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STRAUSS, Richard (1864-1949)

Zueignung, op.10 Nr.1 (Hermann uon Gilm) (Breitkopf U Hiirtet)
A 1 l e c t i o n ,  O p . 1 0  N o . 1
Af fec t ion ,  op .10  no  1

Allerseelen, op.10 Nr.8 (Hermann aon Gilm) (Bre;tko.pf €t Hartut)
A l l  S o u l s ,  O p . 1 0  N o . B
Toussa in t ,  op .10  no  B

Befreit, op.39 Nr.4 (Richard Dehmel) (Breitkopf uHiirtet)
De l ivered ,  Op.39  No.4
D6l iv rancc ,  op .39  no  4

Cicilie, op.27 Nr.2 (Heinrich Hart) (Breitkofi€dHrirtet)
C e c i l i a ,  O p . 2 7  N o . 2
C6c i le ,  op .27  no  2

Wiegenlied, op.41 Nr. t (Richard Dehmel) 1a,";ttopltdHtirtet)
C r a d l e  S o n g ,  O p . 4 1  N o . 1
B e r c e u s e ,  o p . 4 1  n o  1

Stindchen, op.17 Nr.2 (A.F. uon Schack) (Breitkopf €tHartet)
S e r e n a d e ,  O p . 1 7  N o . 2
S 6 r d n a d c ,  o p . 1 7  n o  2 )

Ruhe, meine Seele, op.27 Nr.l (Karl Henckell) (BreitkopJ6Hiirtet)
R e s t ,  m y  S o u l ,  O p . 2 7  N o . 1
P a i x .  m o n  A m e .  o o . 2 7  n o  1
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SIBELIUS, Johan (Jean) Jul ius Christ ian (1865-19s7)

E Svarta rosor, op.36 no.l (ErnstJosephson) (Breitkopf GHiirtetl l'44
Black Roses,  Op.36 No.1
Schwarze Rosen,  op.36 Nr.1
Roses funbbres, op.36 no 1

E Saf, sif, susa, op.36 no.4 (Gustaa Frdding) (Breitkopf (tHiirtet)
Sigh,  Sedges,  S igh ,  Op.36  No.4
Sch i l f rohr ,  sAus ie ,  op .36  Nr .4
Parle, 6 vague, op.36 no 4

Im Feld ein Midchen singt, op.50 Nr.3 (Margarete Susman) 2'55
A Maiden Yonder Sings, Op.50 No.3 1r,;""""1
Une jeune f i l le chante lb-bas, op.50 no 3

Yiren flyktar hastigt, op,13 no.4 Q.L. Runeberg) (Breitkopf uHiirtal l'44
Spr ing  is  F ly ing ,  Op.13  No.4
Fr t ih l ing  schwindet  e i l ig ,  op .13  Nr .4
L 'avr i l  s 'envo le ,  op .13  no  4

Den fiirsta kyssen, op.37 no.l (J.L. Runeberg) lBreitko4f uHiirtet) 1'58
The F i rs t  K iss ,  Op.37  No.1
Der  e rs te  Kuf3 ,  op .37  Nr .1
Le premier  ba iser ,  op .37  no  1

Flickan kom ifr in sin i i lskl ings mii te, op. 3 7 no. 5 Q. L. Rune berg) 3'  OB
The Tryst, Op.37 No.5 1nn;tr,op1 (dHiirtet)

Mbdchen kam vom Ste l ld iche in ,  op .37  Nr .5
Gre tchen v ien t  du  rendez-vous .  op .37  no  5
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E Pi verandan vid havet, op.38 no.2 (Viktor Rydberg) 3'00
On a Balcony by the Sea, Op.38 No.2 1nn;ttop1 6Hiirtet)
Auf  dem Ba lkon am Meer ,  op .38  Nr .2
Sur  ie  ba lcon devant  la  mer ,  op .38  no  2

E S.' t t  har jag ej fr igat mera, op.l7 no.l  (J.L. Runeberg) 2'02
And I Questioned Then No Further, Op.17 No. 7 @re;tkopf s Hartut)
Und ich  f rag te  dann n ich t  w ieder ,  op .17  Nr .  1
Pu is  je  n 'a i  p lus  pos6 de  ques t ions ,  op .17  no  1

@ Illalle , op. 1 7 no . 6 (J.J . Wecksell) (Breitkopf €d Hiirtet) l' 33
T o  E v e n i n g ,  O p . 1 7  N o . 6
A n  d e n  A b e n d ,  o p . 1 7  N r . 6
A u  S o i r .  o p . l 7  n o  6

E Var det en driim? op.37 no.4 (J.J. Wuksell) (BreitkopJUHiirtet) 2'OG
Was i t  a  Dream? Op.37 No.4
War  es  e in  Traum,  op .  17  Nr .4
A i - je  r€v6 ,  op .37  no  4

BIRGIT NILSSON, soprano

JANos s6ryovr, piano



Opinions about Richard Strauss'  L ieder have ranged between undiscr iminat ing
enthusiasm and equal ly  exaggerated contempt.  People have spoken of  k i tsch and
tr iv ia l  sent imental i ty ,  of  dar ing tonal  advances and of  p lumbing psychological

depths.  Both extremes are r ight  -  and wrong. For in the last  analysis,  whether the

concert  audience warms to the songs or  fa i ls  to appreciate them depends on the

singer 's  emot ional  sense and taste;  too common a sent imental i ty  or  too forceful  an

accent can prove fatal to the overall interpretation.
That the Lieder of  the youne Richard Strauss complement those of  h is

contemporary Hugo Wolf  (1860-1903) is  i r refutable pr imar i ly  for  the fact  that

Strauss more f requent ly set  to music the work of  contemporary poets,  thereby

producing a r ich synthesis of  German poetrv and music f rom the last  decades of  the

nineteenth century.  (Strauss has nothing to compare wi th the br i l l iance of  Wolf 's

cycles of songs to texts of Morike and Eichendorff, even though Eichendorff -

together with Hermann Hesse - is represented in the Vier letzte Lieder (Four Last

Songs) f rom 1948. Of the seven songs which Birg i t  Ni lsson s ings on th is CD, two,

Be;t'reit (Delivered) and Wiegenlied (Cradle Song), are to texts by Richard Dehmel

(1863-1920);  Ruhe, meine Seele (Rest ,  my Soul)  is  by Kar l  Henckel l  (1863-1929),

Cticilie (Cecllia) by Heinrich Hart (1859-1906) and Strindchen (Serenade) by A.F.

von Schack (1815-1894).  Only two texts are ear l ier ,  Zueignung (Af fect ion) and

Al lerseelen (Al l  Souls) ,  both of  which were wr i t ten by Hermann von Gi lm who died

in 1864, the year of  Strauss'  b i r th.
The oldest Lieder represented here (.Allersulen, Zueignung and Standchen) were

composed prior to the strongly Wagner-inspired musical drama Cuntram and the

vir tuoso tone poem DonJuan, whi le the others were composed by Strauss in the

1890s between Guntram and Feuersnot (h-ire), Don.luan and Ein Heldenleben (A Hero's

Li fe)  -  int rospect ive int imacy and soul-searching between the dazzl ing orchestra l

t r iumphs.  And just  as one cannot imagine Strauss port rayed wi thout  ment ion of

the operas and orchestra l  tone poems, so one cannot forget  h is L ieder.  The best  of

them, when interpreted wi th the assurance and sensi t iv i ty  of  the s inger and pianist

of  th is recording,  g ive a perfect  p icture of  the f inal  phase in the natural

development of  the German Romance l iom Schubert ,  Schumann, Brahms, L iszt



and Hugo Wolf  to the young

symphonic magni f icence.
Richard Strauss in purposeful contrast to the

Gustaf Hillestrdm

The songs of  Jean Sibel ius are monumental  composi t ions in miniature.  One can

state as a general rule that something of the symphonic Sibelius is reflected even ln
the composer 's minor works.  This is  especia l ly  t rue of  the songs.  Whether Sibel ius
is composing pantheist ic  incantat ions,  Nordic romances and bal lads or  more
typical  L ieder,  he displays the symphonic composer 's abi l i ty  to create
rnonurnental i ty  even in a l imi ted format.

This fact provides the background to his view of vocal interpretation. After
l is tening in May 1918 to a song rehearsal  he noted,  somewhat i r r i tated,  in h is
diary:  'They -  our s ingers -  make too much out  of  each phrase.  The absolute
rnusic which I  create is  so purely musical  and str ic t ly  speaking independent of  the
words that  reci tat ion of  them is out  of  p lace. '

A diary entry of  th is sort  should,  to use a Sibel ian expression,  be misunderstood
in the r ight  wav.  The words should not  be neglected;  on the contrary,  the
enunciat ion should help to shape the musical  phrase.  But  psychological  nuances
and accents should never be al lowed to dominate at  the Expense of  the melodic l ine
and make inroads on the monumental i ty  of  the contours,  the precis ion of  the
rhy th rn  r nd  t he  e ren .  l l ow ing  sono r i t y .

Even i f  the words of  Sibel ius '  songs have not  been di rect ly  subordinated to the
rnusic,  the two parts are not  equal  in the same sense as in German Lieder.  Singing
Sibel ius is  somethins other than s inging Schumann or Wolf .

The 'sreat '  songs of  Sibel ius for  h igh voice require a dramat ic soprano of  the
Wzrgner-Strauss type. In his day it was Aino Acktd to whom he dedicated Hiistkrrjll
(Autumn Evenine) and Luonnotar (Spir i t  of  the Air)  for  soprano and orchestra;  in
tht '  next  senerat ion Kirsten Flagstad.  Nowadays i t  is  Birg i t  Ni lsson,  whose
intornparable Isolde-Salome voice and mastery of  del ivery make her the obvious
choice l i r r  the Ackt6 songs.  But  thanks to the breadth ofher range of interpretat ion,
she is  idealh '  sui ted as the interpreter  of  the more lyr ical ,  in t imate numbers in
Sibcl ius '  r 'ocal  composi t ions,  songs of  the type which Sibel ius composed for  Ida
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Ekman and which were later to be interpreted with such success by Aulikki
Rautawaara.

Among the Sibel ius songs which Birg i t  Ni lsson has chosen, the four Runeberg

songs together with Pd uerandan uid haaet (On a Balcony by the Sea; 1903) to a text

by Rydbergbelong to the monumental  type of  song. One human fate is  painted in

a few fateful phrases in Dorian choral form in Se'n har jag eJ frdgat mera (And 1

Quest ioned Then No Further;  1894).  The song made a deep impression on

Brahms who heard i t  sung by Ida Ekman in Vienna in 1895 and caused him to

excla im: 'Aus dem wird was'(Something wi l l  come of  h im (Sibel ius)) .  The more

explicit drama in Flickan kom i;t'rdn sin itlskling mtite (The Tryst; 1900?) aroused

Sibelius' youthful admiration for Tchaikovsky. The falling, passionate signature

melody appears first in the piano part but is taken over in the final climax by the

singer. In VdrenfQktar iaslzgt (Spring is Flying; 1891) the modulation from E flat

minor to E flat major reflects with as much simplicity and effectiveness the changes

in mood between the plaints of the girl and the hopeful replies of the boy. DenJiirsta

fussen (The First Kiss, probably 1900) exhibits a refined Nordic colour-scale: the

Dor ian B f lat  minor of  the c loud,  the shin ing D f lat  major  of  the maid 's reply and

the star 's  ethereal ,  g l i t ter ing E major .

The pantheism of Rydberg's Pd uerandan uid haaet (On a Balcony by the Sea;

1903) inspired Sibel ius to produce a mighty reci tat ive- l ike incantat ion in which the

interval  of  an augmented fourth becomes the musical  symbol  for  a longing for

e t e r n i t y  a n d  d i v i n e  p r e s e n t i m e n t ,
St;J, saf, szsa (Sigh, Sedges, Sigh; probably 1900) stands on the boundary

between Nordic bal lad and romance. The music in the words of  Froding's 'poen-r

f inds i ts  counterpart  in the impressionist  tones of  the piano part .

Suarta Rosor (Black Roses; 1899) seems almost pre-expressionist with its fleur de

mdl atmosphere.  The deathly whi te,  b lood-red and midnight  b lack of  the roses play

against  each other in surpr is ing modulat ions.

I t tat le (To Evening;  1B9B),  to a sonnet by Forsman-Koskimies,  is  real ly  bui l t  up

on one musical  phrase which is  var ied melodical ly ,  harmonical ly  and rhvthmical ly .

There is  a d ist inct  impression of  the sty le of  del ivery of  the ancient  Finnish runic

singers.  
7



A f 'eel ing for  the myst ic ism of  nature and for  the c loseness of  death in Susman's

poem Im Feld ein Mtidchen singt (A Maiden Yonder Sings) inspired Sibelius to write a

bal lad- l ike song (1906),  which in spi te of  i ts  German text  approaches his lyr ical

Finnish sty le.
Var det en 7r5^.t (\Nas it a Dream?; 1902), dedicated to Ida Ekman, is the lyrical

pear l  arnong Sibel ius '  songs.  The magni f icence of  the cant i lena,  which might  have

bcen wr i t ten wi th Birg i t  Ni lsson's voice in mind,  st retches in wide arches over the

sur54e of  the piano where the memory of  the 'quiver ing str ings '  is  urged for th in the
contorrrs of the middle vorce. Erik Tau;aststjerna

Birg i t  Ni lsson is  one of  the wor ld 's leading dramat ic sopranos,  wi th a predi lect ion
lor  Wasner and Strauss.  Of Romances -  a musical  form which she loves -  she
says:  'A Romance expresses so much wi th the s implest  of  means.  I t  passes so
quickly;  one rnust  grasp the mood in i ts  passing.  I f  one succeeds,  then the
Rornance is  a supreme art is t ic  exper ience' .

J6nos S6lyom (born in Budapest  in 1938) is  one ofScandinavia 's leadingpianists.
He studied at  the B6la Bart6k Conservatory and the Liszt  Academy, not  only p iano
but a lso composi t ion and conduct ing.  He emigrated to Sweden in 1956. He is an
act ivc concert  p ianist  both in Europe and in the U.S.A.;  th is is  h is ddbut as a
Ro rnance  accompan i s t .  On  t he  same  l abe l :  B IS -CD-16 .



Das Urteil iiber die Lieder von Richard Strau8 sind von der unnuanciertesten
Uberschitzung zu einer ebenso ilbertriebenen Verachtung gependelt. Man hat von
Kitsch und banaler Salonromantik, von dreisten tonalen Errunqenschaften und
intensiver psychologischer Vertiefung gesprochen. Die beiden A.ufierlichkeiten
mogen richtig sein - und fehlerhaft.

Am Ende hzingt die Schitzung oder das mangelnde Verstdndnis des Konzert-
publ ikums von dem emot ionel len Status und vom Geschmack des Singers ab;  e ine
allzu gewohnliche Sentimentalitdt oder ein iiberbetonter Akzent kann frir die
Interpretat ion als Ganzes fata l  sein.

Da{ l  d ie L ieder des jungen Richard Strau{ l  den Zei tgenossen Hugo Wolf  (1860-
1903) komplet t ieren is t  n icht  zu verneinen -  vor a l lem dadurch,  da{ l  er  in hohem
MaISe Dichter  seiner e isenen Zei t  ver tont  hat  und damit  e ine v ie l fach fazet t ier te
Synthese von deutscher Dichtung und Musik der letzten Jahrzehnten des 19.

Jahrhunderts geschaffen hat .  (Anderersei ts hat  Strau{ l  n ichts geschr ieben, was den
genialen Morike- und Eichendorff-Zykeln von Hugo Wolf 6hnelt, wenn auch
Eichendorff - neben Hermann Hesse - unter den Vier letzte Lieder von 1948
vertreten ls t . )

Von den sieben Liedern, die Birgit Nilsson auf dieser CD singt, sind zwei, Befreit
und, Wiegenliel, von Richard Dehmel (1863-1920), Ruhe, meine Seele von Karl
Henckel l  (1863-1929),  Ct i r i l ie  von Heinr ich Hart  (1859-1906) und St i indchen von
A.F.  von Schack (1815-1894).  Nur zwei  Texte s ind i l ter ,  Zueignung und Al lerseelen,
beide von Hermann von Gi lm, der 1864 starb,  dasselbeJahr wie Strau{ l  geboren
wurde.

Die altesten Lieder der Aufnahme (Allerseelen, Zueignung und Sttindchen) sind vor

dem stark Wagner- inspir ier ten Musikdrama Guntram und dem vir tuosen
Orchestergedicht Don Juan komponiert, wdhrend StraufJ die iibrigen in den
neunziger Jahren, zwischen Guntram und Feuersnot, Don Juan und Ein Heldenleben
vertonte -  int ime Introspekt ion und Seelenschi lderung zwischen den gl inzenden

orchestra len Schlagnummern.  Und ebenso wenig wie man Opern und Orchester-
gedichte vom Strauf l -Portrdt  wegdenken kann, ebenso unvermeidl ich s ind serne
Lieder.  Die besten davon. h ier  von einer sowohl  st i ls icheren als fe inhor ieen
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Singer in und einem gle ich musikal ischem Pianisten dargeboten,  geben etn

al lsei t iges Bi ld von der Endphase der natr . i r l ichen Entwicklung deutscher

Romanzenkunst  von Schubert ,  Schumann, Brahms, L iszt  und Hugo Wolf  b is zum

.jungen Richard Strauf l  in  s innvol ler  Kontrastwirkung zur symphonischen
Magnifizenz. Gustaf Hillestr1m

Jean Sibel ius '  L ieder s ind Monumentalkomposi t ionen in Miniatur format.  Veral l -

scrneinert  konnte man sagen, da{ l  etwas vom Symphoniker Sibel ius in der Regel

auch in c len k le ineren Werken des Komponisten abgespiegel t  wird.  Spezie l l  g i l t

r l ies f r i r  d ie L ieder.  Ob Sibel ius pantheist ische Inkantat ionen, nordische

Rornanzen und Bal laden oder ausgepr igtere Lieder komponier t ,  immer beweist

t ' r .  wic cr  d ic Kunst  des Symphonikers beherrscht ,  auch in e inem begrenzten
Forrnat .  N{onumcntal i t i i t  zu schal l 'en.

I ) icsc Tatsache gibt  uns auch den Hintersrund seiner st i l is t ischen Auffassung
<le r  \ i rkal interpretat ion.  Nachdem er s ich im Mai  1918 eine Liederprobe angehort
h;r t tc ,  rnachtc er  etwas i r r i t ier t  fo lgende Not iz in seinem Tagebuch: , ,Sie,  unsere
Szingcr inne n,  rnachen zu v ie l  von . jede1 Phrase.  Die absolute Musik,  d ie ich
schre ibc,  is t  so t lurchaus rnusikal isch und im Grund von dem Worten unabh6ngrg,
t l a l l  t ' i n c  Rcz i t a t i on  n i ch t  am P la t ze  i s t . "

So c in Urte i l  rv ie d ies in e inem Tagebuch mulJ natur l ich , , r icht ig
nr i l lverstandcn" rve rden.  urn einen Ausdruck von Sibel ius zu benutzen.  Die Worte
r l t i r l i 'n  n icht  a ls bclanglos betrachtet  werden, im Gegentei l  muf l  ihre genaue
,A.ussprat  hc zut '  Ausf i r rmung der musikal ischen Phrase bei t ragen. Aber
psr.choloqische Nuancen und Akzente di . i r fen niemals auf  Kosten des Liederst i ls
r k r r n i n i e r cn ,  a ruch  n i ch t  d i e  M<>numen ta l i tA t  de r  Kon tu r ,  d i e  P r i i z i s i on  des
Rhvthrrrus und den gle ichmi{ l ieen Fluf i  der Sonor i tdt  verr ingern.

Wt 'nn ar lso dic Wortc dcr  L ieder be i  Sibel ius n icht  d i rekt  der Musik
unt t rscordnet rverden, s ind die beiden Tei le n icht  in demselben MaBe wie im
r l t 'u tsthcn [ , icd ebenbi i r t ig.  Es is t  c t rvas anderes,  Sibel ius zu s ingen, a ls Schumann
rrn<l  \ \ i r l1 .

Sibcl ius '  , .qrol lcn" L ieder in hoher St immlage ver langen einen dramat ischen
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Sopran von Wagner-Strau{3-Typ. Er widmete seinerzeit Aino Ackt6 Hiistkurill und
Luonnotar f r i r  Sopran und Orchester .  In der nAchsten Generat ion war Kirsten
Flagstad,  heutzutage is t  Birg i t  Ni lsson mit  ihrer  unvergle ichl ichen Isolde-Salome-
St imme und Vortragskunst  d ie selbstverst in l iche Interpret in der Ackt6-Lieder.
Aber dank der groflen Amplitude des Ausdrucksverm<igens dieser Singerin paflt
sie auflerordentlich gut als Interpretin fiir die ziemlich lyrischen, intimen
Nummern der Sibel ius 'schen Vokalprodukt ion,  a lso f i i r  solche Lieder,  wie Sibel ius
sie f r i r  Ida Ekman komponier te,  und die spdter  so ausdrucksvol l  von Aul ikk i
Rautawaara gesungen wurden.

In Birg i t  Ni lssons Sibel ius-Auswahl  vert reten auch die v ier  Runeberg-Lieder,
sowie Pri oerandan uid haoet (1903) zum Text Rydbergs den monumentalen Lieder-
Typ. In Se'n har jag ej frdgat mera (1894) wird ein Me nschenschicksal gezeichnet und
zwar in e in igen schicksalsschweren Phrasen dor ischen Choralsatzes.  Das Lied
machte auf  Brahms einen starken Eindruck,  a ls er  es 1895 in Wien von Ida Ekman
gesungen horte,  und er  muf l te spontan ausrufen:  , ,Aus dem (Sibel ius)  wird was!"
Das etwas expl iz ietere Drama in, ,Fl ickan kom i f r in s in i lsk l ings mote" (1900?)
hat Sibelius' jugendliche Bewunderung frir Tschajkowskij aktiviert. Die fallende
passionier te Signaturphrase t r i t t  erst  im Klavier  hervor,  wird dann in der
Schluflkulmination von der Gesangstimme iibernommen. In Vdren Jllktar hastigt
(1891) spieget t  der Ubergang von es-mol l  zu Es-Dur ebenso einfach wie ef fekt iv
den St immungswechsel  von den k lagenden Repl ik  des MAdchens zur hof fnungs-
vollen des Jungen. Den Jr)rsta *7ssen (vermutlich 1900) zeigt uns eine raffinierte
nordische Farbenskala,  das dor ische b-mol l  der Wolke,  den Des-Dur-Glanz der
Repl ik  des Mddchens und das i ther isch zwinkernde E-Dur des Sterns.

Der Pantheismus in Rydbergs Pd aerandan uid hauet hat Sibelius zu erner
mdcht igen rezi tator ischen Inkantat ion inspir ier t ,  wo das Tr i tonus-Interval l  das
Tonsymbol  der Sehnsucht nach Unendl ichkei t  und der Gottesahnung wird.

Auf der Grenze zwischen nordischer Ballade und Romanze steht ,S/il sliJ, susa
(vermut l ich 1900).  Die Wortmusik des f rodingschen Gedichtes bekommt eine
Erginzung in den impressionist ischen Kl ingen der Klavierpart ie.

Eher vorexpressionistisch kommt uns Saarta rosor lr,tl seiner Fleur-du-mal-
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Stimmung vor.  Die todwei f len,  b lutroten und nachtschwarzen Farben der Rosen
werden in r iberraschenden Modulat ionen gegeneinander ausgespiel t .

I l la l le (1898) zu einem Sonett  von Forsman-Koskimies vertont ,  baut  e igent l ich
auf  e iner e inzigen Phrase,  auf  d ie melodisch,  harmonisch und rhytmisch var i ier t
wird. Wie ein entlegenes Vorbild ahnen wir den Vortragstil der finnischen
Runosdnger.

Dcr Naturmyst iz ismus und die Todesndhe in Susmans Gedicht  Im Feld ein
Madchen s ingt  hat  Sibel ius zu einer L ieder- ihnl ichen Komposi t ion inspir ier t  (1906),
c l ie t rotz ihres deutschen Textes s ich dem lyr ischen f innischen St i l  Sibel ius '  ndhert .

Var det en drr;n? (1902), Ida Ekman gewidmet, ist die lyrische Perle unter
Sibel ius '  L iedern.  Die grol lar t ige Cant i lene,  d ie ebensogut f i i r  Bi rg i t  Ni lssons
St immc geschr ieben sein konnte,  wolbt  s ich in wei ten Bogen uber dem Rauschen
des Klaviers,  wo die Er innerung an die , ,erz i t ternde Sai te"  in den Konturen der
mittleren Stimmen hervorgelockt wird. Eik Tauaststjerna

Birg i t  Ni lsson is t  e inc. .dcr  l i ihrenden Soprane der Welt ,  mi t  e iner Vor l iebe f r i r
Wasncr uncl  Straul l .  Uber d ie Romanze -  e ine von ihr  besonders gel iebten
Gesangl i r r rn -  sast  s ie:  , ,Eine Romanze sagt  mi t  den einfachsten Mit te ln so v ie l .
Sic c i l t  so eeschwincl  vorbei ;  man mu{ l  d ie St immung im Flug erwischen. Gel ingt
c i nem d ies .  i s t  d i e  Romanze  de r  schons te  Genu f l . "

J6nos S6lyom (geb.  1938 in Budapest)  is t  e iner der vorz i ig l ichsten Pianisten
Skandinaviens.  Er studier te Klavier ,  Komposi t ion und Dir ie ieren am Bdla-Bart6k-
Konservator ium und an der L iszt-Akadcmie.  1956 kam er nach Schweden. Er
bctre ibt  e inc urnlassendc Konzert tdt igkei t  sowohl  in Europa als auch in den USA.
Dics is t  sc in Debut a ls Besle i ter  von Romanzen.
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Les opin ions sur les l ieder de Richard Strauss passent de l 'enthousiasme sans
r6serve au mdpr is tout  aussi  exagdrd.  On a par ld de k i tsch et  de sent imental i td
d6risoire, de progressions tonales os6es et de profondeurs psychologiques de
plomber ie.  Ces extr€mes sont  justes -  et  faux.  Car en f in de compte,  i l  d6pend du
sens 6mot ionnel  et  du go0t  du chanteur pour que les audi teurs s 'enthousiasment
pour les chansons ou ne les appr6cient  pas du tout ;  une sent imental i td t rop
commune ou un accent t rop forc6 peuvent 0tre fata ls )  l ' in terprdtat ion en gdndral .

Les l ieder du jeune Richard Strauss complbtent  ceux de son contemporain Hugo
Wolf  (1860-1903);  ceci  est  i r rdfutable pr incipalement parce que Strauss arrangea
plus f rdquemment I 'cruvre de pobtes contemporains,  formant a insi  une r iche
svnthEse de la po6sie et  de la musique al lemandes des dernibres ddcennies du 19'
s iEcle.  (Strauss n 'a r ien )  comparer ) r  la br i l lance des cycles de chansons de Wolf
sur des textes de Mor ike et  d 'Eichendorf f ,  mdme si  Eichendorf f  -  a insi  que
Hermann Hesse - est reprdsentd dans les Vier letzte Lieder de 1948). Parmi les sept
chansons que Birgit Nilsson chante sur ce CD, deux, Befreit (D6livrance) et
Wiegenlied (Berceuse) sont sur des textes de Richard Dehmel (1863-1920); Ruhe,
rneine Seele (Paix, mon Ame) est de Karl Henckell (1863-1929); Ciicilie (C6cile) est de
He in r i ch  Ha r t  ( 1859 -1906 )  e t  S t i i ndchen  (S6 rdnade ) ,  d 'A .F .  von  Schack
(1815-1894).  Seulement deux textes sont  p lus v ieux,  Zueignung (Af fect ion) et
Al lerseelen (Toussaint) ,  tous deux dcr i ts  par Hermann von Gi lm, d6c6d6 en 1864,
l 'ann6e de la naissance de Strauss.

Les plus anciens lieder repr€sent6s ici (Allerseelen, Zueignung et Sftndchen) furent
composds avant le dranre musical  Guntram, )  la for te inf luence wagndr ienne, et  le
pobme symphonique v i r tuose DonJuan alors que les autres furent  dcr i ts  par Strauss
dans les ann6es 1890, enrre Guntram er Feuersnot (Au feu), DonJuan et Ein Heldenleben
(La v ie d 'un h6ros) -  une int imi t6 int rovert ie et  une introspect ion entre les
tr iomphes orchestraux 6blouissants.  On ne peut  pas plus concevoir  un port ra i t  de
Strauss sans fa i re ment ion des op6ras et  des pobmes symphoniques qu'oubl ier  ses
l ieder.  Les mei l leurs d 'entre eux,  interprdt6s avec l 'assurance et  la sensib i l i td de la
cantatr ice et  du pianiste de cet  enregistrement,  rendent une imase parfa i te de la
phase f inale du d6veloppement naturel  de la romance al lemande de Schubert ,
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Schumann, Brahms, L iszt  et  Hugo Wolf  au jeune Richard Strauss,  en contraste
d6libdr6 )r la magnilicence symphonique. Gustaf Hillestr1m

Les chansons deJean Sibel ius sont  des composi t ions monumentales en miniature.
()n peut  d i re de fagon gdndrale que quelque chose du Sibel ius symphonique est
aussi  ref l6t6 dans des (ruvres mineures du composi teur.  Ceci  s 'appl ique
part icul ibrement aux chansons.  Si  Sibel ius compose des incantat ions panthdistes,
<les romances nordiques et  des bal lades ou des l ieder p lus typiques,  i l  montre
I 'habi l i td du composi teur symphonique )  cr6er de la monumental i td m€me dans un
lornrat  l inr i td.

Ce la i t . je t te de la lumibre sur ses id6es sur l ' in terpr€tat ion vocale.  Aprbs avoir
assist6 en mai  1918 )r  une r6p6t i t ion vocale,  i l  6cr iv i t ,  quelque peu i r r i t6,  dans son

. journal :  " l ls  -  nos chanteur -  exagbrent  chaque phrase.  La musique absolue que

. je contpose est  s i  purement musicale et  st r ic tement par lant  ind6pendante des mots
quc la rdci tat ion de ceux-c i  est  mal  p lacde."

Une te l le note de. journal ,  pour ut i l iser  une expression s ibdl ienne, doi t  6tre mal
tomprise dans lc  bon sens.  Les mots ne sont  pas ndgl igeables;  au contra i re,
I ' f  nonciat ion doi t  a ider au phras6 musical .  Mais accents et  nuances psychologiques
ne c levraient . jamais dominer aux ddpens de la l igne m6lodique ni  empidter  sur la
rrronunrental i td des contours,  la pr6cis ion du rythme et  le f lot  6gal  de la sonor i t6.

N{6rrrc s i  les mots des chansons de Sibel ius n 'ont  pas di rectement dtd
subordonnds )  la musique,  les deux part ies ne sont  pas dgales dans le m€me sens
cluc c lans des l ieder a l lemands.  Chanter Sibel ius n 'est  pas chanter Schumann ou
Wo l l .

{ ,g5 "qrandcs" chansons de Sibel ius pour voix a igu6 requiErent  une soprano
t l rarrrat iquc du type Wagner-Strauss.  A l 'dpoque de Sibel ius,  i l  y  avai t  Aino Ackt6
)  qui  i l  d6dia Hi is tkui i l l  (Soir  d 'automne) et  Luonnotar (Espr i t  de l 'a i r )  pour soprano
ct  or(hcstrc;  Kirsten Flaestad f i t  part ie de Ia gdndrat ion suivante.  Nous avons
rrra intcnant Birg i t  Ni lsson dont  la voix incomparable d ' Isolde-Salom6 et  la mai t r ise
clc I ' i locut ion en Iont  I ' in terprEte id6ale des chansons d 'Ackt6.  GrAce cependant )
l ' { tcncluc c lc sa voix,  Birs i t  Ni lsson est  aussi  appropr ide )  I ' in terpr6tat ion des
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composi t ions vocales prus lyr iques et  int imes de s ibel ius,  des chansons du typequ' i l  dcr iv i t  pour Ida Ekman et  qui  devaient  ensui te €tre chant6es avec tant  de
succbs par Aul ikk i  Rautawaara.

Parmi les chansons de,s ibel iu_s que Birg i t  Ni lsson a chois ies,  les quatre chansons
de Runeberg ainsi que pd ae.randan uid hait (sur le balcon devant la'me.; iso:; ,r.
un texte de Rydberg appart iennent au type monumental  de chanson. Une destrnde
numarne est  decr l te dans quelques phrases fat id iques en forme de chorar dor ien

l:1.* I 
halJ:ae ei.t'rdsat mera (Puis ie n'ai plus por6 d. questions; rSO+j. iu .f,unr"n

rrr  une protonde impression sur Brahms qui  l 'entendi t  chantde pu.  idu Ekman i
v ienne en 1895 et  i l  s 'exclama "Aus dem * i .d *u."  ( I l  en sort i ra 'q" . iq"J"r .  a.
9:" 

(d.. sibelius).) Le drame plus explicite dans Fr)ckan kom yt'rdn sin'iibkiing miite
(Gretchen v ient  du rendez-vous;  1900?) susci ta l 'admirat ion j , r , re, . r i t .  a.  s iu. t i . r ,
pour.Tchaikovsky.  L ' indicat i i  musical  descendant,  passionn6, apparai t  d,abord
dans la part ie de piano mais est  repr is,  dans I 'apogde hnale,  par l . ' i ,u . t . r . .  Du. , ,
. vd ren f lTk ta rhas t i g t ( L ' av r i l  s ' envo le ;  1891 ) ,  l amod i l a t i ondem i  b6mo lm ineu rdm i
bdmol majeur ref lEte avec autant .de_ s impl ic i t6 que d 'ef f icaci t6 les chanfements
d'atmosphbre entre les p la intes de la f i l ie  et  les rdpl iques ple ines d 'es 'porr  du
gargon.. Den;t'drsta klssen (Le premier baiser; probabreme"i rood) .*hibe ,nJpalette
de couleurs nordiques raf f indes:  le s i  b6mol 'mineur dor ien du nuag",  le br i l iant  16
b6mol majeur de la r6ponse de la jeune f i l le  et  le mi  majeur 6th6i , 'sc int i l lant  de
l ' 6 t o i l e .

Le panth6isme de Pd uerandan uid.  hauet (Sur le barcon devant la mer;  1903) de
R.ydbere inspira )  Sibel ius de produire une puissante incantat ion rdci tat ive oi
l ' in terval le de quarte augment6e de' ient  re symbole musical  du d6sir  d,6ternr t6 et
du pressent iment d iv in.

.  l1f ' .saf '  
sasa (Par le,  6 vague; probablement 1900) se s i tue )  mi-chemin entre la

bal lade nordique et  la romance- La musique sur le pobme de Froding r .or t"  ,n.
pendant dans les notes impressionnistes de la part ie de piano.

saarta Rosor (Rrses IunEbres;  1899) semble piesque pr6-e*p.essionniste a 'ec son
atmosphbre de " f leurs du mal" .  Le blanc cadavdr ique,  le roug" sang et  le noir  nui t
des roses s 'af f rontent  dans des modulat ions surprenantes.
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I l ta l le (Aw soir ;  1B9B),  sur un sonnet de Forsman-Koskimies '  est  r6el lement bAt i

sur une seule phrase musicale var ide mdlodiquement '  harmoniquement et

rvthmiquement.  I I  s 'y  t rouve une net te impression du sty le ddclamatoire des

anciens chanteurs runiques f in landais '

fJn sens du mysticrsme d. Iu t'utt"t et de l'approche de la mort dans le pobme de

susman Im Feld ein Miidch.en singt (une jen.te fiie chante lh-bas) inspira ir Sibelius

Ji6. . i . "  une chanson de type iu l iudt  i toool  q" i ,  en ddpi t  du texte al lemand'  se

rapproche de son sty le lyr ique f in landais '  
- .  - - -^  -^-r^ r . .'ia, 

aa en drtim? (Ai-.ie r6v6?; 1902), d6di6e ) Ida Ekman' est une perle lyrique

oarmi les chansons de Sibel ius.  La beaut6 de la cant i lEne'  qui  aurai t  pu avoir  6t€

: ; ; ;  p;" .  la  voi"  de Birg i t  Ni lsson,  s '6tend en larges arches sur le mouvement

p"" t r i ,  du piano oi r  la i6moire de "cordes f r6missantes" est  press6e dans les

contours de la voix du milieu Erik rawaststjerna

Birg i t  Ni lsson est  une des sopranos dramat iques, les qlutd-1tet t l " j .9:  T."- iO: t -1:
a u ie pr6di lect ion pour Wagner et  Strauss'  EI le d i t  des romances'  une torme

-rr i .u i .  qu 'e l le a ime part ic ; l iErement:  "Une romance expr ime.tant  de.  choses

ur" .  j . ,  -ny"n,  s i  s imples.  El le passe s i  v i te;  on doi t  en sais i r  l 'a tmosphdre au

;r ; ; r ; ; .  s i  o ' "  y  r6ussi t ,  Ia,u-unt t  est  a lors une exp6r ience ar t is t ique suprame "

Jinos S6lyom (n6 ) Budapest en l93B)^est ln d:: pi1",i. ' l* l i : i l i ' ,1-::::"* d'

i . r nd i no r l i . .  I l d rud ia  au  conse rva lo i r e  Bd la  Ba r t 6k  e r  )  l -Academre  L l sz l  l c  p l ano .

i r ,o*f , , r i , i , , , - ,  et  la d i rect ion.  I l  6misra en Subde en 1956 I1 est  act i f  comme

p 
"" i . , . i  

Je .or . . . t  en Europe 
" t  

^ . ,*  Ftot . -Unis;  i l  fa i t  ic i  ses d6buts comme

acc()rnpagnateur de romanc"t .  S, ] t  la  m€me 6t iquet te:  BIS-CD-16'
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[ - l  Zueignung. Op.IO No.t  tALt 'cet iont
n?rtnann UOn l '1 lm

Ja, du wei l i t  es teure Secle,
dal l  ich fern von dir  rnich qudlc,
Liebe macht den Herzen krank,
h a b e  D a n k .

E i n s t  h i e l t  i c h ,  d e r  F r c i h e i t  Z e c h c r .
hoch den Amethysten Becher
und du segnetest den Trank,
h a b e  D a n k .

Und beschworst dar in die I i iscn
b i s  i c h .  w a s  i c h  n i c  s e n e s e n ,
h e i l i e ,  h e i l i e  a n ' s  H e r z  d i r  s a n k .
h a b e  D a n k .

Richard Strauss
(1864 -194e )

Yes, vou know my dear soul,
That lar f rorn you I  torrnent mvsel l ,
Love rnakes rhe heart  s ick,
Thanks be given.

()nce to l iberty I  held
Hieh the arnethvst soblet
And you blessed the porion,
Thanks be siven.

And in i t  exorcised the evi l  ones.
I  am what I  never have been,
Holv.  holv,  ga\.e up rDv hean to you
T h a n k s  b c  s i v e n .
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E Allerseelen, Op.10 No.8 (,4/l Soa/s)
Hrrnann nn OiLtn

S t e l l '  a u l  d e n  l ' i s c h  d i e  d u l t c n t l c n  R e s e d c n ,

r l i r '  l e t z t c n  r ( ) l e n  A s t c r n  t r a g '  h c r b e i ,

L r n < l  l a l \  u n s  u ' i c c l e r  v o n  d c r  L i e b e  r e d e n .

r v i t  t i n s t  i t t r  N 4 a i .

{ l i b  r n i r  t l i c  t . l a n d .  t l a l l  i c h  s i c  h c i n r l i c h  d r i i c k e ,

u r r r l  w r ' n r r  t t t a t t ' s  s i e h l .  r n i r  i s t  c s  c i n e r l e i ,

q i b  r r r i r  t r u r  c i n c n  t l e i n e r  s i i l l c n  B l i c k e ,

u i t  t i r s t  i n r  N l a i .

t ' l s  b l i i h t  u n < l  r l u l i c t  h t u t ' a u l  j c d e r n  G r a b e .

c i n  I i r g  i t r . I a h r  i s r . j a  t l c n ' l i r t c n  f r c i .

k r r r r r r r r  r n  r r c i n  H c r z .  c l a l i  i c h  c l i t : h  l v i e d e r  h a b e

r r i t  c i r s t  i r r  N l a i .

E B.f..it, op.39 No.4 (Detiured)
Riharl  Dthnt l

l ) u  r r i r s t  n i c h t  u ' c i n c n .

l , r ' i s c  u i r s t  t l u  l i i t h t l l t

u u i l  w i c  z t r r  R c i s e

q c l r '  i r l r  r l i r  B l i c k  u n t l  K u l i  z u r i i c k .

L  r s r e  l i e l r c n  r  i t  r  \ \ i i n t l t .

t l r r  l r i r s t  s i c  l r c r c i t e l .

i t h  h i r l r c  s i c  t l i r  z u r  \ \ i l t  q e u ' t ' i t e t ;

o  ( l l i i r  k l

I ) i r r r r r  r r i r s t  r l u  h e i l \  r t r c i n c  H i n ( l e  l a s s c n

r r r r r l  r r ' i r s t  r r r i r  t l e i n c  S c c l c  l a s s e n .

l i i l i t  u r r s c r n  K i r r < l t r n  I r r i t h  z u r i i c k

l ) t r  s r  l t c n k t e s t  t t r i r  r l e i n  g a n z c s  L e b e n .

i r  l r  s i l l  c s  i h l t c n  r r i c t i e r  g e b c n :

o  ( i l i i c k l

I l s  r r i r t l  s c l t r  b a l t l  s t ' i n .  r r i r  w i s s c n ' s  b t i c l c ,

n  i r  l l r l r e r r  t  i t r a t r t l c r  l r t  l r e i t  v o I I t  [ , c i d c .

s o  q r l r '  i c h  l ) i c h  z r r r  \ \ : t l t  z u r i i c k .

l ) i u r l r  \ \ i r ' s l  ( l u  l t l i r  n u r  n o c h  i t r  
' I l _ a u t n  

c r s c h c l n e n

r r r r , l  r r r r ,  l r  {  q l l ,  l l  r l l r r l  l l r l l  t l l i t  \ \ (  i n '  n :

, r  ( i l i i c k l

18

Put on the table the per{ imed mignonette'

I l r ing the last red branches,

And let  us talk again of love,

A s  w e  o n c e  d i d  i n  M a v .

Givc rne your hand, that I  ma,v secret ly press i t ,

And i l  anyone sees, i t  does not matter to me'

Give me but one of your sweet glances'

As you once did in N{ay.

Todav every grave is perfumed with f lotcrs,

One day a year is indeed set asidc for the dead,

C o r r t r  t o  r n y  h r a r t .  r h a t  I  h a r c  r o u  ( ' n ( c  d q a i n

A s  I  o n c e  d i d  i n  M a y .

\{ tep not,

But soft l ,v smile

A s  l b r  a j o u r n e y  a n d

l ' l l  g ivc you smiles and kisses back.

Our dear l i rur lval ls,

\bu preparct i  them.

I made thenr into thc rvor ld lbr You;

o , . i ov !
Then you rvi l l  grasp my hands hot lv

Ancl u ' i l l  g ive mc vour soul.

I - c t  r n e  b a c k  t o  o u r  c h i l d r e n .

You gave rnc 1'our lvhole l i l i : ,

I  u 'ant k) gi lc i t  back to thcrn;

O , . j o v !

I t  rv i l l  bc yery s(x)n. wc bt l th know tt ,

\ \ t  have i icecl  cach othcr f iom sorrows,

S o  I  c a r e  v " u  b a r k  t o  l h '  s n r l t . .

Then you rvi l l  onlY appcar to rne rn a clream

A n d  b l e s s  r r t e  a n c l  u ' c c P  u i t h  m c ;

O ,  j o v l



F ce";t i . ,  op.27 No.2 lCecit ia)
n?tnnah ITarI

Wenn du es wri f l test,  was trAumen hei8t
von brennenden Ki issen, von Wandern und ruhen
mit dem Gel iebten, Aug' in Augc
und kosend und plaudernd,
wenn du es wi i f l test,  du neietest dein Herzl

Wenn du es wi i { l test,  was bangen hei8t
in einsamen Nichten, umschauert  vom Sturrn,
da niemand trostet mi lden Mundes
die kampfmiide Seele,
w e n n  d u  e s  w r i 8 t e s t ,  d u  k d m e s r  z u  m i r

Wenn du es wi iBtest,  was leben heif l t ,
umhaucht von der Gottheit  weltschaffendem Atem.
zu schweben ernpor,  l ichtgetraeen,
zu sel igen H<ih'n,
wenn du es wt i lStest,  du lebtesl  mit  mir l

E Wiegenlied. Op.41 No.l (Cradle Sonq)
ftt(naru UehmPl

tAume du, mein si i l les Leben,
von de n Himmel,  der die Blumen br ingt.
Bl i i ten schimmern da, die beben
v o n  d e m  L i e d ,  d a s  d e i n e  M u t t e r  s i n g r .

T r d u m e .  K n o s p .  m e i n e r  S o r g " n
von dem Tage, da die Blumen sproB;
von dem hel len Bl i i tenmorgen,
da dein Seelchen sich der Welt  ersr:hloi \ .

t d u m e ,  B l i i t e  m e i n e r  L i e b e ,
v o n  d e r  s t i l l e n ,  v o n  d e r  h e i l ' e e n  N a c h t ,
d a  d i e  B l u m e  S e i n c r  L i e b c
d i e s e  W e l t  z u m  H i m m e l  m i r  e e m a c h t .

I l  you knew what i t  means to oream
Of burning kisses, of  rravels and of rest ing
With one's beloved, eye to eye
And caressins and chatt ing,
I l  y o u . k n e w ,  y o u  w o u l d  i n c l i n e  y o u r  h e a r t !

I f  vou knew what i t  mcans to be afraid
In lonelv nights,  surrounded by the storm.
When no-one comforts with soothinq voice
The batt le-wearv soul,
l f  you kncw. you would come lo me.

I f  vou knew what i t  means to l ive.
Touched by the world-creat ing breath of div iniry,
To hovcr upwards, drau,n by the l ight.
To the sacred heiqhts,
I1 vou knew, you would l ive witn me:

Drearn, my sweet l i fe,
Of the heaven which br ines the 0owers.
The blooms glow there, they are shaken
B v  r h e . , , n g  u h i c h  y o u r  m o r h e r  q i n q s

I)ream, bud ol  mv sorrows,
Of the days when the f lowers bkxrm:
Of the br ight mornine of blossorns,
When your l i t t le soul opened i tsel f  ro rhe lvor ld.

Dream. f lower of my lor 'e,
O f  t h e  p e a c e l u l ,  h o l v  n i g h r ,
When the f lorver ol  His love
Made this world a heaven lbr me.
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E Stard"h..t, Op.l7 No.2 (Serenade)
A.F. oon Schack

Mach' auf,  mach'auf,  doch leise mein Kind

um Keinen vom Schlummer zu wecken.

Kaum murmelt  der Bach, kaum zi t tert  im Wind

ein Blatt  an den Bi ischen und Hecken.

D ' r u m  I e i s e  m e i n  M i d c h e n ,  d a B  n i c h t s  s i c h  r e g t ,

nur leise die Hand auf die Kl inke gelegt

Mit  Tr i t ten, wic t i t te der Elfe n so sacht,

um i iber die Blumen zu hi iP{en

F l i e g ' l e i t : h t  h i n a u s  i n  d i e  M o n d s c h e i n n a c h t

zu mir in dcn Garten zu schl i iPlen.

Rings schlummern die Bl i i then am r ieselnden Bach

und dulten i rn Schla{,  nur die Liebe ist  u 'ach'

Sitz '  nieder,  hier,  ddmmerts geheimnisvol l

u n l c r  d e n  L i n d e n b d u m e n ,

d i c  N a c h t i g a l l  u n s  z u  H a u P t e n  s o l l

t o n  u n s ' r e n  K i i s s e n  t r a u m e n

und die Rose, wenn sie am Morgen erwacht,

hoch gluhn von dcn Wonnenschauern der Nacht

E Rrh., meine Seele, OP.27 No.1 (Rast,

N i c h t  e i n  l , t i l i c h c n  r e g t  s i c h  l e i s c ,

s a n l t  c n l s c h l u l n m c r l  r u h t  d c r  H a i n ;

t l u r c h  c l c r  B l i t t e r  d u n k l e  H i i l l e

. t i r h l r  . i ,  h  l i r  h r '  t  S , ' n n '  I r v  h r i n

R u h c .  t n c i n e  S c c l c .  d e i n c  S t i l r m e  g i n g c n  u ' i l d ,

h a s l  g e t o b l  u n d  h a s t  g c z i t t e r t ,

r t ic t l ie Branclung. rvcnn sie schrvi l l t l

I ) i e s e  Z c i t c n  s i l r d  l l c w a l t i ! { ,
l r r i r r q c n  H e r z  u n c l  H i r n  i n  N o t

R r r l r ,  .  r r r '  i r r ,  S ,  r ' 1 ,  .  u n c l  r ,  r q i l l .

r v : r s  r l i t h  b e r l r o h t I

Set out,  set out,  but gent ly mY chi ld

So as not to wake anyone from their  s leep'

The stream scarcely murmurs, scarcely a leal

On the bushes and hedges st i rs in the wind'

Gentlv my maid, so that nothing st i rs,

Lay your hand gent lY on the lat(rh.

With steps l ike those of an el f  so soft ly,

Over the f lowers to skip.

Fly gent ly out in the moonl i t  night

To gl ide to me in the garden

Around us slumber f lowers by the wandering brook

And are fragrant in their  s leep, only love is a$'ake.

Sit  down here, the dawn comes secret ly

Under the l ime fees,

The night ingale should make our heads

Dream of our kisses

And the rose, when i t  wakes in the morning,

Glows high from the shiver ing bl iss of the night

ryt Soul)

Not a breezc st i rs gcnt lY.

Soft lv the grove fal ls asleeP:

Through the dark r :ovcr ing ol  the lcavcs

Steais the blazing sunshine.

Rest,  my soul,  vour stornrs raged wi ld,

\bu havc raged and you have quaked,

Like the breakers as thev swel l !

These t imes arc violeni ,
' fhev 

put buh heart  and brain in peri l

Rest,  my soul,  and forget

What rrenaces -voul
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E Svarta rosor, Op,36 No.l (Black roses)
Etntl ./asephsan

S;ig hvarlr i r  i r  du si  ledsen idag
d u ,  s o r n  a l l t i d  i r  s A  l u s t i g  o c h  g l a d ?
Och inte i i r  jag mcra ledsen idag
i n  n d r . j a g  t v c k t e s  d i g  l u s t i s  o c h  e l a d
ty sorgen har nattsvarta rosor.

I  mit t  hjerta der vi ixer ct t  rosendetrdcl
sorn aldr ig nlnsin vi l l  lernna rnis l red
och pi  st jc lkarne si t ter dct tass vid tass,
och det vi l lar mie srandist  sveda och ass:
ty sorqen har nattsvarta rosor.

\1cn af rosor bl i r  c lct  en hcl  k lenoci,
in hvi ta som doden, i in rocla sorn bkrcl .
Det vi ixer och vixer.  .Jag tror. jae l i i reir .
i  h jert t radets rol ter dct ryckcr och sl i r ;
t \ ' s o r g c n  h a r  n a t t s v a r l a  r o s ( ) r .

Jean Sibelius
( 1 8 6 5 - 1 9 5 7 )

Tel l  me, why are vou so sad todav.
\ i ru.  rvho are alrvavs so happy and jovlul?

I arn no more sorrorvlul  today
Than when I  lbund vou happv and. jovful .
F " r ' s , r r r r * r  h r "  n i q h r - b l z t  k  r , , s c s .

A rose tree is grorvinq in my hcart
rvhich wi l l  nevcr leave me in peace,
Thorn upon thorn qrorvs on i ts stents
Clausing rne perpetual pain and rancour;
F , ' r  . o r r , ' w  h r s  n i q h r - b l a r  k  r , ' s e . .

B u t  i t  i r a s  a  u h o l e  h o s t  o l  r o s e s ,
Sornc as rrhi le zrs dcath. sorne as rcd ;rs b[xrcl .
I t  srous ancl grons. I  bt ' l ieve I  shal l  la int  arvav
I  h ,  r c  i s  w r r n (  l r n c  r r r J  t l r r , ' t r b r n g  i n  r h t  r , , , , r . :

For sorrow has nisht-biack roses
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E Saf, sif, susa, Op.36 No'4 (Sigh, Sedges' Sigh)
Gustqf Friidtng

Sd,f ,  s i f ,  susa, vig,  v ig,  s lA,

I  sAgen rnig var Ingal i l l  den unga minde gi?

Hon skrek som en vingskjuten and,

ni i r  hon sjonk i  s jc in,

det var nar sista var stod grdn

Dc voro henne gramse vid Ostani l id,

d e t  t o g  h o n  s i g  s i  i l l a  v i d .

De voro hcnne grarnse l'tir gods och gull

, u  h  l r i r  h c n n e "  u n g a  k i r l e k s  s k u . .

De stucko en ogonsten vid tagg,

r h  k a s t a d c  s t n u t s  i  . n  l i l i a s  d a q q

S i  s j u n g e n ,  s j u n g e n  s o r g s A n g ,

I  sorqsna vigor smi,

S A 1 .  s : i l ,  s u s a .  r ' i e ,  v i g .  s l i l

Sigh, rushes, sigh; beat,  waves, beat;

Ai i  you tel l ing rne what befel l  young Ingal i l l?

She cr ied l ike a wounded duck

When she sank into the lake,

Last year when sPring was green.

Thev were jealous of her at Ostani l id,

She took that very badly.

They were jealous of t rer belongings, her gold

And of her young love.

1 ' h e y  s t u c k  a  t h o r n  i n t o  a j e w e l ,

T h r v  t h r e w  d i r t  i n t o  a  l i l y  s  d e u .

So sing, s ing your sorrowful  song

\bu rnelancholy l i t t le waves,

S i g h ,  r u s h e s ,  s i g h ;  b e a t ,  w a v e s .  b e a t l

@ I- Feld ein Miidchen singt, Op.50 No'3 (,4 Maiden Yonder Sings)
Llar{arck '\ustnan

l r r r  F c l d  c i n  M i d c h e n  s i n g t .  .

\  r t  l L  i ,  h t  r : t  i h r  L r e b s t c r  q e 5 r . r h e n

vicl le i tht  ist  ihr Glnck vcrclorber, ,

dal \  ihr l , icd so traur ig kl ingl

l )as Abendrot vergl t iht .

r l r t .  \ \ i . i r l r . n  s r t . h n  u n d  . ,  h u t . i q e n .

u n d  i r r r t n c r  n o r h  s o  c l g e n

t i i n t  I c r n  t l a s  t r a u r i g c  L i e d .

l ) c r  l ( t z t c  T o n  v e r k l i n g t .

I c h  n t i j c h t c  z u  i h r  g e h e n .

\ \ r r  r r r i t s r t c n  u n s  n , ' h l  r . r t t ,  h r r

( l a  s i c  s ( )  t r a u r i g  s l n g t .

l )as Abcndrot vcrgl i ih l ,

r i ie Weiden stehn und schrvcisen

A  r n a i d e n  y o n d e r  s i n g s .  . .

Perhaps her lovcd one is dead,

Perhaps hcr happiness is destroyed,

That her song sounds so sad.

1'he rcd glow of evening lades,

The pastures slancl  st i l l  and si lent,

A n d .  e v e r  s o  p c c u l i a r ,

Sounds in the distance thc sorrowful  song.
-I 'he 

last note dies away.

I  u ' ish to 11o to her.

We shoulcl  undcrstand each other wel l ,

Since shc sings so sorrowful lY
' fhc 

rccl  glorv of evening fades,

Thc pasturcs stand st i l l  ancl  s i lent
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F JUl"" flyktar hastigt, Op.13 No.4 (Spring is Ft4ing)
.l L. Runeberp
V6ren f lyktar hast igt ,  hast igare sornmarn,
hdsten drojer ldnge, vintern dnnu ldngre.
S n a r t  I  " k c i n a  k i n d e r ,  S k u l e n  I  I d r " r i n n a
och ej  knoppas mera.
Gossen svarte i ter:
A n  i  h t i s r e n s  d a q a r  q l j d a  r i r e n ,  m i n n e n ,
An i  v interns dagar rdcka sommarns sk<irdar,
Fr i t t  m6 r ' i ren f lykta,
F r i t t  m i  k i n d e n  v i s s n a ,
l6t  oss nu blott  elska,
l i t  oss nu blott  kyssas.

Fl ickan kom i fran sin alskl ings rnore.
Kom rncd rcida hindcr -  Modern sade
Varav rodna dina hdnder,  l l icka?
F l i r k a n  s a d e : . j a u  h a r  p l o c k a t  r o s o r .
O c h  p i  t o r n c n  s t u n q i r  r n i n a  h e n d e r .

Atcr korn hon fr in sin i lskinqs rnore,
Kom rncd roda l i ippar -  Modcrn sade:
Varav rodna dina ldppar.  0icka?
F l i c k a n  s a d c :  j a g  h a r ; , i r i r  h a l l o n .
-)r :h rned sal icn rrr i lat  rnina l ippar.

Spring is swifr ly f ly ing, even morc the summer,
T h e  a u t u m n  l o n g  r e m a i n s ,  e v e n  l o n g e r  t h e  w i n t e r
S o o n  b e a u t i f u l  c h e e k s ,  y o u  w i l l  w i t h e r .
And bloom no more.
Thc bov answered:
S t i i l  i n  a u t u m n  d a y s  t h e  m e m o r i e s  o f  s p r i n g  c h e e r
S t i l l  i n  l v i n t e r  d a y s  t h e  s u m m e r  h a r v e s t  s u f l i c e s .
Sprinq rrrav l ieely i lv,
Clheeks mav freelv rvi ther,
Let us norv. just make love.
L e t  u s  n o w  j u s t  k i s s -

The gir l  carne l iorn her lover 's trvsr
S h ,  ,  a l r -  s i r h  r r d  h a n d " .  H e r  r D , , r h - r  s r i c l :
\ \ h v  a r e  v o u r  h a n d s  r e d .  o  d a u g h t e r ?
The eir l  said: I  har.e becn pickirrq roses.
A n d  I  p r i c k e d  m v  h a n d s  o n  r h c  r h o r n s .

Again she rcturne<l l iom hcr loter 's tr \ .s l .
S h c  c a m e  r v i t h  r e c l  l i p s .  H e r  m o t h e r  s a i d :
\ { h v  a r e  v o u r  l i p s  r e d .  o  d a u e h t e r ?
T h e  c i r l  s a i d :  I  h a v e  b c c n  e a r i n s  r a s p b e r r i c s ,
A n d  , , . * r u r c d  r n r  l i p .  r r r r h  r h c i r  t u l  c

F .P.l fiirsta kyssen, Op.37 No.l (The First Kiss)
. / .L.  Runeberg

Pi si lverrnolnets kanr sart  al ionsiernan, ' I 'hc 
e'cnins srar sar on the edge of a sih,er cloud,

Frin lundens skvmning f i igre henne tdrnan: From rhc dusk of the sro'e a r ;aiden asked her:
Sdg, al ionst j i rna, vad i  hirnlen tAnkes, Tcl l  rne. eveninq sta.,  .uhat is thought in heaven
Nar lorsta kyssen i t  en; i lskl inc skenkes? \ \hen rhe l i rst  k iss is siven to a lor l ; r?
Och hirnlens blyga dotter h<irdes svara: And heavcn's shy daughtcr rvas heard ro reptv:
Pi jorden bl ickar l jusets inglaskara. Thc aneelrc host 'ol  i is i t  looks dou,n onro r i le eanh
Och ser sin egen s: i l lhet speglad i ter;  And ir  sces i ts orvn iov rcf lecred:
Blott  doden vdnder cigat bort  och gr i ter.  C)nlv <ieath turns i ts e1,cs aside and rveeps.

E Fli"ku. kom ifrin sin iilsklings miite, Op.3Z No.5 (-fhe Tjst)
/ .L.  Runebere
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At.r  kom hon t i in sin i lskl ings mote'

Korn rned bleka kinder -  Modern sade :

Varav blekna dina kinder,  f l icka?

Fl ickan sadc: red cn gra\ ' ,  o moder:

Gcinr mig dir ,  och st i l l  et t  kors derover '

()ch pi i  korset r ista,  som jag siger:

En elng kom hon hem rned roda h; inder '
' l 'v  

c lc rodrrat rnel lan ai lskarns hzinderl

En gine konr hon hcm rned roda l ; ippar,
' l \  

c lc nrclnat uncler i lskarns l?ippar '

Senast ktrn hon hern rned bleka kinder;

Tv dc blcknat gcnom dlskarns otro.

E Pe t"tutdan vid havet, Op.38 No'2 (On a Balconl b1 the Sea)

,';ktu RMh(rs

Aqain she returned from her lover 's tryst.

Shc came with pale cheeks. Her mothcr said:

Why are your cheeks pale, o daughter?

The gir l  said: Prepare a grave, o Mother.

Hidc me there, and place a cross above l t ,

And, on the cross, carvc what I  tel l  You:

Once she carne home with red hands'

For they had reddenecl between hcr lovcr 's hands;

Oncc she carne hornc with red l iPs,

l 'or thcv hacl rcddened from her lover 's l ips'

Final ly shc camc homc rvi th pale trheeks;

For thev had palcd through hcr lover 's inf idcl i t ,v

N,I inns du clc ski tnranclc bol iornas suck,

a t t  v i d  r n i r l e t  d e  h u n n i t

c n c l a s t  c n  j o r d i s k  k u s t .

i t k c  d c t  c v i g a s  s t r a n c l ?

M i n n s  c l u  e l t  v c m o d s k e n

l i i r n  h i r n l c n s  o v a n s k l i g a  s t j i r n o r i '

A c k .  l t  i i ) r g : i n g e l s c n s  l r r t

s k a l l a  ( l c  i i l i e n  t i l l  s l u t .

\ l i n n s  t l u  c n  l v s t n a d .

r l i r  al l t  var som si inkt i  o: indl iehctstr : ingtan

s t r i i i l d c r  ( x  h  h i t n l n c l  c x  h  h a l .

a l l t  s o r n  i  a n i n g  o m  ( i u c l ?

Do -vou remembcr thc sigh of thc shining u'aves,

That at their  goal thev had reached

Onlv an earthlv shore.

And not thc coast of eterni tY?

Do you rernember a shimmer oi  rnelancholv

Frorn the hcaven's unfading starsi

O h .  t o  l r a n s i e n c c ' s  l o t

E v e n  t h e v  l a i l  a t  l a s t .

D o  v o u  r e t n c m b e r : r  s i l e n c c .

When al l  sccrncd sunk in the longing for eterni ty,

Beachcs ancl sky and sea.

Evervthing :rs though consc ious ol '  Gtxl?
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i9 j.'," har jag ej frigat mera, Op.17 No.1 (And I euestioned Then No Furrher)
.J. L. Runebug
\  arfor ; i r  s i  f lykt ig viren,
Varlor drci jcr  sornmarn icke?
Si jar t inkte lordonr ofta,
Fr igte. utan svar,  a!  rnAnecn.

S e ' n  d e n  A l s k a d e  m i g  s v i k i t ,
S e ' n  t i l l  k o l d  h a n s  v d r m c  b l i v i t ,
Al l  hans sornmar bl iv i t  v inter,
Se'n har jae c. j  l i igat mcra.
K a n t  b l d t  d j u p t  u t i  m i t t  s i n n c
Att  dct skona ir  I<irgr ingl igt ,
Att  dct l ju la icke drojer.

E tllutt", Op.17 No.6 (Tb Euening)
A. L'. Far tman- KosLimies

O i ,  t e ^ e  t u m m a .  r ' i e n o  t a h t i - i l t a ,
sun haaveel l ista hartauttas lcmrnrrr

Ja suortuvaisi  vot i  sor jaa hemrnirr ,
m i  h u l m u a a p i  k u l m a i s  k u u l a m i l r a .

K u n  o i s i l .  i l t a ,  o i .  s e  t e n h o s i l r a ,
r n i  s i e l u n  I n u l r J  : l t r r ; i .  l c n r o i \ d r n n r i n
p u i s  r r t r - . 6  m a i l l e  i r * ,  k u n  r n j  r r r r m i r r ,

. j a  s i i p ' e i  k a n n a  a i n e e n  k a h l e h i l t a l

.Ja i tse oisin miekkoincn se pdiv: i ,
m i  u u p u n c c n a  s a i s i n  l u o k s e s  l i i t r i a ,
l . . u n  r a u , , n n u r , , n  r r c l  j a  p u u l r a  r i i r r .

k u t r  t r r u . t a s i i p i  r r i . i o  . i l r r r d i n  s i i r r r i , i
ja laaksot,  r 'uoret verhoo harrn:ra h; i iv i  -

oi .  i l la arrnas. s i l lo in luokscs ki i r i i i i l

Whv is spr ing so l lcet ine,
Why does not surnmer dal ly?
T h u s  I  o l i e n  t h o u e h t  p r c v i o u s l y ,
Asked many pcople without answer.

Sincc rnv lovcr betraycd me,
Since his rvarmth became cold.
A l l  h i s  s u m m c r  b e c a m e  w i n t e r ,
Since thcn I  have cluest ionecl no lurther,
.Vercl l  known deep lv i thin rnv soul
T h a t  b e a u t v  i s  t r a n s i e n t ,
' l  

hat jov docs nol dal lv.

C ) o r n c .  q e n t l e  e v e n i n q ,  t r r r n e  i n  s t a r l i t  s p l e n d o u r l
Your fraqrant hair  so soft  and darkh gleamingl
()h. lct  rne Ieel  i t  round mv lbrehead strcamingl
Let rnc bc u,rapped in si lence, r 'arnr and tcnderl

Across r 'our br idee of rraeic,  smo()th and slendcr
\1r '  soui would travel tonards a lancl  of  drearning
\ , ,  l " r r u e r  b u r , j r r r r d .  . a , l  o r  h e a v v  s e r r r r i n q .' I 'he 

carcs ol  l i fe I 'd u, i l l insly surrcncler:

Thc l isht i tsel l  rrhosc bonris you dai lv sever.
! \ 'ould l lee, exhaustcd. secking out thosc places
!\hcrc vour sol i  hand al l  roi l  and srrain erases.

Ancl,  l re:rrv ol  l i fe 's clanrour and cndcavour
I  tur have great lv vcarned l i r r  vour ernbraccs.
( ) h .  q u i e t  e v c n i n g ,  l e r  m c  r e s t  l i ) r c v c r .
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E Vut det en driim? Op.37 No.4 (Was it a Dream?)
I  L l t i t tv l l
V r r l  r l e t  c n  t l r i i r r r  : r t t  l j u v a  e n g i i n q

j i r {  r i r r  < l i t t  h j l i r t i r s  r r i n !  -

l i r {  r r r i r r n s  r l c t  s t t t r t  t  t t  l l s t n a t l  s i t t t { .

r l i i  s t r i i D { r ' r r  r l a r r i t r  i i n .

l : r q  r r r i r r r r s  t  t t  t r i r t r t o s  i r r  < l i q  s k ; i n k t .

c r r  l r l i r  k  s ; i  l r l r q  t x  l t  i j t r t :
j i r q  r r r i t t t t s  r ' r r  : r v s k e < l s t ; i r ' .  s o t r r  l > l i i n k t .  -

r  ; r r  ; r l l l .  r  i r r  r l l t  c t r  t l r i r t r t l '

L r r  < l r i r r u  I i k  s i p l : i r n s  l i r  s r ' i  k o r t

r r t i  L r  r i i r q l i i n  r i n g t l .

r : r r r  l l i q r i r r q  l t i r s t i g l  l i s s r t l r r  h r r t

l i r r  r r r i r  l r k r t r r r t t o r s  t r r i i t r r - { < 1 .

\ l t  r r  r r , i r r q L  t r  r ) i r l l  i i r c  l l i j r  (  r r  r ( ; s l

r  i t l  l r i t t r r r  l i r r ' ; t r ' s  \ l r i ; r r l

q i r r r r  r l i r r l r t  r i c s s  t t t i n n e  i  < l i t t  I r r i i s t .

( l (  l  \ r r  ( l i r )  l r i i s t ; r  t l t i i r r r .

\ \hs i t  a drcaln that once

I  r r r '  t h e  l r i c n d  r , l  y ' , u r  h e a r r . ' -

I  rccal l  i t  l ike a song that is past

1'hough thc str ing st i l l  v ibrates.

I  rcral l  a r()se, a prcsent from You,

A glance so shy and tender;

I  r , ,  r r l l  a  p a r t i n q  l e d r  l h a l  r h o n c .  -

\ \as i t  al l .  s,as i t  al l  a drearn?

A t l rcarn as sh()r t  as an ancmone's l i fe
( ) u t  i n  a  s p r i n g - g r e e n  t n c a d o w ,

\\  hosc brautv quicklv lades away

I lelore the tnul t i tucle ol  nes' f lowers

But rnanl a night I  hear a roice
( ) n  a  s l r e a m  o l  b i t t e r  { e a r s :

Hi<l t '  i ts rnctnorv dccp in ,vour breast,

I t  w a s  v o u r  b c s t  d r e a m .
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