





éﬁa{ /;‘ % 9

Emil Sjogren

Samtliga
orgelverk

Volym 2

FFFFFF
5010




Emil Sjogren avbildad 1884 till tidsskriften Svensk musiktidning.



Emil Sjogren

Samtliga
orgelverk

Volym 2
Innehallsforteckning
En introduktion till Emil Sjogren............. II
Verkkommentarer ......cceeeeeeeeeeeeeeeieneeennnns 111
An introduction to Emil Sjogren.............. v
Work commentaries .....oeeeeeeeeeeeeeeeeeeeennnns \Y
Den svenska senromantiska orgeln.......... VI
Emil Sjogrens orgel i S:t Johannes kyrka . VI
The Swedish late-romantic organ ............ VII
Emil Sjogrens organ .......ccceeevvveeeeeeennnene. VII
Preludium C-dur .....ceeeeeeeeeeiiiiiiiiiiiinnns I
[Preludium a-moll] ....ccooeevvnvnnnnnnrrerrnnneee. 2
[Preludium D-dur].....cccovvvveiiieeciiiieeeenne. 4
ZWeIStIMMIZE CANOMN cvvvvvvrvrrrenennaeaeeeeeeans 5
Johannes Elmblad in memoriam.............. 7
Tva sma forspel till André Pirro
I Svaga StAMMOTL «eeveueeeieeieiiieeeeeieeee e 9
I Starka StAMMOT ..ecevvveeeieieeiiee e 10
Legender op. 46
I Andante con devozione [C-dur] ................. 11
I Moderato con gravita [a-moll] ................... 12
III Andante con anima [G-dur].......ccueeeeenn.... 13
IV Andantino con elevazione [e-moll]............. 14
A% Andante con delicatezza [D-dur]................ 15
VI Larghetto con dolcezza [h-moll] ................ 16
VII  Andante con sentimento [A-dur]................ 17
VIII  Lento con spirito [fisssmoll]........ccceveeennnenn. 18
IX  Moderato con elavazione |E-dur]............... 19
X Andante con devozione [ciss-moll]............. 20
X1 Andante misterioso [H-dur]........cceeuvveeeenn. 21
XII  Andante con solennita [giss-moll] .............. 22
XII Moderato con spirito [F-dur] .......ccueeen..... 24
XIV  Maestoso [d-moll].....cccveeeeeeiveieeeecinnineeenns 25
XV  Moderato amabile [B-dur] .........ccoeevvvveeenn. 26
XVI  Andante sostenuto e parlando [g-moll] ...... 28
XVII Larghetto ma non troppo [Ess-dur] ........... 29
XVII Moderato con gravita [c-moll] ...........c....... 30
XIX  Andante pastorale [Ass-dur].........ccvveen..... 31
XX Andante sostenuto con sordino [f-moll]..... 32
XXI Andante spianato [Dess-dur].........ccueeen..... 33
XXII Andante con gravita [b-moll] .........ccceu... 34
For utgévgn svarar Johan Hammarstrom och XXII Andantino con semplicita |Gess-dur] ......... 35
Jan H Borjesson. XXIV Lento espressivo, con sordino [ess-moll] .... 36
Ett stort tack till Michael Waldenby f6r den inledande NENIA 1oviiieieeiiiieeeeeeecireee e e e eeerrereeeeeeaes 37

texten om komponisten och verkkommentarer
samt till Christopher Dury och Joel Speersta for

oversattningshjalp. Editionsberattelse........coeeeeiiiiiiiiiiiiiiiinnns 44

Fantasie op. 15 nr. 1 (transkr. A.W. Gottschalg) 39



En introduktion till Emil Sjéogren

Emil Sjogren anses vara den tonsittare som bast speglar
det artionde som fortfarande i litterara och konstnarliga
sammanhang kallas attiotalet. Med uttrycket forstds
1880-talet, pA samma sdtt som begreppet nittiotalet
vanligen avser adertonhundratalets sista decennium.
Karaktaristiken av Sjogren som dattiotalist kan verka
marklig om man ser till hans val av diktunderlag for sina
med ritta beundrade sanger. Fran de forsta forsoken
1873 och aderton ar framat sysselsatte han sig sd gott
som uteslutande med dansk, norsk och tysk poesi och
aven om de palitliga attiotalisterna Bjornson och Ibsen
ar rikt representerade dr det andd péafallande hur ofta
han griper sig an aldre diktning. S& tycks exempelvis
H C Andersen ha varit en favorit for Emil Sjogren.
Med ett undantag drojde det dnda till 1891 innan han
tonsatte ndgon svensk originalpoesi 6ver huvud taget —
och da valde han tva dikter av respektive Johan Ludvig
Runeberg och Verner von Heidenstam, den sistnamnde
en av det gryende nittiotalets frimsta banérforare. Aven
senare i livet holl sig Sjogren ofta till nordiska och tyska
dikter. Engelsk lyrik tonsatte han endast pa svenska,
spansk och kinesisk i tysk oversittning. Redan denna
korta oversikt av Emil Sjogrens litterdara preferenser ger
en bra bild av hans utblick. Den forklarar ocksa mycket
av den gingse bilden av Sjogren som éattiotalist. Hans
musik dr europeiskt allmangiltig och ndgra spar av
folkton dr svéara att finna. Skillnaden dr markant mot
savil Wilhelm Peterson-Berger som Hugo Alfvén. Deras
musik hor nittiotalet till.

Det kan synas markligt att inleda en utgdva av
Emil Sjogrens samtliga orgelverk med ett resonemang
som kretsar kring hans sanger. 1 sjdlva verket ar ord
och ton hos denne tonsittare sa intimt forbundna
att kopplingen mellan instrumentalmusik och lieder
ar nodviandig och sjalvklar. Peterson-Berger skriver
om hans sonater som “klingande knippen av visor,
losligt sammanbundna i sonatens godtyckliga form.”
Sjogrens utveckling som siangtonsittare dterspeglas i
instrumentalmusiken och som vi skall se galler detta
naturligtvis ocksd hans orgelproduktion. Processen har
av samme Peterson-Berger delats in i tre faser, av vilka
den mittre, dttiotalsperioden, vore den for Sjogren mest
karaktaristiska: ”I dess borjan ligga dven de avgérande
punkterna i hans utveckling, som sedan fortgdr i ett
ytterst ldngsamt tempo och i viss man ... endast dr en
stillsam avblomstring, trots produktiviteten.” Men
denna langsamma utveckling resulterade bland mycket
annat ocksa i nagra av det tidiga 1900-talets markligaste
orgelverk.

Emil Sjogren sysslade med orgelspel under hela sin
konstnarliga verksamhet. Han foddes den 16 juni 1853.
Foraldrarna levde i ett vad som défortiden kallades
stockholmsiktenskap vilket innebar att de var ogifta men
sammanboende. Sonen limnade de bort till bekanta och
det var forst niar denne var i sexdrsildern som familjen
forenades. Hemmet synes ha varit gott och intresset for
konst, allra helst litteratur, var stort. Sjogren blev faderlos
vid tio ars alder. Efter avslutad skolgdng, under vilken
han knappast visade framfotterna i studiehdnseende,
fick han plats i Dannstroms pianomagasin. Detta hande
1870 och Sjogren kom att stanna dar till 1883. Firmans
chef var organisten i S:ta Clara, ] Ludvig Ohlson (1838-
1891), en mangfrestande man, tonsittare, organist,
pedagog, uppskattad sillskapsbroder samt alltsd
ocksa affirsman. Han blev Sjogrens forste orgellarare.
Antagligen tankte sig Ohlson en bana liknande sin egen
for elevens rakning. Darav blev dock intet. Emil Sjogren
var alls inte ndgon affirsbegdvning, an mindre nigon
forsaljartalang. Men han hade nytta av sina erfarenheter
hos Dannstroms och langt in pa nittiotalet hinde det
att han for sitt uppehilles skull gick runt och stimde
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pianon. De forsta dren i firman studerade han, parallellt
med sitt arbete i firman, vid musikkonservatoriet (1869-
1874). Genom ett stipendium fick han 1879 mojlighet
att vistas en period i Berlin. Dir ldrde han kontrapunt
for en av tidens storheter pd omradet, Friedrich Kiel
(1821-1885) och orgel for Carl August Haupt (:18r10-
1891). Vil hemma i Stockholm atervdnde Sjogren till
pianomagasinet och ndgra ar var han ocksa organist
i den dd nybyggda Franska reformerta kyrkan. Han
komponerade sidnger. Forsta sdnghiftet hade Sjogren
fatt utgivet redan 1876 och det foljdes av de mycket
framgangsrika Tannhdusersangerna, till dansk text av
Holger Drachmann, och den tysksprakiga Spanisches
Liederbuch 1881. Pianosviten Erotikon, prisbelont
1883, blev ocksd den mycket omtyckt.

Efter en lyckad vistelse i Kopenhamn, dir han triffade
den danske tonsittaren Peder Erasmus Lange-Miiller
(1850-1926), reste Sjogren i dennes sillskap vidare till
Tyskland och Italien. De bada konstniarerna kom att bli
vanner for livet. En succéartad framgang med den andra
violinsonaten i e-moll (1888) och utndmningen till
organist i S:t Johannes kyrka 1890 bidrog till att Emil
Sjogrens stjarna forefoll vara pa siakert uppatgdende.
I sjdlva verket bar det lika sikert utfor. Han led av
periodvisa depressioner och hade dessutom tidigt
sdllat sig till alkoholens vinner. En alltmer forvirrad,
svar psoriasis medforde en intensifiering av ett redan
stabilt spritmissbruk och hans moders dod, till foljd
av en trafikolycka [°
1895, fick katastrofala
efterverkningar for |
den modersbundne |
tonsdttaren. Sjogren
var ndra undergdngen
niar den driftiga och
konstnarliga Berta
Dahlman sa gott som
bokstavligen halade
upp honom ur trasket.
Om ] Ludvig Ohlson
varit hans ungdoms
vilgorare blev Berta
hans mannaalders.
Paret gifte sig 1897
och hustrun var Emil
Sjogrens  impressario,
van, alskarinna, musa,
viktare och bidsta stod i =
under de dryga 20 ar de hade tillsammans. De bosatte
sig forst vid Lill-Jans plan — Otto Olsson har atergivit
ett ljust minne fran ett besok pd den adressen. Men
det blev nodvindigt att komma bort fran Stockholm
med alla dess frestelser och efter ndgra lyckliga ar pa
Malmsjo utanfor Sodertilje flyttade de 1910 till en villa
i Knivsta. Vintrarna tillbringade de frin 1903 vanligen
i Paris. Tvivelsutan var det Berta Sjogren och hennes
formdga att fa maken till en, dtminstone relativt, sundare
livsforing som mojliggjorde den sista skaparperiod som
Wilhelm Peterson-Berger stillde sig sd avvaktande infor.
Det ar svart att forstd hans skepsis. Under 1900-talets
forsta decennier skrev Emil Sjogren, bland mycket annat,
nigra av tidens intressantaste sianger. Die Treppe im
Mondlicht (19171) till Hans Bethges Li-Tai-Potolkningar
brukar anges som en av dem. Att tonsidttaren kint
en stark gemenskap med diktens djupt olyckliga och
ensamma kejsarinna star, enligt min uppfattning, utom
allt tvivel.

Organistbefattningen i S:t Johannes var varken
sarskilt betungande eller vilavlonad. Trots detta, och
trots manga och langa tjanstledigheter — under vilka
détidens organister sjilva fick bekosta sina vikarier —
skapade sig Emil Sjogren ett stort namn som organist.
Hans repertoar var foga omfattande och det var som
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improvisator han vann stockholmarnas hjartan. Otto
Olsson har i ndgra numera néstan uttjatade citat berattat
om hur forra sekelskiftets kulturella elit vallfardade till
Johannes for att lyssna till Sjogrens “gnistrande, geniala
ackordforbindelser” i ldnga fantasier efter aftonsingen.
Minga har antagit att de 24 legenderna for orgel har sitt
ursprung i just dessa improvisationer och det 4r ingen
orimlig formodan. Legenderna bir, liksom preludiet
och fugan i a-moll frdn 1907, mdnga gemensamma drag
med sdngerna frdn samma tidsperiod. Harmoniken och
inte minst notationen visar ett tydligt samband.

Trots sitt stora intresse for litteratur var Emil Sjogren
ingen skrivande manniska. Hans efterlimnade brev ar
fa till antalet och det bidrar till att det ibland ar svart att
bilda sig en uppfattning om hur han i sjilva verket forholl
sig till skeenden och manniskor i samtiden. Mycket har
exempelvis skrivits och sagts om hans nira forhallande
till fransk musik. Var han verkligen sd galliskt influerad
som ibland hivdats? Man kan peka pa de manga och
langa parisvistelserna. Numera ser man dessa mer som
ett led i en medveten strivan mot en internationell
lansering av Sjogren och hans musik. Det ar inte sdrskilt
langsokt att anta att han — och kanske i 4n hogre grad
Berta Sjogren — medvetet eller omedvetet hoppades
pa ett genombrott i stil med den tio ar dldre Edvard
Griegs framgdng pa kontinenten. Men pd det stora
hela uteblev den internationella uppmarksamheten. De
manga och forvisso framgangsrika Sjogrenkonserterna
i den franska huvudstaden besoktes mest av nordbor
i exil. Ndgot storre intresse fran fransk publik blev
det aldrig, trots att musiken framfordes av verkliga
storheter som violinisterna Georges Enescu och Jacques
Thibaud. Orgelverken spelades av tidens fixstjarna
Alexandre Guilmant. Diremot var Berta Sjogren
mycket framgangsrik i den marknadsforing av makens
musik som hon outtrottligt dgnade sig at efter dennes
dod. Hon overlevde sin man med nistan femtio dr och
nar hon 1ot dr gammal avled 1967 hade hon kraftfullt
medverkat till nyutgdvor av bland annat Emil Sjogrens
sdnger och violinsonater. I Kungliga biblioteket finns
Berta Sjogrens vildiga samling av sjogreniana. Den
omfattar 6,5 hyllmeter fordelade pd 61 volymer. Hon
sparade bokstavligen allt, dven skillbrev frin sndla
forsamlingsbor och kirleksbrev fran andra kvinnor.
Aterigen: utan hustruns obrottsligt lojala stod hade Emil
Sjogren med all sannolikhet inte formdtt skapa flertalet
av de orgelverk som presenteras i denna utgava.

Emil Sjogren beskrivs ofta som lite bortkommen
och hjilplés. Andd var han en oerhort uppskattad
sdllskapsminniska, vinlig, generts och rolig och
hans stora kvinnotycke dr omtalat. I de stockholmska
sekelskiftessalongerna diar han var en girna och ofta
sedd gist fick midnga av hans sdnger och violinstycken
sina uruppforanden. En av hans medspelare var Hugo
Alfvén, som bara har gott att siga om den ildre
kollegan. Tillsammans med siangerskan Ebeth Morner
gjorde de en konsertturné. Hugo Alfvén berittar: “Det
var underbart att dagligen fd umgds med Sjogren bdde
som mdnniska och tonsdittare under den vecka eller
kanske ndgot mer, som turnén varade. Den efterldmnade
det allra ljusaste minne.”

Verkkommentarer

Ytterligare exempel pd skisser som lagts at sidan
aterfinns i borjan av denna utgdvas andra band. I dessa
tvd smd preludier finns tematiskt material som Sjogren
anvant pd annat hall, tydligast kanske i PRELUDIET
C-DUR, vars inledningsmotiv aterkommer i den elfte
legenden i H-dur.

En kanon — ZWEISTIMMIGE CANON MIT EINER FULLSTIMME
— aterfinns bland Emil Sjogrens studiearbeten frin
Berlintiden.

Sangaren och sedermera regissoren Johannes Elmblad
(1853-1910) var under ndgra betydelsefulla ar den unge
Emil Sjogrens synnerligen gode van. Elmblad blev redan
tidigt en uppburen operastjirna, frimst beromd for
sina gestaltningar av Richard Wagners roller, vilken han
med framgang provsjungit for redan 1876 1 Bayreuth.
Tillsammans med pianisten Richard Andersson (1851-
r918) utgjorde Elmblad och Sjogren ett kotteri som
kallades “den heliga treenigheten”. Sedermera arbetade
Sjogren en period som larare vid Richard Anderssons
ar 1886 grundade musikskola. Kontakten med Elmblad
var djupare men blev med aren alltmer komplicerad da
Sjogren djupt foralskat sig i dennes hustru sedan 1878,
den australiensiska pianisten Maggie Menzies. Hans
karlek var besvarad, men trots att makarna Elmblad med
tiden kom att leva atskilda var forhallandet i langden
omojligt. Maggie Menzies, som ocksa framtradde som
tonsidttare med ndgra sanger, tog sitt eget liv 1887.
Stilistiskt erinrar JOHANNES ELMBLAD IN MEMORIAM om
andra verk i genren och om tonsittaren haft blandade
kénslor infor sin sorgemusik kan man bara gissa.

TVA SMA FORSPEL TILL ANDRE PIRRO, i respektive g-moll
och C-dur, dr stramare i stilen och inte lika utarbetade
som exempelvis legenderna. André Pirro (1863-1943)
var organist, korledare och musikhistoriker med 4ldre
tider som specialtitet. Han skrev viktiga arbeten om
bland annat J. S. Bach, Dietrich Buxtehude och parisisk
musik under medeltiden men formulerade ocksd sina
tankar i en bok som heter Descartes och musiken. Det
pensionat i Paris ddar makarna Sjogren langliga tider
bodde, Pension Vesque, lag granne med Pirros och hans
finlandssvenska hustrus véning och Pirro blev en viktig
forkdmpe for Emil Sjogrens musik, bland annat genom
sina goda kontakter med datidens beromdheter.

De 24 LEGENDERNA,
religiosa  stimningar
genom alla tonarter
som de ocksa kallas,
har  forblivit  Emil
Sjogrens mest spelade

orgelverk. Dessa
smastycken har
synnerligen  poetiska
och fantasifulla

foredragsbeteckningar
som vdl rimmar med
. deras respektive
: % ‘i musikaliska innehall.

b i Y Inte utan skil har
man antagit att legenderna 4r nedtecknade aterklanger
av hans improvisationer. Mot detta skulle tala att ett
av de fi mer konkreta vittnesborden om Sjogrens
improvisationskonst (av den malmoitiske recensenten
Karl Berggren) beskriver ett sjogrenpostludium
som en To-T5 minuter ldng “fri fantasi over en av
de koralmelodier som sjungits under hogmdssan™.
Legenderna ar tillignade musikern, tonsittaren och
mecenaten, lantgreven Alexander Friedrich av Hessen

(1863-1945).
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Vid Emil Sjogrens jordfastning i Johannes kyrka den
7 mars 1918 spelade Otto Olsson inte ndgot av dennes
orgelverk. Oklart varfor valde han i stallet pianostycket
NENIA frin 1889. Formen dr ABABA plus Coda och
stycket ar tillignat minnet av den unga operasdngerskan
Anna Klemming (1864-1889). Registreringsanvisningarna
i denna utgdva ar av Otto Olsson och tillimpliga pa
dennes orgel i Gustav Vasa kyrka i Stockholms. Nenia
betyder sorge- eller klagosdng.

Pianosviten Pd vandring fran 1884 blev tidigt ett
repertoarverk. Dess inledande nummer Morgonvandring
har fortfarande kvar sin lyster. Under namnet FANTASIE
OP. 15 NR. 1 och med underrubriken Concertstiick fiir
Orgel bearbetades och arrangerades det av A. W.
Gottschalg. Denne, som bland mycket annat ocksd
verkade som hovorganist i Weimar, var en habil arrangor
med forkarlek for Liszts och Wagners verk.

Michael Waldenby

An introduction to Emil Sjogren

Emil Sjogren is considered to be the composer who best
reflects the decade that, in literary and artistic contexts,
is still called the eighties. The term is understood as
referring to the 188o0s, just as the term the nineties is
usually applied to the last decade of the nineteenth
century. Describing Sjogren as a product of the eighties
may seem odd if one looks at the choice of poems upon
which his justly admired songs are based. From his first
experiments in 1873, and during the coming eighteen
years, he occupied himself almost exclusively with
Danish, Norwegian and German poetry, and even if the
trusty Bjornson and Ibsen of the 80’s are well represented,
it is striking how often he tackled older poetry sources.
It appears, for example, that Hans Christian Andersen
was a favorite of Emil Sjogren. With one exception it
was not until 1891 that he set original Swedish poetry to
music whatsoever — and even then he chose two poems
by Johan Ludvig Runeberg and Verner von Heidenstam
respectively, the latter being one of the dawning nineties’
leading standard-bearers. Even later in life Sjogren
often restricted himself to Nordic and German poems.
English poetry was set only in Swedish, that in Spanish
and Chinese was translated to German. Even this brief
overview of Emil Sjogren’s literary preferences gives a
good picture of his outlook. It also explains much of the
current picture of Sjogren as a figure of the eighties. His
music is generally European and traces of folk music are
hard to find. The differences are significant compared to
both Wilhelm Peterson-Berger and Hugo Alfvén. Their
music belongs to the nineties.

It may seem odd to present an edition of Emil Sjogren’s
complete organ works with an argument concerning his
songs. In fact the words and music of this composer
are so intimately connected that the relationship
between his instrumental music and lieder is clear
and obvious. Peterson-Berger describes his sonatas as
“sounding bundles of songs, loosely bound together by
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the sonata’s arbitrary form.” Sjogren’s development as
a vocal composer is reflected in his instrumental music
and as we shall see, his organ output is no exception.
This process has by Peterson-Berger been divided into
three phases, of which the middle period spanning the
1880s, is Sjogren’s most characteristic: "In its beginning
lie also the crucial points of bis development, which
then proceeds at a very slow pace and to some extent
... is quietly dwindling, despite productivity.” This slow
development resulted, amongst many other things, in
some of the early 19o00s most remarkable organ works.

Emil Sjogren played the organ during the whole of
his artistic career. He was born on the 16" June 1853.
His parents lived in what in those days was called a
Stockholm marriage; in other words they were living in
sin. They sent their son away to stay with friends and
it was only when he was six years old that the family
was reunited. His home environment appears to have
been good, and a great interest in the arts, most of all
literature, was present. Sjogren lost his father at the age
of ten. After finishing school, during which he hardly
showed his merits in terms of study, he acquired a
position in Dannstréom’s Piano store. This occurred in
1870 and Sjogren stayed there until 1883. The company
director was the organist at S:ta Clara, ] Ludwig Ohlson
(1838-1891), a man of many talents: composer, organist,
teacher, prized socialite and businessman. He became
Sjogren’s first organ teacher. Presumably Ohlson planned
a path similar to his own for his student. Nothing was
to come of this. Emil Sjogren was no business genius,
even less a salesman. But he made use of his experience
at Dannstrom’s and well into the nineties it was not
infrequent that he made a living tuning pianos. During
his first years in the firm he studied in parallel at the
conservatory (1869-1874). Via a scholarship received
in 1879 he was able to spend time in Berlin. There
he studied counterpoint with one of the era’s experts,
Friedrich Kiel (1821-1885) and organ with Carl August
Haupt (1810-1891). Back home in Stockholm, Sjogren
returned to the piano store and for a few years was
also organist of the then newly-built French Reformed
Church. He composed songs. His first songbook had
already been published in 1876 and it was followed
by the highly successful Tannhduser songs, to a Danish
text by Holger Drachmann, and the German translation
of Spanisches Liederbuch in 1881. The piano suite
Erotikon, prizewinning in 1883, was also very popular.

After a successful stay in Copenhagen, where he met
the Danish composer Peder Erasmus Lange-Miiller
(1850-1926), Sjogren travelled in his company to Germany
and Italy. The two artists became friends for life. Success
with the second violin sonata in E minor (1888) and
appointment as organist at St. John’s church in 1890
contributed to Emil Sjogren’s continuing promise as a
rising star. The reality it turned out quite differently. He
suffered from periodic bouts of depression and had early
in life developed a love of drink. A case of severe, and
ever worsening, psoriasis exacerbated his established
alcohol problems and the death of his mother, following
a traffic accident in 1895, and with whom he had a
very close relationship, had disastrous repercussions
for the composer. Sjogren was near destruction when
the energetic and artistic Berta Dahlman almost literally
hauled him out of the ghetto. If ] Ludwig Ohlson could
be labelled as his early benefactor, Berta shouldered
that role in the adult years. The couple married in 1897
and the wife became Emil Sjogren’s impresario, lover,
mistress, muse, guardian and closest support during the
20 years they had together. They settled first at Lill-Jans
plan — Otto Olsson had left them with fond memories
from their visit to that address. But with time it became
necessary to move away from Stockholm and all its
temptations, and after a few happy years in Malmsjo



outside of Sodertilje 1910, they moved to a villa in
Knivsta. The winters from 1903 were usually spent in
Paris. It was doubtlessly Berta Sjogren and her ability to

Emil and Berta Sjégren at Villa Ofvansjé in Knivsta.

get her husband to pursue a, at least relatively, healthier
way of life that encouraged this last creative period of
which Wilhelm Peterson-Berger was so distrusting. It
is difficult to understand his skepticism. During first
decades of the 20™ century Emil Sjogren wrote, among
many things, some of the era’s most interesting songs.
Die Treppe im Mondlicht (1911) to Hans Bethge’s Li-
Tai-Po interpretations is usually listed as one of them.
That the composer felt a strong bond with the poem’s
deeply unhappy and lonely empress is, in my opinion,
beyond any doubt.

The position of organist of St. John was neither
particularly taxing nor well-paid. Despite this, and
despite many long leaves of absence — in which
contemporary organists themselves had to recompense
their replacements — Emil Sjogren made a great name
as an organist. His repertoire was not very extensive
and it was as an improviser that he won the hearts of
Stockholm. Otto Olsson has in a now almost hackneyed
quotation expressed how the previous century’s cultural
elite flocked to St. John to listen to Sjogren’s ”brilliant,
ingenious chord progressions” in long fantasies after
evensong. Many have assumed that the 24 legends of
the organ have their origin in these improvisations and
this is no unreasonable supposition. The legends bear,
like the prelude and fugue in A minor from 1907, many
features in common with the songs from the same
period. The harmony, and not least the notation, shows
a clear relationship.

Despite his great interest in literature Emil Sjogren
was no writing man. His posthumous letters are few in
number and this results in it being somewhat difficult
to gain an idea of how he viewed events and the people
around him. Much has been said and written for example
about his close relationship with French music. But was
this Gallic influence really as strong as is sometimes
claimed? One can point to his many long sojourns in
Paris. Nowadays these can be seen more as a conscious
effort to launch Sjogren and his music internationally.
It is not farfetched to assume that he — and maybe
even to a greater part, Berta Sjogren — consciously or
unconsciously hoped for a breakthrough in the style of
the ten year old Edvard Grieg’s success on the continent.
But by and large this worldwide attention failed to
materialize. The many and certainly successful Sjogren
concerts in the French capital were attended mainly by
Scandinavians in exile. The French audiences showed no
interest, even though his music was performed by famed
violinists such as Georges Enescu and Jacques Thibaud.
The organ works were played by future star Alexandre
Guilmant. In contrast, Berta Sjogren was highly
successful in the promotion of her husband’s music to
which she tirelessly devoted herself after his death. She
outlived her husband by almost fifty years, and when
she died in 1967 aged 1ot she had contributed greatly
in the republishing of Emil Sjogren’s songs and violin

sonatas amongst other works. In the National Library’s
one can find Berta Sjogren’s vast collection of Sjogren-
related artifacts. It includes six and a half metres of
shelf space spread over 61 volumes. She saved literally
everything, even critical letters from miserly parishioners
and love letters from other women. Again, without his
wife’s unswervingly loyal support, Emil Sjogren, in all
likelihood had not been able to compose most of the
organ works presented in this publication.

Emil Sjogren is often described as rather confused
and helpless. Despite this he was an immensely popular
companion, kind, generous and funny and his great taste
in women was renowned. At the turn of the century, in
the salons of Stockholm where he was a happily and
frequently welcomed guest, many of his songs and violin
pieces were premiered. One of his musical companions
was Hugo Alfvén, who had only good words to say about
his older colleague. Together with singer Ebeth Morner
they undertook a concert tour. Hugo Alfven says: It
was wonderful to socialize daily with Sjogren both as
man and composer during that week or maybe more,
that the tour lasted. It left me my brightest memories.”

Work commentaries

Further examples of layouts put to the side are tobe
found at the beginning of this edition’s second book.
In these two small preludes we find thematic material
which Sjogren employed elsewhere, perhaps most cleary,
in PRELUDE IN C MAJOR, whose opening motif recurs in
the eleventh legend in B major.

A canon — ZWEISTIMMIGE CANON MIT EINER FULLSTIMME
— is among Emil Sjogren’s study works from his time in
Berlin.

The singer and later director Johannes Elmblad (1853-
r910) was during a few and significant years the young
Emil Sjogren’s very close friend. Elmblad became early
on a celebrated opera star, made famous mostly by his
portrayals of Richard Wagner roles, which he success-
fully auditioned for in Bayreuth in 1876. Together with
pianist Richard Andersson (1851-1918), Elmblad and
Sjogren were a clique dubbed the *Holy Trinity”. La-
ter Sjogren worked as a teacher at Richard Anderson’s
music school (founded 1886). His contact with Elm-
blad was deeper, but became over the years more and
more complicated, when Sjogren fell deeply in love with
Elmblad’s wife, the Australian pianist Maggie Menzies,
in 1878. His love was reciprocated, but even though the
Elmblad couple came with time to live separately, the
relationship longterm was impossible. Maggie Menzies,
who also performed with her own songs songs, took her
life in 1887. Stylistically JOHANNES ELMBLAD IN MEMO-
RIAM reminds us of other works in the genre and if the
composer had mixed feelings about his mourning music,
one can only guess.

TWO SMALL PRELUDES TO ANDRE PIRRO, in the respective
G minor and C major, are tighter in style and not as de-
veloped as in for example the legends. André Pirro (1863-
1943) was an organist, choirmaster and music historian
with earlier periods being his speciality. He wrote im-
portant works on J. S. Bach, Dietrich Buxtehude and the
Parisian music of the Middle Ages but also formulated
his ideas in a book called Descartes and the music. The
guest house in Paris where the Sjogren pair had lived
for a great time, Pension Vesque, lay next to Pirro’s and
his Finnish-Swedish wife’s apartment and Pirro became
important champions of Emil Sjégren’s music, through
their close links with contemporary celebrities.



The 24 LEGENDS,
religious  sentiments
through all keys as
they are also known,
have remained Emil
Sjogren’s most played
organ works. These
small  pieces have
rather poetic and ima-
ginative titles which
rhyme well with their
musical content. They
are, not without good
reason, assumed to be
written-down impro-
visations. Speaking against this would be one of the
more concrete witnesses of Sjogren’s improvisations (the
Malmo reviewer Karl Berggren) who describes a Sjogren
postlude as a To-15 minute “free fantasy on one of the
chorale melodies sung during the morning service.” The
Legends are dedicated to the musician, composer and
patron, Landgrave Alexander Friedrich of Hesse (1863-

1945).

At Emil Sjogren’s
burial in St. Johan-
nes Church on the 7*
March, 1918, Oftto
Olsson did not play
a single one of the
former’s organ works.
It is unclear why he
chose instead the pia-
no piece NENIA from
1889. The form is
ABABA plus Coda and
the piece is dedicated
to the memory of the
young opera singer
Anna Klemming (1864-
1889). The registration
instructions in this editionare by of Otto Olsson and are
applicable on his organ in Gustav Vasa church in Stock-
holm. Nenia means mourning song or lamentation.

The Piano Suite Pd vandring from 1884 became early
on a repertoire work. The introductory piece Morgon-
vandring still retains its luster. A.W. Gottschalg edited
and arranged it under the name FANTASIE OPUS 15 NO. 1,
subtitled Concertstiick fiir Orgel. The latter, who was
amongst many other things the royal organist in Wei-
mar, was a clever arranger with a penchant for Liszt and
Wagner’s works.

Michael Waldenby
Translation: Christopher Dury

VI

Den svenska senromantiska orgeln
Svensk senromantik inom orgelkonsten har sin borjan i
att den unge Per Larsson Akerman sindes ut i Europa
som statlig stipendiat for att studera det senaste inom
orgelbyggarkonsten. De starkaste intrycken kom att
hiamtas fran Sonreck i Koln och Merklin & Schultze
i Belgien. Vid hemkomsten till Sverige 1857 bildade
han bolag med den i Orebro verksamme Setterquist
och dessa byggde tillsammans den nya orgeln till
Strangnids domkyrka vilket kom att bli ett startskott
for den nya orgelstilen. Efter Stringnisorgeln gick de
bada kompanjonerna isir och Akerman flyttade sin
verksamhet till Stockholm. Anda fram till 1930-talet
kom dessa bada firmor att dominera svenskt orgelbyggeri
pa ett mycket patagligt satt.

P& det tekniska omridet infordes barkermaskinen i
storre orglar for att mojliggora en littare speltraktur
i orglar med allt hogre lufttryck och luftslukande
intonation. Det fristdende spelbordet blev standard
och 4’-koppel i manual I och 16-koppel i manual
Il infordes i de flesta instrument. Klangligt priglas
orglarna av trangmensurerade och strakiga principaler,
overbldsande flojter, trdnga strdkstimmor med
intonationsskigg, vidmensurerade och uppbinkade
cornetter, ljust resonanta och kraftfulla rorverk samt
genomsldende rorverk av typen Euphon och senare
aven Clarinett. Tuttit kdnnetecknas av den strikiga
principalklangen, den intensiva cornetten och de ljusa
och starka rorverken.

Vid registrering av den senromantiska svenska
orgelrepertoaren bor man beakta foljande:

1. I svaga nyanser efterstrivas ofta en tit vixling av
registreringar med subtila skiftningar dar strdkstimmor
och flojter 8 och 4’ blandas pd méanga olika sitt. Svaga
4’-stimmor (ofta strdkar) ar en viktig del av de svaga
klangkombinationerna.

2. Solostimmorna utfors ofta pa nagon stark flojt eller
en clarinett. Aven gamban férekommer som soloregister,
ofta i kombination med en fl6jt.

3. Trots att orgelns rorverk dr av ndrmast fransk
styrka bor man vid uppbyggandet av ett crescendo
efterstrava ett glidande generalcrescendo. De flesta
storre romantiska orglar dr ocksd forsedda med en
registersvillare. 16’-klangen i manualen intrader relativt
tidigt i crescendot.

4. Cornetten forekommer sillan i en registrering utan
rorverk.

5. Fullt verk uppnds med 4’-koppel. Man bor alltsd i
en modern orgel vara ndgot forsiktig med nyttjandet av
mixturer.

Emil Sjogrens orgel
i S:t Johannes kyrka, Stockholm

Den 15 maj 1890 invigdes den nya S:t Johanneskyrka
efter ritningar av arkitekt Carl Moller. Den stora
nygotiska kyrkan hade forsetts med en orgel av Akerman
& Lund efter forslag av Georg Wilhelm Heintze, organist
i S:t Jacobs kyrka.

1871 hade han gjort en resa till London dit han
inbjudits att spela vid invigningen av orgeln i Royal
Albert Hall, och hans forslag forefaller ha viss inspiration
frin engelska orglar, exempelvis sammansittningen av
Cornett § ch samt benimningen av pedalens 6ppna
16’-stimma.

Heintzes forslag fortjanar att dterges i sin helhet, da
det ger oss viktig information om tankebanorna kring
orgelns klangliga gestaltning.



The Swedish late-romantic organ

The Swedish late-Romantic organ has its beginnings
in the young Per Larsson Akerman’s journey through
Europe on a state stipend in order to study the latest
trends within the art of organbuilding. His strongest
impressions came from meetings with Sonreck i
Cologne and Merklin & Schultze in Belgium. Upon his
return to Sweden in 1857 he established a firm with the
Orebro organbuilder Setterquist and these two built the
new organ in the cathedral in Stringnids which came to
be the opening salvo of the new organ style. After the
Stringnis organ, the two companions parted company
and Akerman moved his business to Stockholm. Right
up until the 1930s these two firms dominated Swedish
organbuilding in a quite substantial way.

In the technical realm, the barker machine was
introduced in larger organs in order to achieve a
lighter key action in organs with higher and higher
wind pressures and wind-consuming intonation.
The freestanding console became standard and the
4’-coupler in Manual I and the 16’-coupler in Manual
II were introduced in most instruments. Acoustically the
organs are characterized by narrow-scaled and stringy
principals; overblowing flutes; narrow string stops with
tuning beards; wide-scaled and built-up cornets; light,
resonant, and strong reeds; as well as free-beating reeds
like the Eufon and later even the Clarinet. The tutti is
distinguished by its stringy principal sound, the intensive
cornet and the light and strong reed stops.

When registering the late-Romantic Swedish organ
repertoire one should consider the following:

1. In soft nuances one should often strive for a quick
succession of registration changes in which the subtle
use of string stops and 8- and 4-foot flutes are blended in
many different ways. Soft 4-foot registers (often strings)
are an important part of the soft sound combinations.
2. Solo voices are often rendered using some strong flute
or a clarinet. The gamba is also used as a solo register,
often in combination with a flute.

3. Despite the fact that the reed stops are practically as
strong as French reeds, when one builds up a crescendo
one should strive to create a gliding general crescendo.
Most larger romantic organs are also equipped with
a a Registerschweller. 16’-sounds in the manual are
introduced relatively early in the crescendo.

4. The Cornet appears rarely in a registration with reed
stops.

5. The full organ is reached by using the 4’-coupler. In a
modern organ one should be relatively careful with the
use of mixtures.

Emil Sjégrens organ

in S:t Johannes church, Stockholm
On the 15" of May, 1890 the new St. Johannes Church,
designed by the architect Carl Méller, was inaugurated.
The great neo-gothic church had been supplied with an
organ by Akerman & Lund based on a plan by Georg
Wilhelm Heintze, organist of St. Jacob’s Church.

In 1871 he travelled to London where he had been
invited to play at the inauguration of the organ in the
Royal Albert Hall, and his suggestions reflect some
inspirations gleaned from English organs, for example
the composition of the five-rank Cornet as well as the
name of the open 16’ register.

Heintze’s suggestions deserve to be reproduced in full,
because they give us important information about the
thought process concerning the organ’s acoustic design.

FORSTA MANUALEN [I| MANUAL]

Principal 16’. Stark intonation, grofva octaven af tri. [Strong
intonation, lowest octave in wood.|

Principal 8’. Stark intonation. [Strong intonation.]

Gamba 8’. Stark intonation sisom solostimma, snabbangifvande
och genomgéende af metall. [Strong intonation like a solo voice, quick
speaking, the entire register made in metal.|

Hohlflojt 8. Svag intonation, samt snabb i tonangifvningen for
lampligheten sdsom accompgnementstimma for rorliga stimforingar.
[Soft intonation, as well as quick in speech, suitable, for example, as
an accompanying register for moving parts.|

Borduna 8’. Tjock ton, basen kan vara densamma som Hohlfljtens.
[Thick tone, the bass can be the same as the Hoblfléjt.]

Octava 4’. Starkt intonerad. [Strong intonation.]
Octava 2’. Starkt intonerad. [Strong intonation.]

Chornett 4 chor. g, 6f, b, 5f, c, 4f, e 3 1Af, tersqvartsexackord.
Obs. 2dra chor b septiman skall hafva flojttimbre, de ofriga
principal-, genomgdende. [g, 6f, b, 51, ¢, 4f, e 3 Yf, six-four chord.
Note. second rank b septima should have a flute timber, the others a
principalcharacter full compass.]

Trompet 16°.

Trompet-Harmonique 8’. Ofverblisande med sirskild starke
lufttryck. [Overblowing with a particularly strong wind pressure.|

ANDRA MANUALEN [Il MANUAL]

Borduna 16°. Mild intonation. [Mild intonation.]

Principal 8.

Flﬁte-Harmonique 8’. Gemensam bas med Dolce, kan vara.
[Could share the same bass with the Dolce.]

Dolce 8’. Mycket mild, hastig tonangifning si att passager vil
komma fram. [Very mild, quick speech so that passagework can be

highlighted.

Dubbel-flojt 8°.

Fliite-octaviante 4’. Intoneras som en Octava 4’ med nagot
flojttimbre. [Voiced like an Octava 4" with some flute timber.]

Chornett 3 chor. e 3 1f, g, 3f, ¢, 2f, genomgéende. [e 3 %f, g 3f,
¢, 2f, full compass.]

Corno 8.

TREDJE MANUALEN [IIl MANUAL]

Bassethorn 8’. Intoneras med hornklang sé att den vl skiljer sig
i klangen frdn den 6ppna principaltimbren. [Voiced with the sound
of a horn so that it is different from the sound of the oppen pincipal
timber.]

Violin 8. Genomgaende. [Full compass.]

Rorflojt 8°. Med basen fran Salicionalen. [With the bass from the
Salicional.]

Salicional 8. Genomgéende med mycket mild och mjuk intonation.
[Full compass with a very mild and soft intonation.]

Voix celeste 8’. Genomgaende. [Full compass.]
Flute-Harmonique 4’.

Waldflojt 2°. Mjuk och svag flsjttimbre a la den i St Jacobs orgel.
[Soft and weak flute timber as in the St. Jacob’s organ.]

Euphone 8’.

PEDALEN

Dobbelopen Diapason 16’. Med tjock och fyllig ton. [With a
thick and full tone.]

Subbas 16°. Mycket svag sa att den passar att anvindas till tredje
manualens mjuka och fina stimmor. [Very weak so that it can be used
with the third manual’s soft and fine voices.|

Qvinta 12’.

Violoncelle 8’. Med stark och bred straktimbre och snabb
tonangifning. [With a strong and broad string timber and a fast
speech.|

Octava 4’. Stark intonation. [Strong intonation.]
Basun 16’°. Med rund och tjock ton. [With a round and thick tone.]

Kopplen dr de normala for en storre senromantisk
orgel med ett par undantag. 4’-kopplet vill Heintze skall
fungera samtidigt pa alla tre manualverken. 16’-kopplet
i manual III skall vara genomkopplingsbart till manual
IT och 1.

The Couplers are the normal ones for a larger late
romantic organ with a few exceptions. Heintze wanted
the four-foot coupler to work simultaneously on all
three manual divisions. The sixteen-foot coupler in Man
II1 should be possible to couple to Man 11 and 1.

VII



Heintzes disposition genomgick ndgra smarre
forandringar och den slutliga dispositionen kom att bli
foljande (disposition enligt avsyningsprotokollet daterat
13 juni 1890):

Heintze’s disposition went through several minor
changes and the final disposition is given here:

MANUAL I C-g’

1. Principal 16 fot
2. Principal 8 fot

3. Gamba 8 fot

4. Hohl-fleute 8 fot

5. Fleute doppio 8 fot
6. Octava 4 fot
7
8
9

C-H tackt. [C-H covered.]

Av trd. [In wood.]

. Octava 2 fot
. Grand Cornet 5 chor
. Trumpet 16 fot
ro. Trumpet Harmonique 8 fot  Hogtryck. [High pressure]

MANUAL II C-g3

r1. Borduna 16 fot

r2. Principal 8 fot

13. Dolce 8 fot

14. Fleute harmonique 8 fot
15. Borduna 8 fot

16. Fleute octaviante 4 fot
7. Cornett 3 chor

18. Corno 8 fot

Fran c. [From c.]

MANUAL Ill < > C-g’

19. Basetthorn 8 fot

20. Violin 8 fot

21. Salicional 8 fot

22. Voix celeste § fot

23. Rorflete 8 fot

24. FlGite harmonique 4 fot
25. Vald fleut 2 fot

26. Euphone 8 fot

Fran c. [From c.|

PEDAL C-d-

27. Principal 16 fot

28. Subbas 16 fot

29. Qvinta 12 fot

30. Violoncelle 8 fot

31. Octava 4 fot

32. Contra-Basun 32 fot

KOPPEL
. for 1:sta manualen pa pedalen
. for 2:dra manualen pa pedalen
. for 3:dje manualen pa pedalen
. for en octav hogre i pedalen
. for 2:dra manualen pa 1:sta manualklaveret
. for 3:dje manualen pa 1:sta manualklaveret
. for 3:dje manualen pé 2:dra manualklaveret
. Detta koppel har Orgelbyggaren adfelat uti tvenne
aftrampningar, nemb|ligen]:
a) for en octav hogre fran ostr. g i 1:sta manualen
b) for en octav hogre fran ostrukna g uti
2:dra manualen
9. for en octav lagre inom 3:dje manualen endast s3,
att unsionkopplen fran 1:sta och 2:dra manualen icke
verka pd densamma.

O AN AW P H

KOLLEKTIVKOPPEL

10. fOr messo-piano, tagande 12 [13] stimmor
[3, 4, 5, 13, 14, 15, 16, 20, 21, 23, 24, 28 & 30]

11. fOr messo-forte, tagande 21 stimmor

[1’ 2’ 3’ 4’ 5’ 6’ 7’ II, 12, 13’ 14’ 15’ 16’ 19,
20, 21, 23, 24, 28, 30 & 31|

12. for forte, tagande 25 stimmor

[1’ 2’ 3’ 4’ 5’ 6’ 7’ II, 12, 13’ 14’ 15’ 16’ 18, 19’
20, 21, 23, 24, 26, 27, 28, 29, 30 & 31]

13. for tutti, tagande orgelns alla stimmor

14. for rullsvillaren, den dr pa spelstolen placerad ytterst
till hoger, pd en vagbalance anbringad aftrampning.
Densamma astadkommer en nyansering fran piano —
till orgelns hela tonstyrka med atta olika tonskiftningar
VIII

[Grund: 21, 22, 28 — Steg 1: +14, 4, 23, 30 —
Steg 2: +15, §, 20, I3, 3, 24 — Steg 3: +16, 2, IT, 29, I9 —
Steg 4: +12, 6, 31 — Steg §5: +26, 18, 25 — Steg 6: +1, 27 —
Steg 7: +7, 17, 9 — Steg 8: +32, 10|
15. dr en pa spelstolens midt placerad tramp, som verkar
pa 3:dje manualen crescendo-aparat.

Man kan av dispositionen utldsa att man hade stora
ambitioner men liten yta att bygga pd. Orgeln ar
brett upplagd och man har satsat pa en kostsam och
skrymmande Contra Basun 32” medan Basun 16’ fick
uteslutas. Tanken var sannolikt att Trumpet 16’ i manual
I skulle fylla dess funktion. I samtida registreringspraxis
ar det dessutom inte troligt att man drog Basun 16’ fore
Trumpet 16°.

Den svaga besittningen av 4’ i manual II ticks upp
av 4’-koret i cornetten som pa sd sitt binder samman
manualens tuttiklang.

Voix celeste 8’ dterfinns sannolikt ffg i en svensk orgel
just hir. Likasa finner man hir troligen ffg ett septimakor
i huvudverkets cornett, ndgot som senare skulle komma
att bli relativt vanligt i svenska sentomantiska orglar.
Aven forekomsten av en svag Hohlfleut 8’ i manual I 4r
ovanlig.

Alla dessa influenser tycks komma fran Heintze som
saledes forefaller ha gett tydliga och viktiga impulser till
var orgelhistoria.

Under pagdende arbete med orgeln flyttade Heintze till
Lund dar han fatt tjansten som domkyrkokapellmaistare,
och det fick istdllet bli Emil Sjogren som slutforde
uppdraget som kontrollant. Han kom d&ret efter
att bli anstidlld som organist i forsamlingen. I sitt
avsyningsprotokoll ger han orgelbyggarna mycket goda
vitsord for det forndmliga instrumentet.

Forutom négra renoveringar stod orgeln oforandrad
kvar fram till 1946 dd den i grunden omgestaltades.
Nista stora forandring kom pé 1970o-talet da nuvarande
orgel byggdes av Troels Krohn. En god del av det gamla
pipmaterialet dteranvindes men klingar i dag helt
annorlunda an pa Sjogrens tid.

One canread from the disposition that they had greater
ambitions but a very small space in which to carry them
out. The organ is wide in its layout and they decided
for an expensive and bulky Contra Basun 32° while
the Basun 16° was excluded. The idea was apparently
that the Trumpet 16° in Man I would fulfill its function.
In contemporary registration practice it isn’t probable
that the Basun 16° would be drawn before the Trumpet
16°. The soft compliment of the 4” in Man Il is covered
by the 4°-choir in the cornet which binds together the
tutti of the manuals. The Voix celeste 8’ is apparently
reintroduced for the first time bere in Swedish organs.
Similarly it is bere that one apparently for the first time
finds a septima rank in the cornet of the main manual,
something that became relatively common in late
Romantic Swedish organs. Even the presence of a soft
Hoblfleut 8’ in Man 1 is unusual. All of these influences
are thought to come from Heintze and thus appear to
have been clear and important influences on our organ
history.

During the ongoing work with the organ Heintze
moved to Lund where he had gotten a position as
Cathedral Organist, so it was Emil Sjégren instead who
completed the commision as inspector. A year later he
was employed as organist in the congregation. In bis
final protocol bhe gives the organbuilders very strong
praise for their excellent instrument.

Apart from a few renovations, the organ stood
unchanged until 1946 when it was completely redisigned.
The next large change came in the 1970s when the
current organ was built by Troels Krobn. A large part of
the old pipe material was re-used but sounds completely
different today than in Sjogren’s time.

Jan H Bérjesson  Translation: Joel Speersta
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Till H. K. H. Alexander Friedrich, Landtgreve av Hessen

LEGENDER

Religiosa stamningar (Impressions religieuses) i alla tonarter for orgel

Andante con devozione.
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LEGEND XIII
29 Vh 1 sl B noterad som 1d i tryck.
Br & 2 noterad punkterad 2 d med gemensamt skaft
i MS. MS alternativ valt.
30-31 Vh bbg finns i bide MS och tryck. Borttagen. Jmf takt 29.
LEGEND XIV
1o-11 Hh bbg finns i bide MS och tryck. Borttagen. Jmf takt r1-12.
LEGEND XVI
1T Vh 1 sl B noterad som 2d i MS och tryck. Andrad till 1d.
LEGEND XVII
14 Hh 3 sl S punktering borttagen.
19 Hh 1 sl A noterad som 4d i tryck, som 8d i MS.
MS alternativ valt.
Hh 3 sl 2:a 8d S tillg *.
LEGEND XVII|
22 Hh 3 sl Stillg &
LEGEND XIX
8 Hh 4 sl A punktering i MS. Tryckets alternativ valt.
16 Hh bbg saknas i MS. Tryckets alternativ valt.
20 Hh 4 sl Stillg &
LEGEND XX
19 Hh 4 sl Stillg &
26 Hh A bbg saknas i MS. Tryckets alternativ valt.
LEGEND XXI

2 Vh bbg finns i bide MS och tryck. Borttagen. Jmf takt 24.
15 Ped stimman noterad med separat skaft enligt MS.
17 Ped stimman noterad med separat skaft enligt MS.

27 Hh 1 sl S%itryck, e¢j i MS. MS alternativ valt.
LEGEND XXII

1T Hh 2 sl S bbg saknas i MS. Tryckets alternativ valt.
LEGEND XXIIl

1T Hh 3 sl A punktering finns i MS. MS alternativ valt.
12 Vh 1 sl 1d i tryck och MS. Andrad till 2d.

18 Hh 3 sl Stillg &

LEGEND XXIV

17 Vh 1 sl T punktering i MS. MS alternativ valt.

NENIA
Killa: * Nenia
Gehrman & C:o

Nenia spelades vid Emil Sjogrens jordfistning i S:t Johannes kyrka
den 7 mars 1918. Otto Olsson har helt och héllet utgdtt fran
pianoversionen och dir lagt till registreringsanvisningar samt vid ett
tillfille strukit oktavering (t 36-37 sl 2-1).

Denna utgdva utgar helt frin Otto Olssons egna bearbetning av
Sjogrens pianokomposition.
5 Hh 4 sl tillg 5.
36 Hh 3 sl tillg 5.
38 Hh & vh 1 sl dndrad fran 8d till 4d.
39 Hh & vh 1 sl dndrad fran 8d till 4d.
53 Ped 1 sl paus tillg.

FANTASIE OP. 15 NR. 1

Kiilla: e Fantasie op. 15 nr. 1. Concertstiick fiir Orgel
Frei bearbeitet von A.W. Gottschalg
EW.C. Leuckart verlag, Leipzig.

4 Vh 2 sl * tillg.

25 Vh 1 sl 2:a 8d tillg &

30 Vh 2 sl bbg tillg.

31 Vg 2 sl bbg tillg.

57 Vh manualhinvisning tillg.

77 Vh manualhidnvisning tillg.

1or  Hh é tillg.

45



Autograf till Preludium [C-dur] ur ”24 Praludier for Orgel af Emil Sjogren”. Musik- & Teaterbiblioteket, Stockholm.
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Titelsida till ”Johannes Elmblad In Memoriam”. Musik- & Teaterbiblioteket, Stockholm.



Titelsida till ”Religibsa stamningar” [24 Legender]. Det Kongelige Bibliotek, Kabenhavn.






