enkelte numre til handlingsgangen md pa denne baggrund
tages med et vist forbehold.

I mangel af et komplet partitur eller opferelsesma-
teriale udgives musikken til Tove pd grundlag af Carl Nielsens
blyantskladde, der trods sine mange uklarheder - ogsa hvad
angdr tempo- og karakterbetegnelser - er at betragte som
hovedkilden. Da Fuglefengervise md anses for at veere en del af
musikken til Tove, udgives den i versionen for sang og klaver
sammen med den gvrige musik, skent den oprindelig forment-
lig var med orkesterledsagelse.

Revisionsarbejdet har ikke blot bestdet i at kom-
plettere partituret med hensyn til artikulation, dynamik og
frasering pa partiturets egne preemisser med inddragelse af
enkelte andre kilder (se venligst kildebeskrivelsen), men har i
visse passager naermest haft karakter af rekonstruktion, idet
Carl Nielsens kladde baerer preeg af at vaere netop dette: en
kladde. Sdledes er mange takter tomme og savner enten en ver-
bal angivelse af, om det padgaeldende instrument skal dublere
et andet eller holde pause. En passage i nr. 11 er blot noteret i
klavernotation med angivelse af instrumentation over og under
nodesystemerne (se faksimile og nodeeksempel s. 1xviii og 325)
men udgives af hensyn til nerverende udgaves praktiske an-
leeg med den fuldt udskrevne instrumentation pa det relevante
sted i partituret, mens Nielsens originale notation er trykt i
den kritiske beretning. Ikke mindst knytter der sig en vis usik-
kerhed til den endelige udformning af forspillet til femte akt,
hvor kun strygersatsen er udarbejdet, mens en rakke systemer
med plads til bleeserinstrumenter er tomme; man kan altsd
formode, at komponisten har haft et andet klangbillede end
den rene strygerklang i tankerne. Men om han faktisk instru-
menterede dette forspil med anvendelse af bleserinstrumenter

og slagtej, lader sig ikke afggre pd det foreliggende grundlag.
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This edition of Tove thus does not live up to the
Nielsen Edition’s principle of publishing the music in the last
version approved by the composer, the Fassung letzter Hand,
since such a version could not be established. But the alterna-
tive would have been to leave the music unpublished or to
relegate its publication to the volume of Juvenilia et Addenda.
Since so much of the music is after all preserved in such a care-
fully drawn-up version, the editors have chosen to publish it in

the main series.

SYNOPSIS

Tove consists of five acts of which Act One, divided into two
scenes, takes place on an evening in May in the woods near Vor-
dingborg. One must presume that the Prelude (Music No. 1) was
played before the curtain went up for the first scene, although
there are also scattered remarks during the first four scenes
indicating some music — probably part of the Prelude — should
be played here. In the sixth scene the two drinking companions
Bengt and Palle sing the song “Fru Kedsomhed” (Music No. 2)
while they play dice in front of a hostelry. The second scene
takes place on a road in the forest where a group of young,
garlanded girls sing “Det er Leerkernes Tid” (Music No. 3). In the
second part of the scene, where the chambermaid Else tells Tove
that King Volmer is pursuing her, Tove says that she too is in
love with a young horseman she has met the previous evening.
In the next few scenes the King is warned against approaching
the young, innocent Tove, but he does not listen to the warn-
ings. The fourth scene is played between Tove and Volmer and
takes the form of exchanges of lines with underlaid music
(Music No. 4), but at the end of the scene one hears the girls in
the distance singing some of “Det er Laerkernes Tid” .

Act Two takes place on a summer morning in the
woods near Vordingborg. The act begins with some hunters
appearing and singing “Glenten styrter fra Fjeldets Kam” (Music
No. 5). In the fifth scene King Volmer, his attendant Folkvard
and Else’s sweetheart Thorvald appear in company with Tove
and Else, and they speak of how time flies when one is in love.
Tove sings the Fowler Lay (Music No. 6), which we must presume
was sung with orchestral accompaniment. In the thirteenth
scene the small company lays a table for lunch in the open

Denne udgave af Tove lever hermed ikke op til Carl
Nielsen Udgavens principper om at gengive musikken i den af
komponisten senest sanktionerede version, “Fassung letzter
Hand”, da en sddan ikke har kunnet fastlaegges. Men alterna-
tivet havde veeret at lade musikken forblive uudgivet eller at
henvise den til udgivelse i bindet med Juvenilia et Addenda. Da sa
megen af musikken trods alt er bevaret i en s omhyggelig ud-

arbejdelse, har redaktionen valgt at udgive den i hovedserien.

SCENE- OG HANDLINGSGANG

Tove bestdr af fem akter, hvoraf farste akt, der fordeler sig pa to
optrin, foregdr en aften i maj i skovene ved Vordingborg. Man
ma formode, at forspillet (Musik nr. 1) blev spillet for teppet
gik op for forste scene, skont der dog ogsd under de fire forste
scener findes spredte bemarkninger om, at musikken begynder
eller standser. I sjette scene istemmer de to svirebrgdre Bengt
og Palle sangen “Fru Kedsomhed” (Musik nr. 2), mens de spiller
terninger foran et udskenkningssted. Det andet optrin foregdr
pd en vej i skoven, hvor en gruppe unge blomstersmykkede
piger synger “Det er Leerkernes Tid” (Musik nr. 3). I optrinnets
anden scene, hvor kammerpigen Else betror Tove, at kong
Volmer efterstraber hende, giver Tove udtryk for, at ogsd hun
er forelsket i en ung rytter, hun har medt aftenen forinden. I de
folgende scener advares kongen mod at naerme sig den unge,
uskyldige Tove, men han lytter ikke til advarslerne. Fjerde
scene udspiller sig mellem Tove og Volmer og former sig som
replikker med underliggende musik (Musik nr. 4), mens man i
slutningen af scenen hegrer pigerne i det fjerne synge noget af
“Det er Laerkernes Tid”.

Anden akt foregdr en sommermorgen i skovene ved
Vordingborg. Akten indledes med, at nogle jeegere kommer til
syne og synger “Glenten styrter fra Fjeldets Kam” (Musik nr. 5).
I femte scene er kong Volmer, hans fplgesvend Folkvard og Elses
kereste Thorvald i selskab med Tove og Else, og de taler om, at
tiden flyver hastigt, nar man er forelsket. Tove synger Fuglefan-
gervisen (Musik nr. 6), der mda formodes, at have veret sunget
med orkesterakkompagnement. I trettende scene daekker det
lille selskab op til frokost i det gronne, og en flok jeegere bydes
at tage plads. En af jeegerne istemmer Vi Sletternes Sonner (Musik
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air, and a crowd of hunters are invited to be seated. One of the
hunters begins singing We sons of the plains (Music No. 7). In the
next scene the ballad “Der sad to Fluer paa Aakandens Blad” is
sung alternately by Tove, Volmer and Folkvard (Music No. 8).

In the third scene of Act Three, which is set at Hof-
dinggaard, Tove sings the song “Der stod en Engel hos mig med
en Rose i sin Haand” for Volmer and says that she learned it as
a child from her mother (Music No. 9).

Act Four takes place in the dawning on Knudshoved
beach and begins with an instrumental prelude (Music No. 10).
The fourth scene, which is between Volmer and Folkvard, ends
with a stage direction requiring muted music sounds from
the orchestra (this is not an addition, so the musical interlude
must have been clearly in Holstein’s mind when he wrote
the scene). During the orchestral interlude (Music No. 11) the
backdrop goes up on a scene showing Tove kneeling in fear in
a bathroom. She has been lured into a trap by the Queen, who
thus kills her rival by locking her in the confined, dark room
until she dies. During the dialogue between Tove and her dead
mother we hear again the notes of “Der stod en Engel” in the
orchestra (Music No. 9).

Act Five begins with an instrumental prelude (Music
No. 12) and takes place on a road in front of a chapel, where
one sees Tove lying dead on a bier. Volmer kneels in grief at her
side and swears vengeance on the Queen. In the third scene he
steps out from the chapel, and a monk forces his way to him
through the crowd. The monk has vowed that the King’s sin
will be punished, and when the King sees him he greets him
as a bird of ill omen. But the monk replies that the Lord, who
is a “judge and an avenger”, has sent him, whereupon Volmer
declares that if the Lord has condemned him to this “agony
of Hell” which will scorch his soul until his last hour, he will
declare war upon Him. He then rides off with his hunters into
the night. The dialogue of Volmer and the monk is accompa-
nied by an orchestral piece (Music No. 13).

Lisbeth Ahlgren Jensen

nr. 7). I den felgende scene synges visen “Der sad to Fluer paa
Aakandens Blad” vekselvis mellem Tove, Volmer og Folkvard
(Musik nr. 8).

I tredje akt, der udspiller sig pd Hofdinggaard, syn-
ger Tove i den tredje scene sangen “Der stod en Engel hos mig
med en Rose i sin Haand” for Volmer og forteller, at hun har
leert den i sin barndom af sin mor (Musik nr. 9).

Fjerde akt foregdr i morgendemringen pd Knuds-
hoved strand og indledes med et instrumentalt forspil (Musik
nr. 10). Fjerde scene, der udspiller sig mellem Volmer og
Folkvard, afsluttes med en regibemarkning om, at der lyder
daempet musik i orkestret (der er her ikke tale om en tilfgjelse,
sd det musikalske mellemspil ma have stdet Holstein Kklar,
mens han skrev scenen). Under orkestermellemspillet (Musik
nr. 11) gér bagtaeppet op for en scene, der viser Tove knalende
iangstien badstue. Hun er lokket i baghold af dronningen,
der sdledes draeber sin rivalinde ved at 1dse hende inde i det
snavre, m@rke rum, til hun der. Under replikskiftet mellem
Tove og hendes afdede mor genlyder tonerne fra “Der stod en
Engel” i orkestret (Musik nr. 9).

Femte akt indledes med et instrumentalt forspil
(Musik nr. 12) og foregdr pa en vej foran et kapel, hvor man
ser Tove ligge dod pé en bare. Volmer kneler i sorg ved hendes
side og svaerger havn over dronningen. I tredje scene traeder
han ud fra kapellet, og en munk baner sig vej til ham gennem
folkemangden. Munken har svoret, at kongens synd vil bliv