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Quatuor

pour deux Violons, Viola et Violoncelle

Jacob Bernhard Struve

(1767-1826)

Allegro Vivace

simile

< 1 3
Y
[ 18, b >
M| 5 Y ot
o 1 ] k
L * w
- 1T
I, |
1 o 3 ||
~t ~ _m .
L] ] | &
1) 1) N
[[N- \Lj- e - -
- - ‘l
| | e i
TN- me e - T
Pal B Pai ) .RHdv - Pl
L (s B T
i 1 H L
~t
- I - | - .'r\‘ 17 -
4] Y| - L
el g [ [
I il )
SPYIN | PN | j e
- & - & 1o Hlerh
o il ol o
.P\lf [ 1 ‘f \\f [
& Q [\
N NG GN
\ - = ~ (
(@] 3 —_
= 2 g 2

l

~ () #

< @l
[ | 1EE! NL 1NN
A 1 -
[ . 1@ ] 'r\\
i ¢
TN e o]
N Ol qul
D | EL ) [ YRRR L
N .
s
1% —H\\ \\\0 HAW\
- L) [l | 1B
# i o im/ all
H \\xi ay L 18
iy I i
il Y (1 1
oI w
\H_ ﬁ
_ I
[17] BEL)
U i Iy
Y ﬂ ik
1 m m
g NG n

[ [ Q] |
[ [ Q] ]
[ [ Q] ]

| | | | | Q] | |

L) L) L)

WL BL ) BL )

I i e

™
™

L L ™

2% 5.3

| | Q

i Af

| | Q

D | [ Y |, HEN
| | L'H

I Af

| | L 1

D | [ 1 [ 1 j!\\
| | | QL Q] QL
| | | QL Q] [
| | | @l Q] |
| | | @l Q] | |

[ 18 [ L)

v.v r.L: e
\\m L ) f \\m- f
.

A “- “‘i
EE.) [ YR
| 12} t
T [TTe H\\
WL ]
0 &
WL ] L1
TN [ YR
|
[ 170 (||
1 1o 1]
1 WL |
Y
G NG N

R

‘o
W
LEVANDE

MUSIKARV

O

Swedish Musical Heritage, Kungl. Musikaliska akademien, Stockholm 2015. Public domain. www.levandemusikarv.se

ae®

Rt

%



@
1]

reoty

o

o - e o

o

. oolietetes,

Leppiefefe

I

T

ey
1 \
S N
i e[l l
bl 1nNE {
o Ol e WT | JNER
N ~t 1”. r<
A
Tm e L
o[l
JEE

I
~——
!
P
i
i
[
i
el
(7]
1
p

<

ol ——— |

s e

l

o s |

o

P I |

v ..

(7]

simile
simile

f

, olletelre,

T o |

I

b

N I —

—

] T7e|- mrm= _WHIIA
H e =
I
(el T+ I
o«
- Q| \\\j;
|| | QL TN uM.ﬂf\\
| ] | QL TN
| ] . .FM TN IDF\\
Maan . [T [ 1mNe
L) L)
b e e L)
] .d i\.d ol mu U
10 -Qlll
D | -
18 _ ;
XA IS Nl

T
i
z
sf
n
- ii5) | 1
sf
O I —
Rl e )l
-~ T T
24
— ) &
(e i
AN i
o f

=

==

-.ﬂ'wa

ofee
§o"

“
#
#
o
T

31
~ ) #
36
~ () #




l

/

P
LRl

fe

7T

o toh

e

@

|

fe

i

bt

=

g

ol e te

T

"o

[P N

oy

P

Ll

ho

—

g

#

“te

oW

g g #FP.

dolce

ST

e e e

|

I
AE

>

-

dolce
? " .

I I

& P

Eess
<2

§

-

fe e Sec

& a7 ]

oJ

)
#

O

40
— () #
g 53
B
53
~ ) #

[
g

79

1T

——

I -

#

Ol |

[ fan Y

59




al

I -

e

Y e
e

2

LA - 1.l
Py

Yy #y
- d el

.ﬁ)‘}‘

/‘\

o
7 oW

f

¥ o

Leter

*

>y
®

IV
i

/]

Iy
| A
i

. Y
e

m—

f

N

&

Vi
7 oW

o
&

oo

e &
.

|

2 fep

]

o7
¢ & @7
o ] 1
J /A
L4
- PO

hul

[ del

e
g
-

o
L.
L <

—

#

T g

0
PR

o
[#K)
7K

2
“
)
#

Ol |

71
— ) &
78
— () 4
85
— () 4

szl Bap
| (e
M
Bas
LI§
|1 i
B (e N .
i i
a kH\.
Bas
i e n
ESWl Ik \
S i
™ L a
I L
B
|| 3
™= ™= b
i Ik
- TR- L)
H b o R el
[
(9
]S
1 1 (9
~t ~t
JrLEpet
~t ~t
[T [TT™-=
I i
1
N
O° NG =

cresc.

f




PN
(7]

-
~

P J

®

Vi

T e

>y

 ———|

N
T

o |~

Cretate

&
o—
o

A —

Y ooo
[ ooe

—

Py

Py
@

14

el

‘—)—uﬂ"t

Yo oo
[o—o.
7]

v kg ®
=@

(7]

Py

\_/

Py
@

14

(7]
el A LAY

Py
Py

Y o oo
[o—o.
~—
o e ®
g #®1

ju

Y

Cres]

m—
o |
A —

W]

ot

o0
@

T
o g ®
g #®

L -l 2 ] 1

]l

e

ol ﬂﬁ

WM

-

oy

91
98

— ) &

teflfeoel,

[I—

R ¢

o | %
i

°
o 2 o

"n“
2
%
e O

b e
D&
g; (7]
=
Py

r——

ot

ofr? o

F.. [ 4

i

=

bl

ﬁ.ﬁﬁ P

-
vy

]

]

=
>
"=

He
#

Y

¥ g &

g
2
¥~
~
e e
 —— 7]

il

i
O}
#
o
hal
.
o

)

103
~ ) #
108
~ () #




ol

 ——

-
- oo
He ®

Py
&

s e O

>
o-
cresc.
cresc.
cresc.
cresc.
o o
simile
simile

i

ho!
T

PN

—
I [

P
(7]

r—
[ 7]
fr——

I\

7]
P

||| . Il -9
_MH‘ —m . \L i~ *9
I . e (Yl
[ L m ~t ~t
(N o e
=3 o
| 108 . L
N .\4 . H ¢ ~t
A ( % 11N e
= ~H
ol rm |9l LD ] HEL ) ] !Jf
‘ C b
° Q
1 & 1 1
[ 18N ] 1] [TTe
m==
gk Il
| 1R |, HEE gk )
- \
~t ~t r .P\;
bl 1InNE
~t ~t
| 1R 1\\\ L NN
ﬁ AJI! [ | 10N
R4 " i~
|
Ll .
e
q .W\\ BN
e 3 s vt n
N BB oA s

e N ™

Jr—

|

"

-
-

o Y

.l g
>y

p——

2

]

&

o tHe @

=

bl

"=

&

. .

—

#
o

ANV
130
~ () #

ra

hdl OO

O e ]

124




L

PN
'
n
dqd
o
ol
b o®

g

] !

t—

1)
=
e
ko
e

. 1od

gu—=

o

el I N . N

@ T @ T
o

WA

o000
I |
I ——

oo | | T
e

=il
o= | | |
O

‘
o

S

-

g | =~ &
e

““L

.

.F‘ L4

V. -

Py
@

n-
\Ail

o —

@

pr——

fros]

®

@
@

P———
.

@
WM
174

P- g!P-h

f

®

of

o o0 o0 o
o0 0@
o4

f
f

Jalepeeel o

i —

e

solie®

[ I —
o] [mm—

#

137
— () #

®e,

T

o

o .

P
ol ol ol o
8 —

4

71

e

g

“
#

i

r=4

EEE=rE

143
— ) &
155
— () 4

of




orpte® o,

simile

162

167

1
# A
i e Ty
Y
H= Y
[ o e '
e
] BL)
| )
\H 1 ¥ =
W
Ll
AL o e
] Il B a1
I I
ER 1 i
[ Y
aii o S
[ £
[ S
IR
K [ _ '
—
'Y
[ Ny, [ il
Y N . w .
L '
[y q | q
Ei.N .\ L~ |er
[~ H}l g [ |
G i |
§ e M
L] L e T
i .| LY
—t .\
- N el
~1t
- - I - ‘-!“\ -
e
il Lell A
== E:
d N
,. . .

o

L § ||| 1)
- (Y i p=
Ha [ rwwg
. \ Nl
[T N= ~ | T o~ [l
i e iy Hy L)
TJ.
“T. Ul Hk 0
. [ P [1]]
ol Y M _T\ »
%m e|- e T sH N
3 e - 1 |
|| ~t
| %4 E M |
|| . e I
| ~4 LI . oL R
[ | NN | . N
|} [ 10N 4 .
.v\ﬁ
[Y . e s
o] e AL \4 u_ N
N
o il
il TR il
H-
- ol m\\\ M m ~¢
i A Y i
I 17 - ~t |
i n |-
- i~
ol ik 1 il
AN .
[yl olls RS m
B 1)
ki am
ju e N
o
. I ]
N
ol |
.\w= | ¢ ~t Mw
2 ] I
Ora 1 (NN |}
| ] rd ~t
T
e L 18
[ (0t | . Il
1 I 8 » |||
v Y Y ==
N NG n RN N & N
\ ( ~ )

] .V\ Q|
[ @
Q|
1 W, 3
N .ﬁ _ ]
| ( #
| e .. o
JEER S 3 B
. 3y
Q|
[
1
_ﬁw
- QL
Hr T N Qlll
i b \@1
| uw\l
S
4 [\IEEN
o N B8 &




-

]

T
e

i
/A S I

£

/A —

"o
it

n
e

g

e

oos
it
>

o
be

“beo oo
[

&

E - lualll|

be -

fee ¢

—

i

(7]

X
A

N

il il el

I —
—

y 2
Py

&
@

[m—

A ——

2 .

——

e o

|
-

0y

rhe £

—

e

o T
b e

& &7

.

Py
T ™

—

rrre oo,
feflhe ey

e

-

fie

i

Y
t

o

oo wlw
e

P
O
©O

#
T
#
#
n
o

b
o

)

ANIV 4

202 oL ..
%. : st

184
)
190

— () &
196

_ Ny
o).




~t rd ~t ~
- ] NR- -0l BEA
~rd 4y g ~
(179~ re= [TTN-= b4 HEN
ILE L N
Wlﬂl - T H\Av - ||
BL )
3 .
BILE
i X )
MR MmN \EER
ILE L N
Wlﬂl - T H\Av - ||
BL )
. .
BILE
BLAJS .
L T8 R
i IS
| ol
TTTo .Hn | | JHER [ NAN
HIEIIEI

fefie e 0

209 , ...
ANIVJ — |
D))

D
Hio

o

N ~t ¢ b
o] e T Ty
ol
gl e i '\l
o
Hw.ﬂf\\ ~t
&
oLl o n N
ol
f.rwu ~4 ~4 ~4
-4 ﬁumn e [y
] ] L
ol e ol
ol
K.P\u ~4 ~4 ~4
ol i
1 &l
[ JeE S
cqll] (YR Bty PR HEE
ol
.P\u p ~y ~
~t rt b
ol T o '\l
[y ol il
| | o] ]
|| || [ YRR ||}
|| || M\l ||
By T #\\ @
[ RN [ YEN [ Y ]
L) e ] i
my 1y &l S
o[ R [ Y i YN sl
el el el ol
g L) e [y
PEES B i 1l
=< T mi -el | 8 il
S T el ol AL
g { 1 e | VA
=] | | J | J [l
SIS [TV TR
= ot oeSy A3
v Y 3
N N a
— = 10
e 3 = 2

c}\ e I
it [
AN/ TR S i
v w E ==
"l =
[ 1IN ~t ~t ~t
AN
]
[ YRR ~d ~d NP
o
Yl .| ol ol
[ YR
/ \u— ~t ~ ~
L M T il
i
i T
i W [N
L YRR 1] —| [ i Jaas
L N N
X Yaii B E=N L VR =W YR AR
\u—p ~t ~l ~t
i~ N i~
ol ) \JJ o
i
| | ol
i i | ol
|| | | || [ YRR
|| || | | [ HEE
||| || [ [ Y
_x _xfwf [ I-%
[ YR [ YA || [HE
NEYAL o n QN
Al ol Jelll el
oM Mo
|| || [ YAE|
oo U &
ol el oL Yal S Y il
ol el oL Yal S Y il
N\
i\ i R o, AR
u.nf M.n ,W EX3 s uﬂmx
v Y = = i
NG NYe &= o

e [
e e
e
)
k) . N
‘\\9 HEL Q|
i ol T
f
W e ~1 ~t
Hv e ~1 ~t
e |
| [TTe® TN L
&l ] M Y iy
] ’ ) y
[ 1EN o
N g
T Ol < el
==
i
il ] 1
i T Tl
B | 1HEE
TR TS /A i
|
17 e
m == |
R
o \| &L
W A oA 8 ﬁw
2 =
% " % IR
-l M A
[ YRR N
! e AT Al
"mu
] 1
[ WL ] [ 1HER
o
/p;, _
Nall| R A i
E T
M M 28 &




11

a tempo

AN

p dolce

AR

=&

B —

1 +

Menuetto Da Capo

ries .

i

poco rallent.

4

/\

F

(o
ol

ps

”

?

> @

o
&1

o

pizz.
g

Y ] o
e

o
.

o

or

@

s 71

:

Y PN
g o

a tempo
o

&
@

ote
ghll)‘ " m
®
oY)
1

hudl

'j;

-ﬁi

Py
Py

poco rallent.

-
Y

ferlee

p

oo g®
oo g®

L el o P

>
e
>
e

..
> o fof

e
e
>y

oo
oo

r
r

1 I N

[
A Y |
g [ [ [
A Y |

rfrug
e

o
o

P dolce
/4

45 4.

I
lo
lo
37

Trio

cresc.

ol P eoels s

cresc.
cresc.
=]

o
o

:|I7

b
D
',l: D

53

_

27
— ) &

S
»

o
.

F- 1

##F#hw‘f ol o

e om.

..
> o fof

oLe

.

.o

-r_a

4r
PPy
.

=
e

°
.

el
| ﬁ\-

h?‘)‘ o ou

®

[erlre

~— | —

.o
T(j‘fi

. . 7
> o fof
.

2.

..
> o @-g®
.
)
p dolce

.
hdl DN/
7




v/

[T 2 —— |

i
e

e

e
E -l

Vi

o

et

174

|

Vi

N g &
/)

IAY

(YN

g [ |
o
L4

L4
T [Ne/ @ o

L
i)

o
dolce
-

dolce

g

.w“l). °

L &

I

(]
A

e

#

®ee. |
e

]

- d

(7]
o/

o @
] )
4 n

4

v IR

s

r

o

1D o
v/

b
D
)Y )
b
D

b4

7
[ fan Y
b4

7
[ £an )

ANIV 4

Adagi
Mo Lo

o
-2
5%

Violino I
Violino II

12

Viola

Fohe

= i = =

—
@

oo ®
Crcil
=

e
(VX - ]l

?.

©/

¥

rer

[y )

Yo D & e

raY

— ]

Violoncello

raY
hdl DN/
7

14




13

4

—

=

=

Vi

o i | v

g 11
4
o

&
]

™ |

I
'
. P e,
o9
P Ll

& e ©

(]
=

i

e
|

L
L e

Fobe
ber

Vi

(]

P
beeoe

Ll ol ol

e

o

-

y 2

T e
g i

i

(]
(7]

L

I
A

e

e
4

r—

N—

AP.

oD@

b obe

Iﬂ

| —

e

Cretab

o obe
T 17

Y

i

T VAT aa o

to- o

o/
=

=

L4
14

o/
o ) ef

e/ LI e/
| 2 -
|2/

—~~

T

1~

ANV
:|I7
0

hdl O]

7

S

35
_ f)
42

iily

Avf

hufl




=

“oef?

p—

L g
=

ohe,

(7]

[1e

Ees ==

Pt

1]

|

=
o

I

=
===

—

= T Tey

T —
™

o
il o MR

| #¥ o

o
T—

ole®

I - I

TTe/
i
i

(7]

[Tes

4
1”4

————
j—
fo.0®

==Z

o | &
® 7

-

IR
7] q (7]

(]
o

Vi

o/

INY

Vi

== ===

p—

1%%)
|
¥/

IR
Vi

+
W

H
INY
A ENAN ]

=

-

faoae o

===

wd

©/ e

|

e’
[1e
[Te

T—

[
[

===

393% o ¢4 9%9%9%0 =
\_/ ~ ——

-

e

g @ g

I

e

e e ™ s .

[ 4
)

e
@

@
o

N N e

I 7

=

‘,
i

N

174
7
o
I
)

12

s

>

—

ho!
T

| —

096949 4F

v

—
g

o 0> o> o5
3

g @

-
dolce
r
dolce
dolce

ar

oo o9 @

>y

i id 4

?L.
<5

B

>
1

[ ]

I A
#

Vi

~———

—_ — | =/

%% &

g | o

oo

\

>

-
Yo "o

T -] edl) ]

P

:|I7

y J

b4
[ £an )

14
57
64
72
80

(7]

17

g

——

| L]

D



15

Rondo Allegro
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Jacob Bernhard Struve

Jacob Bernhard Struve (1767-1826) tillhor inte musikhistorieskrivningens
centrala namn, men hade under sin livstid en betydelsefull stillning i svenskt
musikliv. Hans bevarade kompositioner vittnar om hantverksmissig skicklighet
och om god kinnedom om forromantikens stilmedel. Struve hade en for sin tid
mycket god utbildning som dock inte inleddes med musikstudier.

Jacob Struve foddes i Stockholm. Han studerade i Uppsala och fortsatte
direfter sina studier vid universitetet i Kiel, dir han disputerade i naturalhis-
toria 1791. I Wien tog han lektioner f6r den bohmiske tonsittaren Adalbert
Gyrowetz. Tillbaka i Sverige blev Struve direktor och inspektor for Musikaliska
akademiens sangskola frin 1805 till 1811. Nista flytt gick till Norrkoping, dir
Struve var organist i Tyska kyrkan (Hedvigs kyrka) 181118, f6r att ddrefter
dtervinda till Stockholm. Under sina r i huvudstaden var han aktiv i Harmo-
niska sillskapet som da var relativt nystartat. Struve omtalas som en uppskattad
lirare i musikimnen och man kan forutsitta att sidan undervisning bidrog till
hans f6rsérjning under en foljd av ar.

Jacob Struves produktion som tonsittare dr bdde varierad och omfattande.
Han fick vissa verk publicerade, ocksa i den viktiga forlagsstaden Leipzig. Precis
som sin lirare Gyrowetz dgnade Struve sig sirskilt at strakkvartetter (fem styck-
en) och verk for scenen. Han skrev musik till fyra komiska singspel som enligt
Lennart Hedwall priglas av "ett slags kinslosam tyskpaverkad stil™ Torparen
(1803), Den engelska advokaten (1805), Den ondsinta hustrun (1808) och En
fjirdedels timma tystnad (1810). De bada sistnimnda blev betydande fram-
gangar. Av Struves ovriga verk kan nimnas en symfoni (Ess-dur), en fristiende
uvertyr, en kantat 6ver nr 43 i 1819 ars psalmbok f6r soli, kor och orkester, en
pianokvintett och pianostycken.

© Gunnar Ternhag, Levande Musikarv

Strikkvartetter

Av Jacob Bernhard Struves sex strikkvartetter har fem bevarats i stimmor i
Harmoniska Sillskapets samling (nu i Musik- och teaterbiblioteket, Stock-
holm), och det ir fyra av dessa som hir foreligger i partitur. Sillskapet stiftades
1820, och det ir troligt att &tminstone nagra av verken ir av dldre datum, da
d-mollkvartetten ir férsedd med en dedikation till "Amateurs de Norrképing”,
ddr Struve var organist 1811-16. Négon kvartett kan rentav hirrora frin Scru-
ves studietid hos Adalbert Gyrowetz i Wien runt sekelskiftet 1800, sa mycket
mer som den nirmast oforklarligt produktive liraren vid den tiden dgnade sina
krafter dt just kammarmusiken och bland annat skrev omkring 60 () strik-
kvartetter; senare skulle han som hovkapellmistare fran 1804 i huvudsak dgna
sig at scenisk musik, operor, singspel och baletter. I varje fall synes Struve

ha anammat den klassicistiska stil som utmirker Gyrowetz skickligt skrivna



kvartetter, och liksom denne tagit intryck av Haydn, Mozart och den tidige
Beethoven och givetvis ocksa frin samtida populira tonsittare som Dittersdorf,
Wanhal och Pleyel.

Struves kvartettsats 4r pifallande driven och har i sin samtida svenska
omvirld endast sin like hos Eggert. Liksom denne offrar Struve inte &t den
omtyckta primariekvartetten, dir forstafiolen helt dominerade, utan skriver en
hiandelserik och varierad sats dér alla fyra instrumenten osokt far komplettera
varandra. Aven om han ocksi i sin tematik foljer internationella mallar och
knappast forrader nigon pataglig personlig ton, 4r hans idéer bade pregnanta
och tacksamma, forankrade som de ir i det gingse fyrtaktsschemat och dir-
med ofta dger en visartad prigel.

Det verk som ger det mest konventionella intrycket ar G-durkvartetten, dér
forsta satsen trots sin littsamma spiritualitet smakar dtskilligt av Mozart och
finalen med sina mollinslag ganska patagligt erinrar om Haydn. Men ocksa
detta verk lever som de Gvriga pa sin avsevirda energi och snabba kast mellan
nyanserna, och det dr inte heller utan ovintade inslag. Silunda har violan vik-
tiga moment, till exempel i den snabba menuettens molltrio, dir forsta fiolen
pauserar sd nir som pa en originellt insatt langre drill, och lingsamma satsen 4r
ett uttrycksmittat och fritt utvecklat Adagio i g-moll.

Som enda verk av de fem har c-moll-kvartetten en lingsam inledning som
foljs av en brett utvecklad sonatsats, ddr Struve later huvudtemat, inlett av en
kraftfull neditgiende bruten treklang, f6ljd av ett mjukare melodiskt svar,
ograverat aterkomma forst i codan. I sidotemagruppen har bade violan och
cellon solistiska roller och i genomféringen tar Struves ofta fantasirika modu-
lerande ovanligt stor plats. Det f6ljande Andante, i C-dur, ir en stort anlagd
variationssats med bland annat oktavkopplingar mellan férstafiol och viola
respektive viola och cello och med ett uttrycksfullt Adagio f6r cellosolo. Menu-
etten har trion i dur, och i den snabbt drivande 6/8-finalen, som inleds med ett
langsamt parti, far ett lingre mildare duravsnitt tjina som kontrast.

Ocksa d-mollkvartetten avslojar ett avsevirt allvar i forsta satsens intensiva
bearbetande av de tvd motsatta grundmotiven, dven om sidotemat som introdu-
ceras i F-dur nir det dyker upp dr smitt elegant i sin tunna faktur. Menuetten
ar som i G-durkvartetten foreskriven Allegro och har liksom sin trio en distinkt
uttdnjd andrarepris. Den tredelade langsamma satsen star i F-dur, men mellan-
delen 4r ett Minore och slutpartiet en kinslig variation av inledningen. Finalen
ar ett timligen ldttsamt Allegretto i sonatform, dir genomféringen leker med
oreguljira fugatoidéer.

Grundmotivet i Ess-dur-kvartettens brett upplagda forsta sats ar endast tva
takter lingt och modulerar redan i andra takten till c-moll, en vindning som
understryks i sekvensupprepningen i de tva f6ljande takterna. Detta kirnmotiv
visar sig vara ovanligt anvindbart och kan dessutom tjina som ackompanjeran-
de stomme for nya motividéer. Andratemat som f6ljer efter ett nagot schablon-
artat men hindelserikt “tutti” dr elegant och spirituellt och visar sig vara lika
tacksamt att bearbeta som huvudtemats fortsittning. I menuetten har Struve,
kanske efter Haydn-forebild (bl.a. i symfoni nr 47), bara skrivit ut forstare-
priserna av huvuddelen och forsta triodelen och foreskrivit @/l Rovescio. Han



har saledes 6verlatit andrarepriserna (som leder tillbaka till respektive tonika i
Ess-dur och c-moll) at de spelande, ndgot som ir dverraskande optimistiske, da
det inte dr helt ldtt att spela baklinges och samtidigt iaktta den ritta artikula-
tionen. Att han varit pd uppfinnarhumér vittnar ocksa andra triodelen om, da
den utvecklar en kanon mellan férstaviolin och violoncell. Den varmt singbara
langsamma satsen ir femdelad och varierar huvuddelen vackert da den spelas
andra gangen. I finalen 4r huvudtemat uppdelat pd en uppétgiende treklang

i basen och en métande, litt cirkulerande legatobage i 6verstimmorna, en idé
som blir foremal f6r en utférlig genomforing. Ett lugnare parti tjanar hir som
ett slags sidotema som kommer tillbaka i dtertagningen medan det redan om-
sorgsfullt bearbetade huvudtemat dterkommer forst i satsens slut.

© Lennart Hedwall, Levande Musikarv

Jacob Bernhard Struve

Jacob Bernhard Struve (1767-1826) is not a central figure in music history,

but he nevertheless played an important role in Swedish musical life during his
lifetime. His preserved compositions bear witness to artistic competence and a
good knowledge of pre-romantic style. Struve had a very good education for his
time although music was not originally the focus of his formal education.

Jacob Struve was born in Stockholm. He studied in Uppsala and then conti-
nued on at the university in Kiel, where he defended his doctoral thesis in Na-
tural History in 1791. In Vienna he studied composition under the Bohemian
composer Adalbert Gyrowetz. On his return to Sweden Struve became director
and superintendent for the Royal Swedish Academy of Music’s singing school
from 1805 to 1811. His next move was to Norrkoping, where Struve was the
organist in the German Church (Hedvigs kyrka) from 1811-18, after which he
returned to Stockholm. During his years in the Swedish capital he was active
in the Harmonic Society, which was relatively newly formed. Struve is descri-
bed as a well-liked teacher of musical subjects and it is likely that such teaching
contributed to his income over a number of years.

Jacob Struve’s production as a composer is both varied and comprehensive.
He had some of his works published, even in Leipzig — a city of importance in
music publishing. Just as his teacher Gyrowetz did, Struve focused particularly
on string quartets (five pieces) and works for the stage. He wrote music for four
comic operas, which according to music historian Lennart Hedwall are charac-
terised by ‘a kind of emotional German-influenced style Torparen (1803), Den
engelska advokaten (1805), Den ondsinta hustrun (1808) and En fjirdedels
timma tystnad (1810). The latter two enjoyed significant success. Of Struve’s
other works, those worthy of mention are a symphony (in E-flat major), a free-
standing overture, a cantata over hymn no. 43 in the 1819 hymn book for soli,
choir and orchestra, a piano quintet and other pieces for piano.

© Gunnar Ternhag, Levande Musikarv. Transl. Nicole Vickers



String quartets

Of Jacob Bernhard Struve’s six string quartets, five have been preserved in parts
in the Harmonic Society collection (now housed in the Music and Theatre Li-
brary of Sweden in Stockholm), and scores now exist for these. The Society was
founded in 1820, and it is likely that at least some of the works pre-date this,
including the quartet in D minor with a dedicatory inscription to the ‘Ama-
teurs de Norrkdping’, where Struve worked as organist from 1811-1816. Some
of the quartets may in fact date from Struve’s time as a student of Adalbert Gy-
rowetz in Vienna around the turn of the nineteenth century, at which time this
unaccountably productive teacher was entirely devoted to chamber music and
wrote, among other things, around 60 (!) string quartets; later, when Gyrowetz
became Second Kapellmeister for the Vienna Court Theatre in 1804, he would
principally concern himself with writing stage music, operas, musicals, and
ballets. In any case, it seems that Struve adopted the classical style which marks
Gyrowetz’s expertly written quartets, and like him was influenced by Haydn,
Mozart, and early Beethoven, and naturally also by other composers who were
popular at that time, such as Dittersdorf, Wanhal, and Pleyel.

Struve’s quartets display a striking degree of expertise to which, in their con-
temporary Swedish context, only the works of Joachim Nicholas Eggert come
close. Like Eggert, Struve does not give in to the popular string quartet of the
time, the quatuor brillant, in which the first violin is wholly dominant; rather,
he writes interesting and varied parts in which all four instruments complement
one another. Even if in his thematic material he follows international structures
and scarcely displays any kind of personal tone, his ideas are both meaningful
and rewarding, although anchored in the prevalent quadruple time, and often
reveal a clear songlike streak.

The work which gives the most conventional impression is the G major
quartet, where the first movement, despite its easy spirituality, is unmistakably
redolent of Mozart, and the finale with its minor overtones is palpably remi-
niscent of Haydn. But even this work, like the others, comes alive through
its considerable energy and rapid changes between nuances, and not without
unexpected features. Thus the viola is sometimes to the fore, for example in
the minor trio of the fast minuet, where the first violin pauses except for one
unexpectedly long-held trill, and the slow movement is an expressive and freely
developed Adagio in G minor.

The C minor quartet is the only one of the five works that has a slow intro-
duction. It precedes a broadly worked sonata movement, in which the main
melodic theme, introduced by a powerful downward broken triad and follo-
wed by a softer melodious answer, does not return unchanged until the coda.
The second theme group features solos for both the viola and cello, and in the
development Struve, as usual, gives imaginative modulations an unusually pro-
minent role. The Andante which follows, in C major, is a large-scale variation
movement with, among other things, octave couplings between the first violin
and viola, as well as the viola and cello, together with an expressive Adagio for



solo cello. The minuet has a major trio, and in the fast and driving 6/8 finale,
which begins with a slow section, a longer and gentler major section serves as a
contrast.

The D minor quartet also displays considerable gravity in the first
movement’s intensive workings of the two opposing principal motifs, even if
the countermotif which enters in F major emerges as rather graceful in its light
structure. Like in the G major quartet, the minuet is entitled A//egro and has,
as its trio, a distinctly extended second reprise. The tripartite slow movement
is in F major, but the middle section is in the minor and the final section is a
delicate variation on the opening. The finale is a fairly light Allegretto in sonata
form, in which the development section plays with irregular fugal ideas.

The principal motif in the E-flat major quartet’s broadly structured first
movement is only two bars long, and as early as in the second bar it modulates
to C minor, a change which is underlined by its reiteration in sequence in the
next two bars. This seed of a motif shows itself to be extremely useful, and can
moreover serve as an accompanying framework for new motivic material. The
second theme which follows an intricately worked but eventful ‘tutti’ is elegant
and spiritual, and offers just as many possibilities for development as the main
theme’s continuation. Perhaps following Haydn’s model (e.g. in Symphony no.
47), in the minuet Struve only writes out the first repeats of the minuet sec-
tion and first trio section, with the direction @// Rovescio. He thus delegates the
second repeat (which leads back to the respective tonics in E-flat major and C
minor) to the players, something which is surprisingly optimistic, since it is not
particularly easy to play backwards and observe the correct articulation at the
same time. The same kind of inventive humour can also be seen in the second
trio, where a canon unfolds between the first violin and cello. The warm and
melodious slow movement is in five sections, and the principal section displays
lovely variations when played for the second time. The main theme of the
finale is divided into an upward triad in the bass which meets a lightly circula-
ting legato arch in the upper parts, a motif which turns into the subject of an
expanded development. A calmer section serves almost as a countermotif which
returns in the recapitulation, whereas the already thoroughly reworked main
theme does not return until the end of the movement.

© Lennart Hedwall, Levande Musikarv
Transl. Kate Maxwell



Killmaterial

Autografen finns vid Musik- och teaterbiblioteket i Stockholm (S-Skma), Z/Sv,
RISM-id: 190023244. Den ir attesterad av Gosta Morin, och bestar av fyra
stimhiften (MS), inget partitur finns.

Kommentarer

Struve anvinder bade staccaton och kilar. Ibland ar det helt tydligt vad som
avses, men vildigt ofta 4r det svart att avgora om vilket det skall vara. Tecknen
dr ofta sammanblandade, och samma gest i tvd olika stimmor kan ha ett till
synes godtyckligt urval av tecken. I utgavan finns en del av dessa motsigelser
kvar, andra har jimnats ut sd att alla har samma tecken.

Mycket artikulation och dynamik har i utgivan overforts till andra stimmor
samt parallellstillen utan ytterligare kommentar. De kommentarer som dnda
finns med skall forstds som att de belyser stillen som limnar utrymme for
tolkning.

Sats I

Take Stimma Anmirkning

17 VL. II-Vc. | Vahar fi MS, dndrat dill sf°

22,24, VL I-11 De tvi violinstimmorna har olika artikulation, kilar

88, 90, resp. legato i 22, 24, 154 och 156, och samma

154, 156 artikulation — legato — i 88 och 90. Utgavan gor
ingen forindring, utan foljer MS.

23 VI 1 MS har sf'pa tredje slaget. I utgavan har sfflyttats
till slag 1 i 6verensstimmelse med 89 och 155.

24,156 VL. 11 Forsta tonen indrad fran 4-del till halvnot i
overensstimmelse med V1. L.

53,185 VL. 1 VL. I har fi dessa takter. Framflyttat i utgavan dll ¢
57 resp 189 dir det stir i 6vriga stimmor i MS.

73 VL. 11 MS har bige 6ver hela takten, dndrat till bara 8-
delarna som i V1. 1.

85 Tutti Seconda volta samt repristecken tillagda.




101 Va MS har d1, dndrat till el.

99-109 | VLII-Vc. | Vaoch Ve har i MS fp — p i varje taktpar. Andrat
till /- p som i V1. 11 utgdvan, med tillagda
accenter. Dynamiken dven inford i V1. I1.

111, 169 | Ve. MS har £ flyttat till foregdende take i utg. samt
overfort till 6vriga stimmor.

158 VL. 1 Forsta tonen indrad fran halvnot till 4-del+4-
delspaus i analogi med ¢26.

164 VL. I p tillagt.

165 VL1 p tillagt.

189 Va MS har h, dndrat till a i utgavan.

Sats 11

Take Stimma Anmirkning

5 Va MS har i denna enda takt pizz. I utgdvan har pizz
resp. arco forts in si att Va foljer Vlc. dven pd ovriga
stillen. De staccaton som finns hos Va pa 4-
delarna i takterna 13 samt 33-36 har i utgivan
tagits bort.

37u Va Dolce indrat till p dolce som det stér i Ve.

45u VL. 11 Endast V1. II har /i MS, hir tillagt till 6vriga
stimmor.

53u, 53 | Tutti Dynamik 6verférd frin 37u, 37.




Sats 111

Take Stimma Anmirkning

5 Ve. MS har p hir, flyteat till ¢1.

51 VLI, Va | p tillagt.

53 Ve. p tillagt.

66 Tutti dolce tillagt.

75 Ve. P4 detta enda stille har MS bage 6ver alla tre tonerna.
Borttagen i utgavan.

Sats IV

Take Stimma Anmirkning

1 Va Bégar inforda i denna kompfigur genom hela
satsen, overforda fran V1. I1.

2,6 V0L 1I MS har bagar tvé och tva, i utgdvan dndrat dill fyra
och fyra, som figuren har pa alla andra stéllen i
satsen.

173,177 | Va p tillagt.

184 Va MS har en bage+punkter ver de tre g:na. Fors 6ver
till VL. 11, samt Va+VL. II t 192.

192 VL. 1 p 6verfort fran V1. II och Va.

195 Ve. MS har 2 pa esset. Borttaget i utgavan.

226- Tutti Nyanserna i denna sektion dr motsigelsefulla. I MS
har VL. I fhela sektionen, V1. II ser ut som i
utgdvan, Vc. och Va har p frin 229u och £ i 235u.
Utgavan utgr frin act V1. IT 4r ritt, och anpassar
ovriga direfter.

© Andreas Edlund, Levande Musikarv
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