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Innehall.

Andra delen.

NO 31. Obesvarad kirlek. ”Svara pi mitt dgas friga!” (A.F. Lindblad)
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32. Farvil. 0, farvil du blomsterdal!” (A.F.Lindblad.).

33. Saknad. "Jag hade en viin.” (A.F. Lindblad)

34. Gubben vid vigen. ”Glada ungdom se min nisd.” (A.F.Lindblad.).
35. O kom - nej drdj- ”0 kom, dock nej, lit mig fi njuta.” (A.F.Lindblad)
36. Skjutsgossen pi hemviigen. "Hopp, hopp, se si, 1it gi.” (A.F.Lindblad).
37. Om natten.”0, hvad siillsam frijd.” (A.F.Lindblad.)

38. Dalkullevisa.”Vandrat har jag mil s& linga.” (A.F.Lindblad) .

39. Den moderldsa. "Ack kiiraste vinner.” (A.F.Lindblad).

40. Invaliden.”Se, hvar han star.” (A.F.Lindblad)

41. 1 en ung flickas minnesbok.”Tro ¢j pi minnet.” (A.F.Lindblad)
42. Am Aarensee.,Am Aarensee, da rauscht der vielgriine Wald¥ (von Schlippenbach.) -
43. Far g?L.”Barn jag var, sprang ur min kammar%.” (A.F.Lindblad.).

44. Visa.”Hvad jag af allting dlskar mest.” (A.F.Lindblad.) .

45. Jungfrun i lunden.”Sommaren kommer.” (P.D.A .Atterbom.).

A6. Apclgarden. "Jag vet mig si fager en apelgird” (P.D.A.Atterbom))
47. Sorg. "Det ir visst ingen i verlden till” (P.D. A. Atterbom.) .

48. Trohet. "Den kiirlek till dig jag biir.” (P.D.A. Atterbom.)

49. Sparfven. *Muntra sparf i linden.” (P.D.A. Atterbom)).

50. Friskt mod. ”Friskt upp mitt hjerta.” (P.D.A.Atterbom) -

54. Ack nej, ack nej,du vet det ej. ”Sag vet du vil” (A.F.Lindblad) .
52. Man tro, jo, jo. "Hvad mind det landet heta.” (A.F. Lindblad.).

53. Frieriet. "Ack Betty,af ditt Ggonpar!” (A.F.Lindblad.) .

54. Om aftonen. "Hér ej pa vindens suckar i skogen” (A.F.Lindblad.) .
§5. Varning. ”Se konvaljerna smi.” (A.F.Lindblad.)

56. En vardag. "Lirkan drillar upp i skyn.” (A.F.Lindblad.) .

57. En sommardag. ”0 ljufva sommarfligt.” (A.F.Lindblad.) .
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Adolf Fredrik Lindblad

Adolf Fredrik Lindblad hade en komplicerad uppviixt och en lika ombytlig tid
som ung vuxen. Fodd 1801 i Skidnninge av en ogift mor kom han vid ett ars
&lder till en fosterfamilj, dir hustrun var moderns moster. Efter inledande skol-
ging i Ostergétland fortsatte han fran 1809 i Stockholm, d4ir modern di bodde
och var gift med en skddespelare vid Kungl. Teatern. Efter styvfaderns déd 1813
fick Adolf Fredrik Lindblad 4tervinda till fosterforildrarna som snart flyttade
till Norrkdping. Dir fick han sin forsta skolning i musik: piano och fljt.

Fosterfadern som var handlare styrde Adolf Fredrik Lindblad mot sitt eget
yrke. Efter ndgra 4r i fosterfaderns affir fick han 181819 arbeta vid ett skepps-
klareringskontor i Hamburg. I denna stad fick Adolf Fredrik Lindblad viktiga
impulser av tysk litteratur och musik.

Sommaren 1822 kom han till Bleckenstad utanfér Mjélby f6r att undervisa
gardens dottrar i pianospel. En av dem, Sophie Kernell, skulle bli hans hustru.
Dir lirde han ocksa kinna en kusin till husets syskonskara, Per Daniel Ama-
deus Atterbom, en livsavgdrande vinskap {6r Lindblad.

Genom Atterboms férmedling flyttade Lindblad till Uppsala, i férsta hand
for studier i harmonilira for universitetets director musices, Johann Christian
Friedrich Heflner. Men han kom ocksa in i stadens konstnirliga och litterdra
kretsar. Dir fanns redan Atterbom, men ocksa Erik Gustaf Geijer som skulle bli
en annan nira vin. I denna miljé blommade Lindblad ut som singtonsittare.

Sangkomponerande var tidigare liktydigt med att skapa sillskapsvisor. Den
nyromantiska dikten gav tonsittarna nya utmaningar. Lindblads sdnger dr text
tolkande och later melodin och pianostimman féra en dialog. Fran visans tid
stammar dock Lindblads linge utnyttjade praxis att flerstrofiga dikter sjungs
till ssamma ackompanjemang. Adolf Fredrik Lindblad komponerade éver 200
snger, varav en del skrevs for vinnen Jenny Lind.

Med salongsvirdinnan Malla Silfverstolpe och Erik Gustaf Geijer for Lind-
blad 1825-26 via Képenhamn till Berlin, dir han tog lektioner i komposition
for Carl Friedrich Zelter och i pianospel f6r Ludwig Berger. Via Zelter lirde han
kinna Felix Mendelssohn. Vinskapen med denne blev viktig och varade livet ut.

Tillbaka i Sverige slog han och hustrun Sophie sig ner i Stockholm. Dir
startade Lindblad 1827 en musikskola, vilken under lang tid skulle bli hans
huvudsakliga inkomstkilla. Under Stockholmséren skrev Lindblad sin enda
opera, Frondirerna (1835), som emellertid inte blev nagon stérre framging. Han
komponerade ocksd tvd symfonier (1832, 1855).

Adolf Fredrik Lindblad tillbringade sina sista ar pa Lovingsborgs gard strax
séder om Linkoping, dir dottern Lotten bodde. Han avled dir 1878.

© Gunnar Ternhag



Om utgavan

Levande Musikarvs emenderade utgavor dr redaktionellt genomsedda och
korrigerade utgavor av tidigare tryck med kommentarer rérande rictelser
och 4dndringar inforda i form av fotnoter. Justeringar av bagar, fortecken,
accenter och artikulation som inte har medfért forindrad ldsart har utférts

utan kommentar.

Forlagan 4r utgiven av Abr. Hirschs forlag, Stockholm, nr 1592.

P4 omslaget star: "Sénger och Visor / vid / Pianoforte / af / A. F. Lindblad /
2:dra delen / Med férlagsritt / Stockholm, Abr. Hirsch”.

Tryckar: 1879.



Adolf Fredrik Lindblad

Adolf Fredrik Lindblad had a complicated childhood and likewise an unsettled
period as a young adult. Born in Skidnninge in 1801 to an unwed mother he was
taken in by a foster family, of which the wife was his mother’s aunt, when he was
only one year old. After starting school in C)stergétland, in 1809 he moved to
Stockholm to continue studying near his mother, who was married to an actor

at the Royal Opera. After his stepfather’s death in 1813, Adolf Fredrik Lindblad
returned to live with his foster parents, who soon moved to Norrksping. There he
received his first music lessons in piano and flute.

His foster father, who was a merchant, persuaded Adolf Fredrik Lindblad to fol-
low in his footsteps. After several years at his foster father’s business, Adolf Fred-
rik worked from 1818 to 1819 at a shipping discharge office in Hamburg. While
working in Hamburg, Adolf Fredrik Lindblad encountered German literature and
music, which would prove to be an important influence on his later career as a
composer.

The summer of 1882 he arrived in Bleckenstad, on the outskirts of Mjélby, to
teach the daughters at a country estate piano. One of the girls, Sophie Kernell,
would later become his wife. He also became acquainted with a cousin to the
siblings at the estate, Per Daniel Amadeus Atterbom, who would become an im-
portant life long friend.

With Atterborn’s assistance, Lindblad moved to Uppsala in order to study
harmony with the university’s director musices, Johann Christian Friedrich Hefl-
ner. He also came in contact with the city’s artistic and literary circles. Atterbom
already lived in Uppsala, as well as Erik Gustaf Geijer, who would become another
close friend. Lindblad thrived as an art song composer in this environment.

In earlier times, song composition had been equivalent to writing popular
drawing-room ballads. Later, with the advent of the neo-romantic poem, compo-
sers were provided with new challenges and opportunities. Lindblad’s songs are
settings of text to music and provide a dialogue between the vocal melody and the
piano. For a long time Lindblad made use of the older ballad praxis of using po-
ems consisting of several stanzas sung to the same accompaniment. Adolf Fredrik
Lindblad composed over 200 songs, of which several were written for his friend
the singer Jenny Lind.

Together with music salonni¢re Malla Silfverstolpe and Erik Gustaf Geijer,
Lindblad travelled by way of Copenhagen to Berlin, where he took lessons in
composition from Carl Friedrich Zelter and studied piano with Ludwig Berger.
Through Zelter he got to know Felix Mendelssohn. This was the beginning of an
important friendship which lasted for the rest of his life.

Returning to Sweden, he and his wife Sophie settled down in Stockholm. Lind-
blad started a music school there in 1827, which for a long time would be his main
source of income. During his years in Stockholm Lindblad wrote his only opera,
Frondérerna (1835), which was never successful. He also composed two sympho-
nies (1832, 1855).

Adolf Fredrik Lindblad spend his final years at Lévingsborg’s manor, just south
of Linkdping, where his daughter Lotten resided. He died there in 1878.

© Gunnar Ternhag
Trans. Thalia Thunander



About the edition

Levande Musikarv’s (Swedish Musical Heritage’s) emendated editions are edito-
rially revised and corrected versions of previously printed material, with com-
ments on the corrections and amendments inserted as footnotes. Adjustments
to slurs, accidentals, accents and articulation marks that have not affected the

reading have been made without comment.

Originally published by Abr. Hirsch, Stockholm, no. 1592.

Text on the front page: "Sdnger och Visor / vid / Pianoforte / af / A. F. Lind-
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Levande Musikarv och
Kungl. Musikaliska akademien

Syftet med Levande Musikarv ir att tillgingliggéra den dolda svenska
musikskatten och gora den till en sjilvklar del av dagens repertoar och
forskning. Detta sker genom notutgivor av musik som inte lingre 4r skyd-
dad av upphovsritten, samt texter om tonsittarna och deras verk. Texterna
publiceras i projektets databas pa internet, liksom fritt nedladdningsbara
notutgdvor. Huvudman 4r Kungl. Musikaliska akademien i samarbete med
Musik- och teaterbiblioteket och Svensk Musik.

Kungl. Musikaliska akademien grundades 1771 av Gustav I1I med in-
damalet att frimja tonkonsten och musiklivet i Sverige. Numera ir akade-
mien en fristdende institution som férenar tradition med ett aktivt engage-
mang i dagens och morgondagens musikliv.

Swedish Musical Heritage and
The Royal Swedish Academy of Music

The purpose of Swedish Musical Heritage is to make accessible forgotten
treasures of Swedish music and make them a natural feature of the con-
temporary repertoire and musicology. This it does through editions of sheet
music that is no longer protected by copyright, and texts about the composers
and their works. This material is available in the project’s online database,
where the sheet music can be freely downloaded. The project is run under
the auspices of the Royal Swedish Academy of Music in association with the
Music and Theatre Library of Sweden and Svensk Musik.

The Royal Swedish Academy of Music was founded in 1771 by King
Gustav 11T in order to promote the composition and performance of music in
Sweden. Today, the academy is an autonomous institution that combines tra-
dition with active engagement in the contemporary and future music scene.
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Innehall.

Tredje delen.

N? 58. Bekiannelse. "Sjunger jag, si hor du mig.” (A.F-Lindblad).
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59. I behall. ”Nu #r jag n6jd och stilla? (AF.Lindblad) .
60. Afskedssang. ”Da jag var barn.” (A.F.Lindblad.) .

61. Hjertats vaggsang. "Jag vill vagga mitt hjerta till ro” (A.F.Lindblad) .

62. Fafng varning. "Skogens hind, litt som vind.” (A.F.Lindblad))
63."Bland viden i dalen djupa.” (P.p.A. Atterbom) .

64.”Som mirka biicken rinner.” (BD.A. Atterbom.) .

65. Foresats.”0, jas vill ej sjunga.” (A.F.Lindblad) .

66. T Maj 1844. "1 Ritt och Sanning.” (A.F Lindblad) .

67. Till Sophic. "Som floden sakta i sin dal.” (A.F.Lindblad) .

68. En dagakarls visa.”Med min spade gick jag hiir.” (A.F.Lindblad)
69. Vaggvisa. "Jag sjunger for min lilla.” (F. M. Franzén.).

70. Den skeppsbrutne.”Hens koja stod vid sjin.” (A.F. Lindblad.)

75 . Slattervisa.”Skarp min lie nu jag slipa mi?(A.F Lindblad) .

72. Den 6fvergifna.”Lisf och érter och hiommor sma.” (J.L. Runeberg.)
78. Ny kirlek. "Skenets boja mer min ande icke trycker” (A.F.Lindblad.) -
7A. Flickan vid vattnet. "Floden hir Jjag brusa.” (A.F.Lindblad)

75. Om hdsten.”sa tog 44 sommarn s& snart en inda.” (A.F.Lindbiad)
76. Mitt lif. ”Strid p& bridden of en graf.” (J.L.Runcberg) .

77. Dodgrifvarsang. *Till ro, till ro!” (A.F.Lindblad)

78. Ur "Virbetraktelser under sjukdom.” “Hir ligger jag nnu” (Jacob Frese).
79. Vid en spegelklar Sjﬁ en sommarafton. ”Nu somnar hvar fligt ofver vigen? (BD.A.Atterbom)

80. lusion. "An du dig mot ljusets hijder svingar.” (A.F Lindblad.).

81. Hon skrifver. "En stund jag har utt skrifva dig till.” (A.F Lindblad.) .
82. Aftonen. “Aftonen nalkas, i skuggornas hign.” (E.J.Stagnelins.) .
88."Jag lefver vil som en dufva.” (PD.A. Atterbom)
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Adolf Fredrik Lindblads singer

En sdngens klassiker

Adolf Fredrik Lindblads omkring 230 sdnger dr centrala inte bara i hans egen produktion
utan ocksd i 1800-talets svenska romanstradition. Lindblads ungdomsambition var att

bli "en svensk Beethoven”, och han skrev under 1830-talet en stor symfoni, en opera och
aeskilliga kammarmusikverk. Men genom den bristande forstielsen for de stdrre formerna i
datidens Sverige kom han att dgna sig alltmer it singkomponerande och framstod snart som
den ledande singtonsittaren och redan under sin livstid som en klassiker i genren.

De forsta sangerna och studierna f6r C.E Zelter

Lindblads debut som saingkomponist skedde i hiftet Musik for Sing och for Fortepiano, som
han utgav tillsammans med Erik Gustaf Geijer i Uppsala 1824. Samlingen innehiller fem
solosdnger av Geijer och sju av Lindblad. Tonsdttningen av J.W. von Goethes "Erster Ver-
lust” visar Lindblad som en firdig romanskomponist, och i ”Sangaren”/”Der Singer”, ocksé
Goethe, har han osdkt funnit en lyrisk balladstil. An mer intressanta ir dock tonsittning-
arna av dikter ur PD.A. Atterboms Lycksalighetens 6, dir en nordisk ton firgar atmosfiren
och aven tilldter en stark intensitet som priglar sirskilt den harmoniskt kinsliga ”Svanhvits
sang’.

Genom Malla Silfverstolpes formedling fick Lindblad dret dirpa méjlighet att studera
komposition i Berlin fo6r Carl Friedrich Zelter, dir han blev studiekamrat med bland andra
Felix Mendelssohn. I Berlin kunde han ge ut ett hifte med svenska folkvisor, Der Norder-
Saal, i sittningar som ar avsevirt friare 4n i tidigare samlingar; for textdversittningarna sva-
rade Amalia von Helvig. Lindblad fingslades i Betlin dessutom av Johann Bernhard Logiers
pedagogiska metod som han introducerade i den musikskola som han efter hemkomsten
startade i Stockholm 1827 och drev till 1861.

Diktarkomponisten Lindblad

Sitt forsta egna singhifte publicerade Lindblad 1836, och fram till och med 1872 skulle
han ge ut 20 samlingar; efter hans déd 1878 utkom en omfingsrik samling under titeln
Efterlimnade singer. Redan forsta hiftet rymmer flera av hans mest populira singer som
”En ung flickas morgonbetraktelse”, ”Nira”, *Sotargossen” och "En sommarmorgon”, alla
till egna texter och ett slags rollsinger som enkelt och direkt framstiller minskliga
situationer.

Ocksa i de narmast foljande hiftena skulle egna texter dominera och sammanlagt skrev
Lindblad ett 80-tal singer till egna texter, nagra frain 1840-talet innu e¢j publicerade. Dir-
med fortsatte han den Geijerska diktarmusikerlinjen och forde den vidare till Jacob Axel
Josephson, Gunnar Wennerberg, Carl Rupert Nyblom och manga fler. Ocksd hos Lind-
blad bidrar denna férening av text och musik till att singerna dger en vilgdrande direkthet
och frischér, dven om det ofta tycks finns en medveten “konstfullhet” bakom hans texter,
sarskilt da han ofta dterkommer till vissa teman och pa ett slags folkvisemaner garna blandar
in en liten forilskelse i bade berittande och beskrivande dikter. En péfallande egenhet dr
att han mycket sensibelt férdelar dagrar och skuggor och ofta dterger ljusa texter i moll och
allvarliga i dur.

Positiva och tacksamma stimningar karakteriserar de omtyckta ”Skjutsgossen pd hemvi-
gen” och "En vardag”, och den langa raden av rollsinger innefattar sa skilda portritt som
"Dalkullevisa” och ”Slattervisa” och de niarmast drastiska "Gubben vid vigen” och "Invali-
den”; det finns rentav en "Dodgrifvarsing”. Mer direkta men vil behirskade kirlekssanger
ar 71 dalen”, ”Fér evigt” och ”Obesvarad kirlek”. Varma och balanserade stimningsbilder
ir "Om natten” och ”Om aftonen”, och en med ritta prisad naturstimning ir den nordiskt
svala ’En sommardag”. En godmodig humor slar igenom i ”Frieriet”. Att Lindblad dven
behirskade en folktonspaverkad balladform vittnar ”Brollopsfirden” och ”Den skeppsbrut-

5
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Okad intensitet: Jenny Lind

Den sistnimnda hor till en grupp singer som speglar Lindblads kinslor f6r Jenny Lind som
hade framtritt i hans opera "Frondérerna” 1836 och som efter konflikter med féraldrarna
fick bo hos Lindblads 1839-41 och 1842—43. Redan "Ack nej, ack nej! Du vet det ¢j!”,
"Bekinnelse” och mdjligen ocksd den kidnda "Man tro? Jo, jo!” i 1840 ars hifte avslojar hans
situation, och den avsevirda intensiteten i singerna i 1844 drs hifte vittnar om det triang-
eldrama som hade hotat inom det Lindbladska hemmet. Hiftet blev hiftigt angripet av de
stockholmska kritikerna; som utldsande moment angavs en harmonisk djarvhet i Rune-
berg-tonsittningen "Den 6fvergifna’, men ocksa andra av singerna anklagades for obegrip-
lighet och rentav rihet. Av detta blev 1845 en hetsig musikdebatt som smaningom |8stes
genom ett begirt utlitande frin Louis Spohr som lovordade singerna.

Det dr inte svart att ana ett inre tryck i singer som "Hjirtats vaggsing” och “Féresats”,
och ett dtersken av krisen spéras i den behirskade "Ny kirlek”, den resignerade "Om
hésten” och den nistan littsamma “Fafing varning”. Allra mest dramatisk blir tonen i den
starkt koncentrerade ”Mitt liv’ (Runeberg). Som en ljus kontrast star ”Till Sophie”, en dikt
till hustrun och en motsvarighet till Geijers "Min hustrus visa”. I fortsittningen skulle Lind-
blad frimst dgna sina egna dikter at allminnare genrebilder som "Hon skriver”, "Bedragen
vintan” och "Hon varken hor eller ser”, men dir finns ocksa smitt sedelirande betraktelser
som ”Misstanken”, >Anger”, > Tvekan” och ”Mognadt forstand”. En klar ton av religiositet
odlar "Forstrostan”, och i flera av de senare saingdikterna gar tankarna till dlderdomen och

déden.

Utblickar och inblickar

Inspringda dven i de tidigare samlingarna finns enstaka sanger till andras texter, och att
nimna dr den enkelt talande ”Am Aarensee” (Graf von Schlippenbach) och flera Atter-
bom-singer, bland dem de sex ”Svenska visor” som Lindblad komponerade 1838 for att i
viss mén trosta poeten for Geijers ampra kritik. Men samma dr skrev han ocksd en beund-
rande svarssing pa Geijers "Pa nyarsdagen” med titeln "Erik Gustaf Geijer”, dock utgiven
forst 1866. Viktiga sanger till frimmande texter ar vidare de valorrika ”Aftonen” (Erik
Johan Stagnelius) och “Nattviolen” (Urban von Feilitzen) och de tva vitt skilda tonsittning-
arna av Zacharias Topelius’ ”Karin Mansdotters vaggvisa for Erik XIV”.

Lindblad dgnade dessutom sitt intresse dt Thekla Knos ldtt fornumstiga vardagsinteriorer
som ”Strykningsvisa” och "Den flitiga handen”, men fann ocksa dir ett djupare uttryck i
”Hvar dr mitt hem?”. Han skulle dirtill tonsdtta en rad vistexter av Elias Sehlstedt i en ku-
plettartad stil som nar sin storsta attraktion i den obetalbara ”Skaldekonsten”, ”Man fragar
mig hur det gér till act dikta”. Ett dn mer vagat projekt var en serie om 17 sanger ur Rune-
bergs Finrik Stdls sdgner, utgivna 1856, dir Lindblad atergatt till en visbetonad enkelhet f6r
att melodierna skall kunna bira de mangstrofiska dikterna. ”Sven Dufva” har exempelvis
28 strofer, men dir for Lindblad i nio strofer in en mollvariant av sin durmelodi f6r att fa
omvixling. Verkligt karakteriserande ir egentligen bara den tacksamma ”Kulneff”, och enda
romansartade inslaget dr den folkvisenira "Torpflickan”. Samlingen inleds med en hymnisk
Virt land”.

Verkligt betydande dr diremot nio Heine-tonsittningar som tillkom ungefir samtidigt
med Sehlstedt-visorna vid mitten av 1860-talet; endast fyra av dem publicerades som
tidskriftsbidrag 1876. Hir har Lindblad lyckosamt férenat sin nordiska ton med anklanger
fran den tyska lieden. Resultatet har blivit helt i niva med de bista internationella motsva-
righeterna, och en klenod dr "Der Asra”. Bland hans senare singer finns ocksa anmirknings-
virda tonsittningar av dikter av Bjornstjerne Bjornson, Carl Wilhelm Béttiger och Edvard
Béckstrom.

© Lennart Hedwall



Adolf Fredrik Lindblad’s Songs

Composer of the quintessential song

Adolf Fredrik Lindblad’s circa 230 songs are central not only to his own production, but also
within the context of the Swedish art song tradition of the 19th century (romans in Swedish).
In his youth Lindblad’s ambition was to become ‘a Swedish Beethoven’, and in the 1830s he
wrote a large symphony, an opera and various chamber music pieces. However, due to the
poor understanding of these more substantial musical forms in Sweden at the time, he came to
focus more on song composition, and soon became known as the leading composer of songs.
Already during his lifetime he was considered a quintessential composer within the genre.

His first songs and studies for C.F. Zelter
Lindblad’s debut as a composer of songs came in the collection Musik for Sing och for
Forte-piano, which he published together with Erik Gustaf Geijer in Uppsala in 1824. The
collection comprised five solo songs by Geijer and seven by Lindblad. The setting of ].W. von
Goethe’s ‘Erster Verlust' shows Lindblad as an accomplished art song composer, and in ‘Sang-
arer’/‘Der Singer’, also by Goethe, he also effortlessly creates a lyric ballad style. But more
interesting than this are his settings of poems from PD.A. Attertbom’s Lycksalighetens 6, in
which a nordic tone colours the atmosphere and even permits a strong intensity that pervades
especially the harmonically delicate ‘Svanhvits sang’.

With the help of Malla Silfverstolpe’s intermediation Lindblad was given the opportuni-
ty the following year to study composition in Berlin with Carl Friedrich Zelter, where his
fellow students included, among others, Felix Mendelssohn. In Berlin he was able to publish a
collection of Swedish folk songs, Der Norden-Saal, in settings that are much freer than ear-
lier collections; Amalia von Helvig was responsible for the translation of the texts. In Berlin,
Lindblad was also captivated by the pedagogical methods of Johann Bernhard Logier, which
he later introduced in the music school he started in 1827 after his return to Stockholm, and
ran until 1861.

The Poet-Composer Lindblad

Lindblad published his first songbook on his own in 1836, and continued to do so up until
1872, publishing a total of 20 collections; after his death in 1878 a comprehensive edition
with the title Efferlimnade sanger (Orphaned songs) came out. His first songbook already
contains many songs that became his most popular, such as ‘En ung flickas morgonbetraktel-
s¢’, ‘Nira, ‘Sotargossen’ and ‘En sommarmorgon’, all to his own texts, and which were a kind
of role play style that portray human situations in a simple and simultaneously straightforward
fashion.

In the song books that directly followed, original texts also dominated, and Lindblad wrote
altogether some 80 songs with original texts, including some from the 1840s which have yet
to be published. As such he continues on in the poet-composer tradition starting with Geijer,
which he then passes on to Jacob Axel Josephson, Gunnar Wennerberg, Carl Rupert Nyblom
and many others. Lindblad’s union of text and music contributes to the songs possessing a
freshness and a healthy straightforwardness, even though there often seems to be a conscious
‘artistry’ behind his texts, especially considering he often returns to certain themes and in a
sort of folk song way mixes in a bit of a love story in both storytelling and descriptive poems.
One striking peculiarity is that he deals with lights and shadows in a very sensitive way, and
often sets lighter texts in a minor key, and more serious, heavy texts in major.

A positive and gracious feeling characterizes the well-liked ‘Skjutsgossen pa hemvigen’ and
‘En virdag’, and his long line of role play songs includes such distinct portraits as ‘Dalkulle-
visa and ‘Slittervisa’ as well as the rather drastic ‘Gubben vid vigen’ and ‘Invaliden’; there is
also a ‘Dodgrifvarsing’. More direct but well-mastered love songs include ‘I dalen’, ‘For evigt
and ‘Obesvarad kirlek’. Warm and balanced ambience pictures include ‘Om natten’ and ‘Om
aftonen’, and ‘En sommardag’ is an example of a deservingly praised portrayal of the natural
atmosphere. Good-natured humour comes through in ‘Frieriet’. Lindblad’s mastery of a folk
tone-inspired ballad form is evidenced in ‘Brollopsfirden’ and ‘Den skeppsbrutne’.



Increased intensity: Jenny Lind

The latter is part of a group of songs that reflect Lindblad’s feelings for Jenny Lind, who had
performed in his opera ‘Fronddrerna’ in 1836, and who, after conflicts with her parents, li-
ved with the Lindblad family from 1839-41 and 1842-43. ‘Ack nej, ack nej! Du vet det ¢j?’,
‘Bekidnnelse’ and possibly also the well-known ‘Man tro? Jo, jo! reveal his situation already
in the songbook from 1840, and the substantial intensity in the songs in the 1844 song-
book bear witness to the triangle drama that threatened the Lindblad home. The songbook
was sharply attacked by Stockholm critics; the precipitating factor was said to be the harmo-
nic audaciousness in the Runeberg setting ‘Den 6fvergifna’, but other songs were accused

of being unintelligible and simply crude. This led to a heated music debate in 1845 that
gradually was resolved via a petition for the expert opinion of Louis Spohr who commended
the songs.

It is not difficult to sense an internal conflict in songs such as ‘Hjirtats vaggsing’ and
‘Foéresats’, and a reflection of the crisis can be traced in the restrained ‘Ny kirlek’, the resig-
ned ‘Om hosten’ and the nearly carefree ‘Fafing varning’. The tone is most dramatic in the
starkly focused ‘Mitt liv’ (Runeberg). A light contrast to this is “Till Sophie’, a poem to his
wife and the analog to Geijer’s ‘Min hustrus visa'. From here on Lindblad’s poems mainly
dealt with more general genre portraits such as ‘Hon skriver’, ‘Bedragen vintan’ and ‘Hon
varken hér eller ser’, but there are also small moral observations such as ‘Misstanken’, ‘Ang—
er’, “Tvekan and ‘Mognadt férstind’. A clear tone of religiosity pervades ‘Forstrostan’, and
in many of the later song-poems the themes shift to aging and death.

External and internal vistas

Scattered throughout even the earlier collections are songs composed to others texts, no-
teworthy of which are the simply telling ‘Am Aarensee’ (Graf von Schlippenbach) and many
Atterbom songs, including the six ‘Svenska visor’ that Lindblad composed in 1838 in order
to comfort the poet, at least to some extent, for Geijer’s scathing critique. But the same year
he also wrote a rebuttal song to Geijer’s ‘Pa nyarsdagen’ with the title ‘Erik Gustaf Gei-

jer’, which was published first in 1866. Important songs composed to texts by others than
Lindblad himself include the valourous ‘Aftonen’ (Erik Johan Stagnelius) and ‘Nattviolen’
(Urban von Feilitzen) and the two completely distinct settings of Zacharias Topelius ‘Karin
Mansdotters vaggvisa for Erik XIV”.

Lindblad also devoted his interest to Thekla Knos' light and astute portrayals of day-to-
day tasks such as ‘Strykningsvisa’ and ‘Den flitiga handen’, but also found a deeper impres-
sion in ‘Hvar dr mitt hem?’. He then composed settings to a series of ballad texts by Elias
Sehlstedt in a couplet-like style, whose most attractive member was the priceless ‘Skalde-
konster’, ‘Man frigar mig hur det gar till att dikta’. A more daring project was a series of
17 songs from Runeberg’s Finrik Stils sdgner, published in 1856, where Lindblad returns to
a ballad-emphasized simplicity so that the melodies could carry the many-strophic poems.
‘Sven Dufva’ has, for example, 28 strophes, but here Lindblad sets 9 of them in a minor
variant of his melody in major to add a bit of variety. The real typical piece is ‘Kulneff’, and
the only feature reminiscent of art song is the folk song-esque “Torpflickan’. The collection
is led off with the hymn-like “Vart land’.

Of great significance, however, are the nine Heine-settings that came into being at about
the same time as the Sehlstedt-songs in the mid-1860s; only four of them were published as
a contribution to a magazine in 1876. Here Lindblad has successfully fused his nordic tone
with reminiscences of the German Lied. The result is comparable to the best international
equivalent, and a jewel among these is ‘Der Asra. Among his later songs there are remarka-
ble settings of poems by Bjornstjerne Bjornson, Carl Wilhelm Béttiger and Edvard Bick-

strom.

© Lennart Hedwall
Trans. Nicole Vickers



Adolf Fredrik Lindblad

Adolf Fredrik Lindblad hade en komplicerad uppvixt och en lika ombytlig tid
som ung vuxen. Fodd 1801 i Skinninge av en ogift mor kom han vid ett ars
alder till en fosterfamilj, dir hustrun var moderns moster. Efter inledande skol-
gang i Ostergdtland fortsatte han fran 1809 i Stockholm, dir modern d4 bodde
och var gift med en skadespelare vid Kungl. Teatern. Efter styvfaderns déd 1813
fick Adolf Fredrik Lindblad dtervinda till fosterforildrarna som snart flyttade
till Norrkoping. Dir fick han sin forsta skolning i musik: piano och flgjt.

Fosterfadern som var handlare styrde Adolf Fredrik Lindblad mot sitt eget
yrke. Efter nigra ar i fosterfaderns affir fick han 1818-19 arbeta vid ett skepps-
klareringskontor i Hamburg. I denna stad fick Adolf Fredrik Lindblad viktiga
impulser av tysk litteratur och musik.

Sommaren 1822 kom han till Bleckenstad utanfoér Mjdlby for att undervisa
gardens dottrar i pianospel. En av dem, Sophie Kernell, skulle bli hans hustru.
Dir liarde han ocksa kdnna en kusin till husets syskonskara, Per Daniel Ama-
deus Atterbom, en livsavgdrande vinskap f6r Lindblad.

Genom Atterboms férmedling flyttade Lindblad till Uppsala, i férsta hand
for studier i harmonilira for universitetets director musices, Johann Christian
Friedrich Heffner. Men han kom ocksa in i stadens konstnirliga och litterdra
kretsar. Dir fanns redan Atterbom, men ocksa Erik Gustaf Geijer som skulle bli
en annan nira vin. I denna miljé blommade Lindblad ut som sangtonsittare.

Singkomponerande var tidigare liktydigt med att skapa sillskapsvisor. Den
nyromantiska dikten gav tonsittarna nya utmaningar. Lindblads singer ir text
tolkande och later melodin och pianostimman fora en dialog. Fran visans tid
stammar dock Lindblads linge utnyttjade praxis att flerstrofiga dikter sjungs
till samma ackompanjemang. Adolf Fredrik Lindblad komponerade dver 200
sanger, varav en del skrevs for vinnen Jenny Lind.

Med salongsvirdinnan Malla Silfverstolpe och Erik Gustaf Geijer for Lind-
blad 1825-26 via Képenhamn till Berlin, dir han tog lektioner i komposition
for Carl Friedrich Zelter och i pianospel for Ludwig Berger. Via Zelter lirde han
kinna Felix Mendelssohn. Vinskapen med denne blev viktig och varade livet ut.

Tillbaka i Sverige slog han och hustrun Sophie sig ner i Stockholm. Dir
startade Lindblad 1827 en musikskola, vilken under lang tid skulle bli hans
huvudsakliga inkomstkilla. Under Stockholmsiren skrev Lindblad sin enda
opera, Frondirerna (1835), som emellertid inte blev ndgon storre framgang. Han
komponerade ocksa tva symfonier (1832, 1855).

Adolf Fredrik Lindblad tillbringade sina sista ar pa Lovingsborgs gard strax
sdder om Linkoping, dir dottern Lotten bodde. Han avled dir 1878.

© Gunnar Ternhag
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Adolf Fredrik Lindblad

Adolf Fredrik Lindblad had a complicated childhood and likewise an unsettled
period as a young adult. Born in Skdnninge in 1801 to an unwed mother he was
taken in by a foster family, of which the wife was his mother’s aunt, when he was
only one year old. After starting school in Ostergdtland, in 1809 he moved to
Stockholm to continue studying near his mother, who was married to an actor

at the Royal Opera. After his stepfather’s death in 1813, Adolf Fredrik Lindblad
returned to live with his foster parents, who soon moved to Norrkoping. There he
received his first music lessons in piano and flute.

His foster father, who was a merchant, persuaded Adolf Fredrik Lindblad to fol-
low in his footsteps. After several years at his foster father’s business, Adolf Fred-
rik worked from 1818 to 1819 at a shipping discharge office in Hamburg. While
working in Hamburg, Adolf Fredrik Lindblad encountered German literature and
music, which would prove to be an important influence on his later career as a
composer.

The summer of 1882 he arrived in Bleckenstad, on the outskirts of Mjolby, to
teach the daughters at a country estate piano. One of the gitls, Sophie Kernell,
would later become his wife. He also became acquainted with a cousin to the
siblings at the estate, Per Daniel Amadeus Atterbom, who would become an im-
portant life long friend.

With Atterborn’s assistance, Lindblad moved to Uppsala in order to study
harmony with the university’s direcror musices, Johann Christian Friedrich Hefl-
ner. He also came in contact with the city’s artistic and literary circles. Atterbom
already lived in Uppsala, as well as Erik Gustaf Geijer, who would become another
close friend. Lindblad thrived as an art song composer in this environment.

In eatlier times, song composition had been equivalent to writing popular
drawing-room ballads. Later, with the advent of the neo-romantic poem, compo-
sers were provided with new challenges and opportunities. Lindblad’s songs are
settings of text to music and provide a dialogue between the vocal melody and the
piano. For a long time Lindblad made use of the older ballad praxis of using po-
ems consisting of several stanzas sung to the same accompaniment. Adolf Fredrik
Lindblad composed over 200 songs, of which several were written for his friend
the singer Jenny Lind.

Together with music salonni¢re Malla Silfverstolpe and Erik Gustaf Geijjer,
Lindblad travelled by way of Copenhagen to Berlin, where he took lessons in
composition from Catl Friedrich Zelter and studied piano with Ludwig Berger.
Through Zelter he got to know Felix Mendelssohn. This was the beginning of an
important friendship which lasted for the rest of his life.

Returning to Sweden, he and his wife Sophie settled down in Stockholm. Lind-
blad started a music school there in 1827, which for a long time would be his main
source of income. During his years in Stockholm Lindblad wrote his only opera,
Frondérerna (1835), which was never successful. He also composed two sympho-
nies (1832, 1855).

Adolf Fredrik Lindblad spend his final years at Lévingsborg’s manor, just south
of Linkdping, where his daughter Lotten resided. He died there in 1878.

© Gunnar Ternhag
Trans. Thalia Thunander
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Adolf Fredrik Lindblad

Adolf Fredrik Lindblad hade en komplicerad uppviixt och en lika ombytlig tid
som ung vuxen. Fodd 1801 i Skidnninge av en ogift mor kom han vid ett ars
&lder till en fosterfamilj, dir hustrun var moderns moster. Efter inledande skol-
ging i Ostergétland fortsatte han fran 1809 i Stockholm, d4ir modern di bodde
och var gift med en skddespelare vid Kungl. Teatern. Efter styvfaderns déd 1813
fick Adolf Fredrik Lindblad 4tervinda till fosterforildrarna som snart flyttade
till Norrkdping. Dir fick han sin forsta skolning i musik: piano och fljt.

Fosterfadern som var handlare styrde Adolf Fredrik Lindblad mot sitt eget
yrke. Efter ndgra 4r i fosterfaderns affir fick han 181819 arbeta vid ett skepps-
klareringskontor i Hamburg. I denna stad fick Adolf Fredrik Lindblad viktiga
impulser av tysk litteratur och musik.

Sommaren 1822 kom han till Bleckenstad utanfér Mjélby f6r att undervisa
gardens dottrar i pianospel. En av dem, Sophie Kernell, skulle bli hans hustru.
Dir lirde han ocksa kinna en kusin till husets syskonskara, Per Daniel Ama-
deus Atterbom, en livsavgdrande vinskap {6r Lindblad.

Genom Atterboms férmedling flyttade Lindblad till Uppsala, i férsta hand
for studier i harmonilira for universitetets director musices, Johann Christian
Friedrich Heflner. Men han kom ocksa in i stadens konstnirliga och litterdra
kretsar. Dir fanns redan Atterbom, men ocksa Erik Gustaf Geijer som skulle bli
en annan nira vin. I denna miljé blommade Lindblad ut som singtonsittare.

Sangkomponerande var tidigare liktydigt med att skapa sillskapsvisor. Den
nyromantiska dikten gav tonsittarna nya utmaningar. Lindblads sdnger dr text
tolkande och later melodin och pianostimman féra en dialog. Fran visans tid
stammar dock Lindblads linge utnyttjade praxis att flerstrofiga dikter sjungs
till ssamma ackompanjemang. Adolf Fredrik Lindblad komponerade éver 200
snger, varav en del skrevs for vinnen Jenny Lind.

Med salongsvirdinnan Malla Silfverstolpe och Erik Gustaf Geijer for Lind-
blad 1825-26 via Képenhamn till Berlin, dir han tog lektioner i komposition
for Carl Friedrich Zelter och i pianospel f6r Ludwig Berger. Via Zelter lirde han
kinna Felix Mendelssohn. Vinskapen med denne blev viktig och varade livet ut.

Tillbaka i Sverige slog han och hustrun Sophie sig ner i Stockholm. Dir
startade Lindblad 1827 en musikskola, vilken under lang tid skulle bli hans
huvudsakliga inkomstkilla. Under Stockholmséren skrev Lindblad sin enda
opera, Frondirerna (1835), som emellertid inte blev nagon stérre framgang. Han
komponerade ocksd tvd symfonier (1832, 1855).

Adolf Fredrik Lindblad tillbringade sina sista ar pa Lovingsborgs gard strax
séder om Linkoping, dir dottern Lotten bodde. Han avled dir 1878.

© Gunnar Ternhag
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Adolf Fredrik Lindblad

Adolf Fredrik Lindblad had a complicated childhood and likewise an unsettled
period as a young adult. Born in Skidnninge in 1801 to an unwed mother he was
taken in by a foster family, of which the wife was his mother’s aunt, when he was
only one year old. After starting school in C)stergétland, in 1809 he moved to
Stockholm to continue studying near his mother, who was married to an actor

at the Royal Opera. After his stepfather’s death in 1813, Adolf Fredrik Lindblad
returned to live with his foster parents, who soon moved to Norrksping. There he
received his first music lessons in piano and flute.

His foster father, who was a merchant, persuaded Adolf Fredrik Lindblad to fol-
low in his footsteps. After several years at his foster father’s business, Adolf Fred-
rik worked from 1818 to 1819 at a shipping discharge office in Hamburg. While
working in Hamburg, Adolf Fredrik Lindblad encountered German literature and
music, which would prove to be an important influence on his later career as a
composer.

The summer of 1882 he arrived in Bleckenstad, on the outskirts of Mjélby, to
teach the daughters at a country estate piano. One of the girls, Sophie Kernell,
would later become his wife. He also became acquainted with a cousin to the
siblings at the estate, Per Daniel Amadeus Atterbom, who would become an im-
portant life long friend.

With Atterborn’s assistance, Lindblad moved to Uppsala in order to study
harmony with the university’s director musices, Johann Christian Friedrich Hefl-
ner. He also came in contact with the city’s artistic and literary circles. Atterbom
already lived in Uppsala, as well as Erik Gustaf Geijer, who would become another
close friend. Lindblad thrived as an art song composer in this environment.

In earlier times, song composition had been equivalent to writing popular
drawing-room ballads. Later, with the advent of the neo-romantic poem, compo-
sers were provided with new challenges and opportunities. Lindblad’s songs are
settings of text to music and provide a dialogue between the vocal melody and the
piano. For a long time Lindblad made use of the older ballad praxis of using po-
ems consisting of several stanzas sung to the same accompaniment. Adolf Fredrik
Lindblad composed over 200 songs, of which several were written for his friend
the singer Jenny Lind.

Together with music salonni¢re Malla Silfverstolpe and Erik Gustaf Geijer,
Lindblad travelled by way of Copenhagen to Berlin, where he took lessons in
composition from Carl Friedrich Zelter and studied piano with Ludwig Berger.
Through Zelter he got to know Felix Mendelssohn. This was the beginning of an
important friendship which lasted for the rest of his life.

Returning to Sweden, he and his wife Sophie settled down in Stockholm. Lind-
blad started a music school there in 1827, which for a long time would be his main
source of income. During his years in Stockholm Lindblad wrote his only opera,
Frondérerna (1835), which was never successful. He also composed two sympho-
nies (1832, 1855).

Adolf Fredrik Lindblad spend his final years at Lévingsborg’s manor, just south
of Linképing, where his daughter Lotten resided. He died there in 1878.

© Gunnar Ternhag
Trans. Thalia Thunander
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Adolf Fredrik Lindblad

Adolf Fredrik Lindblad hade en komplicerad uppviixt och en lika ombytlig tid
som ung vuxen. Fodd 1801 i Skidnninge av en ogift mor kom han vid ett ars
&lder till en fosterfamilj, dir hustrun var moderns moster. Efter inledande skol-
ging i Ostergétland fortsatte han fran 1809 i Stockholm, d4ir modern di bodde
och var gift med en skddespelare vid Kungl. Teatern. Efter styvfaderns déd 1813
fick Adolf Fredrik Lindblad 4tervinda till fosterforildrarna som snart flyttade
till Norrkdping. Dir fick han sin forsta skolning i musik: piano och fljt.

Fosterfadern som var handlare styrde Adolf Fredrik Lindblad mot sitt eget
yrke. Efter ndgra 4r i fosterfaderns affir fick han 181819 arbeta vid ett skepps-
klareringskontor i Hamburg. I denna stad fick Adolf Fredrik Lindblad viktiga
impulser av tysk litteratur och musik.

Sommaren 1822 kom han till Bleckenstad utanfér Mjélby f6r att undervisa
gardens dottrar i pianospel. En av dem, Sophie Kernell, skulle bli hans hustru.
Dir lirde han ocksa kinna en kusin till husets syskonskara, Per Daniel Ama-
deus Atterbom, en livsavgdrande vinskap {6r Lindblad.

Genom Atterboms férmedling flyttade Lindblad till Uppsala, i férsta hand
for studier i harmonilira for universitetets director musices, Johann Christian
Friedrich Heflner. Men han kom ocksa in i stadens konstnirliga och litterdra
kretsar. Dir fanns redan Atterbom, men ocksa Erik Gustaf Geijer som skulle bli
en annan nira vin. I denna miljé blommade Lindblad ut som singtonsittare.

Sangkomponerande var tidigare liktydigt med att skapa sillskapsvisor. Den
nyromantiska dikten gav tonsittarna nya utmaningar. Lindblads sdnger dr text
tolkande och later melodin och pianostimman féra en dialog. Fran visans tid
stammar dock Lindblads linge utnyttjade praxis att flerstrofiga dikter sjungs
till ssamma ackompanjemang. Adolf Fredrik Lindblad komponerade éver 200
snger, varav en del skrevs for vinnen Jenny Lind.

Med salongsvirdinnan Malla Silfverstolpe och Erik Gustaf Geijer for Lind-
blad 1825-26 via Képenhamn till Berlin, dir han tog lektioner i komposition
for Carl Friedrich Zelter och i pianospel f6r Ludwig Berger. Via Zelter lirde han
kinna Felix Mendelssohn. Vinskapen med denne blev viktig och varade livet ut.

Tillbaka i Sverige slog han och hustrun Sophie sig ner i Stockholm. Dir
startade Lindblad 1827 en musikskola, vilken under lang tid skulle bli hans
huvudsakliga inkomstkilla. Under Stockholmséren skrev Lindblad sin enda
opera, Frondirerna (1835), som emellertid inte blev nagon stérre framgang. Han
komponerade ocksd tvd symfonier (1832, 1855).

Adolf Fredrik Lindblad tillbringade sina sista ar pa Lovingsborgs gard strax
séder om Linkoping, dir dottern Lotten bodde. Han avled dir 1878.

© Gunnar Ternhag
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Adolf Fredrik Lindblad

Adolf Fredrik Lindblad had a complicated childhood and likewise an unsettled
period as a young adult. Born in Skidnninge in 1801 to an unwed mother he was
taken in by a foster family, of which the wife was his mother’s aunt, when he was
only one year old. After starting school in C)stergétland, in 1809 he moved to
Stockholm to continue studying near his mother, who was married to an actor

at the Royal Opera. After his stepfather’s death in 1813, Adolf Fredrik Lindblad
returned to live with his foster parents, who soon moved to Norrksping. There he
received his first music lessons in piano and flute.

His foster father, who was a merchant, persuaded Adolf Fredrik Lindblad to fol-
low in his footsteps. After several years at his foster father’s business, Adolf Fred-
rik worked from 1818 to 1819 at a shipping discharge office in Hamburg. While
working in Hamburg, Adolf Fredrik Lindblad encountered German literature and
music, which would prove to be an important influence on his later career as a
composer.

The summer of 1882 he arrived in Bleckenstad, on the outskirts of Mjélby, to
teach the daughters at a country estate piano. One of the girls, Sophie Kernell,
would later become his wife. He also became acquainted with a cousin to the
siblings at the estate, Per Daniel Amadeus Atterbom, who would become an im-
portant life long friend.

With Atterborn’s assistance, Lindblad moved to Uppsala in order to study
harmony with the university’s director musices, Johann Christian Friedrich Hefl-
ner. He also came in contact with the city’s artistic and literary circles. Atterbom
already lived in Uppsala, as well as Erik Gustaf Geijer, who would become another
close friend. Lindblad thrived as an art song composer in this environment.

In earlier times, song composition had been equivalent to writing popular
drawing-room ballads. Later, with the advent of the neo-romantic poem, compo-
sers were provided with new challenges and opportunities. Lindblad’s songs are
settings of text to music and provide a dialogue between the vocal melody and the
piano. For a long time Lindblad made use of the older ballad praxis of using po-
ems consisting of several stanzas sung to the same accompaniment. Adolf Fredrik
Lindblad composed over 200 songs, of which several were written for his friend
the singer Jenny Lind.

Together with music salonni¢re Malla Silfverstolpe and Erik Gustaf Geijer,
Lindblad travelled by way of Copenhagen to Berlin, where he took lessons in
composition from Carl Friedrich Zelter and studied piano with Ludwig Berger.
Through Zelter he got to know Felix Mendelssohn. This was the beginning of an
important friendship which lasted for the rest of his life.

Returning to Sweden, he and his wife Sophie settled down in Stockholm. Lind-
blad started a music school there in 1827, which for a long time would be his main
source of income. During his years in Stockholm Lindblad wrote his only opera,
Frondérerna (1835), which was never successful. He also composed two sympho-
nies (1832, 1855).

Adolf Fredrik Lindblad spend his final years at Lévingsborg’s manor, just south
of Linképing, where his daughter Lotten resided. He died there in 1878.

© Gunnar Ternhag
Trans. Thalia Thunander



About the edition

Levande Musikarv’s (Swedish Musical Heritage’s) emendated editions are edito-
rially revised and corrected versions of previously printed material, with com-
ments on the corrections and amendments inserted as footnotes. Adjustments
to slurs, accidentals, accents and articulation marks that have not affected the

reading have been made without comment.

Originally published by Abr. Hirsch, Stockholm, no. 1600.

Text on the front page: "Sdnger och Visor / vid / Pianoforte / af / A. F. Lind-
blad / 5:te delen / Med forlagsritt / Stockholm, Abr. Hirsch”.

Year of publication: 1879.



f’ LEVANDE

MUSIKARV

% %
( #enimae

ADOLF FREDRIK
LINDBLAD

1801-1878

Sdnger och visor VI

for rost och piano

Songs and Ditties VI

for voice and piano

Emenderad utgava/Emended edition



Levande Musikarv och
Kungl. Musikaliska akademien

Syftet med Levande Musikarv ir at tillgingliggora den dolda svenska
musikskatten och gora den till en sjilvklar del av dagens repertoar och
forskning. Detta sker genom notutgivor av musik som inte lingre ir skyd-
dad av upphovsritten, samt texter om tonséttarna och deras verk. Texterna
publiceras i projektets databas pé internet, liksom fritt nedladdningsbara
notutgivor. Huvudman 4r Kungl. Musikaliska akademien i samarbete med
Musik- och teaterbiblioteket och Svensk Musik.

Kungl. Musikaliska akademien grundades 1771 av Gustav III med 4n-
damaélet att frimja tonkonsten och musiklivet i Sverige. Numera ir akade-
mien en fristdende institution som férenar tradition med ett aktivt engage-
mang i dagens och morgondagens musikliv.

Swedish Musical Heritage and
The Royal Swedish Academy of Music

The purpose of Swedish Musical Heritage is to make accessible forgotten
treasures of Swedish music and make them a natural feature of the con-
temporary repertoire and musicology. This it does through editions of sheet
music that is no longer protected by copyright, and texts about the composers
and their works. This material is available in the project’s online database,
where the sheet music can be freely downloaded. The project is run under
the auspices of the Royal Swedish Academy of Music in association with the
Music and Theatre Library of Sweden and Svensk Musik.

The Royal Swedish Academy of Music was founded in 1771 by King
Gustav III in order to promote the composition and performance of music in
Sweden. Today, the academy is an autonomous institution that combines tra-
dition with active engagement in the contemporary and future music scene.

www.levandemusikarv.se

Huvudredaktér/Editor-in-chief: Anders Wiklund
Textredaktdr/ Text editor: Erik Wallrup
Redaktsr/Editor: Magnus Svensson

Levande Musikarv/Swedish Musical Heritage

Kungl. Musikaliska akademien/The Royal Swedish Academy of Music
Utgava nr 1310-1326/Edition nos 1310-1326

2016

Notbild/Score: Public domain. Texter/Texts: © Levande Musikarv
ISMN 979-0-66166-323-2

Levande Musikarv finansieras med medel fran/Published with financial support from Kungl. Musikaliska akademien,
Kungl. Vitterhetsakademien, Marcus och Amalia Wallenbergs Stiftelse, Statens Musikverk, Riksbankens Jubileumsfond,
Svenska Litteratursillskapet i Finland och Kulturdepartementet.

Samarbetspartners/ Partners: Musik- och teaterbiblioteket, Svensk Musik och Sveriges Radio.



e

Finmix STALS SAGNER




Innehall.
Sjette delen.

Ur Fiinrik Stals signer af J.L.Runeberzg.

Pag.

N°429. Vart land. “ Virt land, vart land, virt fosterland™. . . ... . ... .. ... ... 1
. 130. Fanrik Stal. “Till flydda tider 8terghr™ . ... .. .. ... 4
» 13%. Ur “Molnets broder? “Nu dr fsen i min stuga bruten” .. .................... ... .. .. 8
» 132. Ur “Molnets broder? “Ej med klagan skall ditt minne firas™ .. .. .................. .... 12
» 133. Veteranen. “Hanreste sigansenlig” ... ... ... . ... .. .. .. ... . ................. 14
» 134. Lojtnant Zidén. «Det var den tappre Ijtnant Zidén™. . . ........ ... ... . ... . ... ... 16
» 135. Torpflickan. “Red migen graf”. . ... .. ... ... .. ... ... ... ... 18
» 136. Sven Dufva.“Sven Dufvas fader var sergeant”. .. ... .. ............... ... ......... 20
» 137. Von Konow och hans korporal. “0Och har jag icke dragit dig upp urdyn™ .. ... .. ... ... 24
» 138. Den déende krigaren. “Forsvunnen var en blodigdag™. . ... .. ....... ... . ... .... 26
» 139. Otto von Fieandt.“Frin Christina varen man™ .. .. ... ... ... ...................... 28
» 140. De tv& dragonerne.“Stalsd hette en™. ... ....... ... ... .. ... 30
» 141. Sandels.“Sandels han satt i Pardalaby” .. ... .. .. ... .. ... ... .. . 32
» 142. Dobeln vid Jutas. “Herr prosten talte» . . ..... .. ... ... ... ... .......... ... 37
» 143. Faltmarskalken. « Gladt i Frantsila ett jubel 1jod™ . . ... ... .. ....... ... 40
» 144. Gamle Hurtig.<Aldrig brusto ord vid bivuaken” . ... .. . 44
» 145. Kulneff. <0Och ofter qvillen ricker till” .. ... .. ... ... ... .. ... .. .. 46




Adolf Fredrik Lindblads singer

En sdngens klassiker

Adolf Fredrik Lindblads omkring 230 sdnger dr centrala inte bara i hans egen produktion
utan ocksd i 1800-talets svenska romanstradition. Lindblads ungdomsambition var att

bli "en svensk Beethoven”, och han skrev under 1830-talet en stor symfoni, en opera och
aeskilliga kammarmusikverk. Men genom den bristande forstielsen for de stdrre formerna i
datidens Sverige kom han att dgna sig alltmer it singkomponerande och framstod snart som
den ledande singtonsittaren och redan under sin livstid som en klassiker i genren.

De forsta sangerna och studierna f6r C.E Zelter

Lindblads debut som saingkomponist skedde i hiftet Musik for Sing och for Fortepiano, som
han utgav tillsammans med Erik Gustaf Geijer i Uppsala 1824. Samlingen innehiller fem
solosdnger av Geijer och sju av Lindblad. Tonsdttningen av J.W. von Goethes "Erster Ver-
lust” visar Lindblad som en firdig romanskomponist, och i ”Sangaren”/”Der Singer”, ocksé
Goethe, har han osdkt funnit en lyrisk balladstil. An mer intressanta ir dock tonsittning-
arna av dikter ur PD.A. Atterboms Lycksalighetens 6, dir en nordisk ton firgar atmosfiren
och aven tilldter en stark intensitet som priglar sirskilt den harmoniskt kinsliga ”Svanhvits
sang’.

Genom Malla Silfverstolpes formedling fick Lindblad dret dirpa méjlighet att studera
komposition i Berlin fo6r Carl Friedrich Zelter, dir han blev studiekamrat med bland andra
Felix Mendelssohn. I Berlin kunde han ge ut ett hifte med svenska folkvisor, Der Norder-
Saal, i sittningar som ar avsevirt friare 4n i tidigare samlingar; for textdversittningarna sva-
rade Amalia von Helvig. Lindblad fingslades i Betlin dessutom av Johann Bernhard Logiers
pedagogiska metod som han introducerade i den musikskola som han efter hemkomsten
startade i Stockholm 1827 och drev till 1861.

Diktarkomponisten Lindblad

Sitt forsta egna singhifte publicerade Lindblad 1836, och fram till och med 1872 skulle
han ge ut 20 samlingar; efter hans déd 1878 utkom en omfingsrik samling under titeln
Efterlimnade singer. Redan forsta hiftet rymmer flera av hans mest populira singer som
”En ung flickas morgonbetraktelse”, ”Nira”, *Sotargossen” och "En sommarmorgon”, alla
till egna texter och ett slags rollsinger som enkelt och direkt framstiller minskliga
situationer.

Ocksa i de narmast foljande hiftena skulle egna texter dominera och sammanlagt skrev
Lindblad ett 80-tal singer till egna texter, nagra frain 1840-talet innu e¢j publicerade. Dir-
med fortsatte han den Geijerska diktarmusikerlinjen och forde den vidare till Jacob Axel
Josephson, Gunnar Wennerberg, Carl Rupert Nyblom och manga fler. Ocksd hos Lind-
blad bidrar denna férening av text och musik till att singerna dger en vilgdrande direkthet
och frischér, dven om det ofta tycks finns en medveten “konstfullhet” bakom hans texter,
sarskilt da han ofta dterkommer till vissa teman och pa ett slags folkvisemaner garna blandar
in en liten forilskelse i bade berittande och beskrivande dikter. En péfallande egenhet dr
att han mycket sensibelt férdelar dagrar och skuggor och ofta dterger ljusa texter i moll och
allvarliga i dur.

Positiva och tacksamma stimningar karakteriserar de omtyckta ”Skjutsgossen pd hemvi-
gen” och "En vardag”, och den langa raden av rollsinger innefattar sa skilda portritt som
"Dalkullevisa” och ”Slattervisa” och de niarmast drastiska "Gubben vid vigen” och "Invali-
den”; det finns rentav en "Dodgrifvarsing”. Mer direkta men vil behirskade kirlekssanger
ar 71 dalen”, ”Fér evigt” och ”Obesvarad kirlek”. Varma och balanserade stimningsbilder
ir "Om natten” och ”Om aftonen”, och en med ritta prisad naturstimning ir den nordiskt
svala ’En sommardag”. En godmodig humor slar igenom i ”Frieriet”. Att Lindblad dven
behirskade en folktonspaverkad balladform vittnar ”Brollopsfirden” och ”Den skeppsbrut-
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Okad intensitet: Jenny Lind

Den sistnimnda hor till en grupp singer som speglar Lindblads kinslor f6r Jenny Lind som
hade framtritt i hans opera "Frondérerna” 1836 och som efter konflikter med féraldrarna
fick bo hos Lindblads 1839-41 och 1842—43. Redan "Ack nej, ack nej! Du vet det ¢j!”,
"Bekinnelse” och mdjligen ocksd den kidnda "Man tro? Jo, jo!” i 1840 ars hifte avslojar hans
situation, och den avsevirda intensiteten i singerna i 1844 drs hifte vittnar om det triang-
eldrama som hade hotat inom det Lindbladska hemmet. Hiftet blev hiftigt angripet av de
stockholmska kritikerna; som utldsande moment angavs en harmonisk djarvhet i Rune-
berg-tonsittningen "Den 6fvergifna’, men ocksa andra av singerna anklagades for obegrip-
lighet och rentav rihet. Av detta blev 1845 en hetsig musikdebatt som smaningom |8stes
genom ett begirt utlitande frin Louis Spohr som lovordade singerna.

Det dr inte svart att ana ett inre tryck i singer som "Hjirtats vaggsing” och “Féresats”,
och ett dtersken av krisen spéras i den behirskade "Ny kirlek”, den resignerade "Om
hésten” och den nistan littsamma “Fafing varning”. Allra mest dramatisk blir tonen i den
starkt koncentrerade ”Mitt liv’ (Runeberg). Som en ljus kontrast star ”Till Sophie”, en dikt
till hustrun och en motsvarighet till Geijers "Min hustrus visa”. I fortsittningen skulle Lind-
blad frimst dgna sina egna dikter at allminnare genrebilder som "Hon skriver”, "Bedragen
vintan” och "Hon varken hor eller ser”, men dir finns ocksa smitt sedelirande betraktelser
som ”Misstanken”, >Anger”, > Tvekan” och ”Mognadt forstand”. En klar ton av religiositet
odlar "Forstrostan”, och i flera av de senare saingdikterna gar tankarna till dlderdomen och

déden.

Utblickar och inblickar

Inspringda dven i de tidigare samlingarna finns enstaka sanger till andras texter, och att
nimna dr den enkelt talande ”Am Aarensee” (Graf von Schlippenbach) och flera Atter-
bom-singer, bland dem de sex ”Svenska visor” som Lindblad komponerade 1838 for att i
viss mén trosta poeten for Geijers ampra kritik. Men samma dr skrev han ocksd en beund-
rande svarssing pa Geijers "Pa nyarsdagen” med titeln "Erik Gustaf Geijer”, dock utgiven
forst 1866. Viktiga sanger till frimmande texter ar vidare de valorrika ”Aftonen” (Erik
Johan Stagnelius) och “Nattviolen” (Urban von Feilitzen) och de tva vitt skilda tonsittning-
arna av Zacharias Topelius’ ”Karin Mansdotters vaggvisa for Erik XIV”.

Lindblad dgnade dessutom sitt intresse dt Thekla Knos ldtt fornumstiga vardagsinteriorer
som ”Strykningsvisa” och "Den flitiga handen”, men fann ocksa dir ett djupare uttryck i
”Hvar dr mitt hem?”. Han skulle dirtill tonsdtta en rad vistexter av Elias Sehlstedt i en ku-
plettartad stil som nar sin storsta attraktion i den obetalbara ”Skaldekonsten”, ”Man fragar
mig hur det gér till act dikta”. Ett dn mer vagat projekt var en serie om 17 sanger ur Rune-
bergs Finrik Stdls sdgner, utgivna 1856, dir Lindblad atergatt till en visbetonad enkelhet f6r
att melodierna skall kunna bira de mangstrofiska dikterna. ”Sven Dufva” har exempelvis
28 strofer, men dir for Lindblad i nio strofer in en mollvariant av sin durmelodi f6r att fa
omvixling. Verkligt karakteriserande ir egentligen bara den tacksamma ”Kulneff”, och enda
romansartade inslaget dr den folkvisenira "Torpflickan”. Samlingen inleds med en hymnisk
Virt land”.

Verkligt betydande dr diremot nio Heine-tonsittningar som tillkom ungefir samtidigt
med Sehlstedt-visorna vid mitten av 1860-talet; endast fyra av dem publicerades som
tidskriftsbidrag 1876. Hir har Lindblad lyckosamt férenat sin nordiska ton med anklanger
fran den tyska lieden. Resultatet har blivit helt i niva med de bista internationella motsva-
righeterna, och en klenod dr "Der Asra”. Bland hans senare singer finns ocksa anmirknings-
virda tonsittningar av dikter av Bjornstjerne Bjornson, Carl Wilhelm Béttiger och Edvard
Béckstrom.

© Lennart Hedwall



Adolf Fredrik Lindblad’s Songs

Composer of the quintessential song

Adolf Fredrik Lindblad’s circa 230 songs are central not only to his own production, but also
within the context of the Swedish art song tradition of the 19th century (romans in Swedish).
In his youth Lindblad’s ambition was to become ‘a Swedish Beethoven’, and in the 1830s he
wrote a large symphony, an opera and various chamber music pieces. However, due to the
poor understanding of these more substantial musical forms in Sweden at the time, he came to
focus more on song composition, and soon became known as the leading composer of songs.
Already during his lifetime he was considered a quintessential composer within the genre.

His first songs and studies for C.F. Zelter
Lindblad’s debut as a composer of songs came in the collection Musik for Sing och for
Forte-piano, which he published together with Erik Gustaf Geijer in Uppsala in 1824. The
collection comprised five solo songs by Geijer and seven by Lindblad. The setting of ].W. von
Goethe’s ‘Erster Verlust' shows Lindblad as an accomplished art song composer, and in ‘Sang-
arer’/‘Der Singer’, also by Goethe, he also effortlessly creates a lyric ballad style. But more
interesting than this are his settings of poems from PD.A. Attertbom’s Lycksalighetens 6, in
which a nordic tone colours the atmosphere and even permits a strong intensity that pervades
especially the harmonically delicate ‘Svanhvits sang’.

With the help of Malla Silfverstolpe’s intermediation Lindblad was given the opportuni-
ty the following year to study composition in Berlin with Carl Friedrich Zelter, where his
fellow students included, among others, Felix Mendelssohn. In Berlin he was able to publish a
collection of Swedish folk songs, Der Norden-Saal, in settings that are much freer than ear-
lier collections; Amalia von Helvig was responsible for the translation of the texts. In Berlin,
Lindblad was also captivated by the pedagogical methods of Johann Bernhard Logier, which
he later introduced in the music school he started in 1827 after his return to Stockholm, and
ran until 1861.

The Poet-Composer Lindblad

Lindblad published his first songbook on his own in 1836, and continued to do so up until
1872, publishing a total of 20 collections; after his death in 1878 a comprehensive edition
with the title Efferlimnade sanger (Orphaned songs) came out. His first songbook already
contains many songs that became his most popular, such as ‘En ung flickas morgonbetraktel-
s¢’, ‘Nira, ‘Sotargossen’ and ‘En sommarmorgon’, all to his own texts, and which were a kind
of role play style that portray human situations in a simple and simultaneously straightforward
fashion.

In the song books that directly followed, original texts also dominated, and Lindblad wrote
altogether some 80 songs with original texts, including some from the 1840s which have yet
to be published. As such he continues on in the poet-composer tradition starting with Geijer,
which he then passes on to Jacob Axel Josephson, Gunnar Wennerberg, Carl Rupert Nyblom
and many others. Lindblad’s union of text and music contributes to the songs possessing a
freshness and a healthy straightforwardness, even though there often seems to be a conscious
‘artistry’ behind his texts, especially considering he often returns to certain themes and in a
sort of folk song way mixes in a bit of a love story in both storytelling and descriptive poems.
One striking peculiarity is that he deals with lights and shadows in a very sensitive way, and
often sets lighter texts in a minor key, and more serious, heavy texts in major.

A positive and gracious feeling characterizes the well-liked ‘Skjutsgossen pa hemvigen’ and
‘En virdag’, and his long line of role play songs includes such distinct portraits as ‘Dalkulle-
visa and ‘Slittervisa’ as well as the rather drastic ‘Gubben vid vigen’ and ‘Invaliden’; there is
also a ‘Dodgrifvarsing’. More direct but well-mastered love songs include ‘I dalen’, ‘For evigt
and ‘Obesvarad kirlek’. Warm and balanced ambience pictures include ‘Om natten’ and ‘Om
aftonen’, and ‘En sommardag’ is an example of a deservingly praised portrayal of the natural
atmosphere. Good-natured humour comes through in ‘Frieriet’. Lindblad’s mastery of a folk
tone-inspired ballad form is evidenced in ‘Brollopsfirden’ and ‘Den skeppsbrutne’.



Increased intensity: Jenny Lind

The latter is part of a group of songs that reflect Lindblad’s feelings for Jenny Lind, who had
performed in his opera ‘Fronddrerna’ in 1836, and who, after conflicts with her parents, li-
ved with the Lindblad family from 1839-41 and 1842-43. ‘Ack nej, ack nej! Du vet det ¢j?’,
‘Bekidnnelse’ and possibly also the well-known ‘Man tro? Jo, jo! reveal his situation already
in the songbook from 1840, and the substantial intensity in the songs in the 1844 song-
book bear witness to the triangle drama that threatened the Lindblad home. The songbook
was sharply attacked by Stockholm critics; the precipitating factor was said to be the harmo-
nic audaciousness in the Runeberg setting ‘Den 6fvergifna’, but other songs were accused

of being unintelligible and simply crude. This led to a heated music debate in 1845 that
gradually was resolved via a petition for the expert opinion of Louis Spohr who commended
the songs.

It is not difficult to sense an internal conflict in songs such as ‘Hjirtats vaggsing’ and
‘Foéresats’, and a reflection of the crisis can be traced in the restrained ‘Ny kirlek’, the resig-
ned ‘Om hosten’ and the nearly carefree ‘Fafing varning’. The tone is most dramatic in the
starkly focused ‘Mitt liv’ (Runeberg). A light contrast to this is “Till Sophie’, a poem to his
wife and the analog to Geijer’s ‘Min hustrus visa'. From here on Lindblad’s poems mainly
dealt with more general genre portraits such as ‘Hon skriver’, ‘Bedragen vintan’ and ‘Hon
varken hér eller ser’, but there are also small moral observations such as ‘Misstanken’, ‘Ang—
er’, “Tvekan and ‘Mognadt férstind’. A clear tone of religiosity pervades ‘Forstrostan’, and
in many of the later song-poems the themes shift to aging and death.

External and internal vistas

Scattered throughout even the earlier collections are songs composed to others texts, no-
teworthy of which are the simply telling ‘Am Aarensee’ (Graf von Schlippenbach) and many
Atterbom songs, including the six ‘Svenska visor’ that Lindblad composed in 1838 in order
to comfort the poet, at least to some extent, for Geijer’s scathing critique. But the same year
he also wrote a rebuttal song to Geijer’s ‘Pa nyarsdagen’ with the title ‘Erik Gustaf Gei-

jer’, which was published first in 1866. Important songs composed to texts by others than
Lindblad himself include the valourous ‘Aftonen’ (Erik Johan Stagnelius) and ‘Nattviolen’
(Urban von Feilitzen) and the two completely distinct settings of Zacharias Topelius ‘Karin
Mansdotters vaggvisa for Erik XIV”.

Lindblad also devoted his interest to Thekla Knos' light and astute portrayals of day-to-
day tasks such as ‘Strykningsvisa’ and ‘Den flitiga handen’, but also found a deeper impres-
sion in ‘Hvar dr mitt hem?’. He then composed settings to a series of ballad texts by Elias
Sehlstedt in a couplet-like style, whose most attractive member was the priceless ‘Skalde-
konster’, ‘Man frigar mig hur det gar till att dikta’. A more daring project was a series of
17 songs from Runeberg’s Finrik Stils sdgner, published in 1856, where Lindblad returns to
a ballad-emphasized simplicity so that the melodies could carry the many-strophic poems.
‘Sven Dufva’ has, for example, 28 strophes, but here Lindblad sets 9 of them in a minor
variant of his melody in major to add a bit of variety. The real typical piece is ‘Kulneff’, and
the only feature reminiscent of art song is the folk song-esque “Torpflickan’. The collection
is led off with the hymn-like “Vart land’.

Of great significance, however, are the nine Heine-settings that came into being at about
the same time as the Sehlstedt-songs in the mid-1860s; only four of them were published as
a contribution to a magazine in 1876. Here Lindblad has successfully fused his nordic tone
with reminiscences of the German Lied. The result is comparable to the best international
equivalent, and a jewel among these is ‘Der Asra. Among his later songs there are remarka-
ble settings of poems by Bjornstjerne Bjornson, Carl Wilhelm Béttiger and Edvard Bick-

strom.

© Lennart Hedwall
Trans. Nicole Vickers



Adolf Fredrik Lindblad

Adolf Fredrik Lindblad hade en komplicerad uppviixt och en lika ombytlig tid
som ung vuxen. Fodd 1801 i Skidnninge av en ogift mor kom han vid ett ars
&lder till en fosterfamilj, dir hustrun var moderns moster. Efter inledande skol-
ging i Ostergétland fortsatte han fran 1809 i Stockholm, d4ir modern di bodde
och var gift med en skddespelare vid Kungl. Teatern. Efter styvfaderns déd 1813
fick Adolf Fredrik Lindblad 4tervinda till fosterforildrarna som snart flyttade
till Norrkdping. Dir fick han sin forsta skolning i musik: piano och fljt.

Fosterfadern som var handlare styrde Adolf Fredrik Lindblad mot sitt eget
yrke. Efter ndgra 4r i fosterfaderns affir fick han 181819 arbeta vid ett skepps-
klareringskontor i Hamburg. I denna stad fick Adolf Fredrik Lindblad viktiga
impulser av tysk litteratur och musik.

Sommaren 1822 kom han till Bleckenstad utanfér Mjélby f6r att undervisa
gardens dottrar i pianospel. En av dem, Sophie Kernell, skulle bli hans hustru.
Dir lirde han ocksa kinna en kusin till husets syskonskara, Per Daniel Ama-
deus Atterbom, en livsavgdrande vinskap {6r Lindblad.

Genom Atterboms férmedling flyttade Lindblad till Uppsala, i férsta hand
for studier i harmonilira for universitetets director musices, Johann Christian
Friedrich Heflner. Men han kom ocksa in i stadens konstnirliga och litterdra
kretsar. Dir fanns redan Atterbom, men ocksa Erik Gustaf Geijer som skulle bli
en annan nira vin. I denna miljé blommade Lindblad ut som singtonsittare.

Sangkomponerande var tidigare liktydigt med att skapa sillskapsvisor. Den
nyromantiska dikten gav tonsittarna nya utmaningar. Lindblads sdnger dr text
tolkande och later melodin och pianostimman féra en dialog. Fran visans tid
stammar dock Lindblads linge utnyttjade praxis att flerstrofiga dikter sjungs
till ssamma ackompanjemang. Adolf Fredrik Lindblad komponerade éver 200
snger, varav en del skrevs for vinnen Jenny Lind.

Med salongsvirdinnan Malla Silfverstolpe och Erik Gustaf Geijer for Lind-
blad 1825-26 via Képenhamn till Berlin, dir han tog lektioner i komposition
for Carl Friedrich Zelter och i pianospel f6r Ludwig Berger. Via Zelter lirde han
kinna Felix Mendelssohn. Vinskapen med denne blev viktig och varade livet ut.

Tillbaka i Sverige slog han och hustrun Sophie sig ner i Stockholm. Dir
startade Lindblad 1827 en musikskola, vilken under lang tid skulle bli hans
huvudsakliga inkomstkilla. Under Stockholmséren skrev Lindblad sin enda
opera, Frondirerna (1835), som emellertid inte blev nagon stérre framgang. Han
komponerade ocksd tvd symfonier (1832, 1855).

Adolf Fredrik Lindblad tillbringade sina sista ar pa Lovingsborgs gard strax
séder om Linkoping, dir dottern Lotten bodde. Han avled dir 1878.

© Gunnar Ternhag



Om utgavan

Levande Musikarvs emenderade utgavor dr redaktionellt genomsedda och
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Adolf Fredrik Lindblad

Adolf Fredrik Lindblad had a complicated childhood and likewise an unsettled
period as a young adult. Born in Skidnninge in 1801 to an unwed mother he was
taken in by a foster family, of which the wife was his mother’s aunt, when he was
only one year old. After starting school in C)stergétland, in 1809 he moved to
Stockholm to continue studying near his mother, who was married to an actor

at the Royal Opera. After his stepfather’s death in 1813, Adolf Fredrik Lindblad
returned to live with his foster parents, who soon moved to Norrksping. There he
received his first music lessons in piano and flute.

His foster father, who was a merchant, persuaded Adolf Fredrik Lindblad to fol-
low in his footsteps. After several years at his foster father’s business, Adolf Fred-
rik worked from 1818 to 1819 at a shipping discharge office in Hamburg. While
working in Hamburg, Adolf Fredrik Lindblad encountered German literature and
music, which would prove to be an important influence on his later career as a
composer.

The summer of 1882 he arrived in Bleckenstad, on the outskirts of Mjélby, to
teach the daughters at a country estate piano. One of the girls, Sophie Kernell,
would later become his wife. He also became acquainted with a cousin to the
siblings at the estate, Per Daniel Amadeus Atterbom, who would become an im-
portant life long friend.

With Atterborn’s assistance, Lindblad moved to Uppsala in order to study
harmony with the university’s director musices, Johann Christian Friedrich Hefl-
ner. He also came in contact with the city’s artistic and literary circles. Atterbom
already lived in Uppsala, as well as Erik Gustaf Geijer, who would become another
close friend. Lindblad thrived as an art song composer in this environment.

In earlier times, song composition had been equivalent to writing popular
drawing-room ballads. Later, with the advent of the neo-romantic poem, compo-
sers were provided with new challenges and opportunities. Lindblad’s songs are
settings of text to music and provide a dialogue between the vocal melody and the
piano. For a long time Lindblad made use of the older ballad praxis of using po-
ems consisting of several stanzas sung to the same accompaniment. Adolf Fredrik
Lindblad composed over 200 songs, of which several were written for his friend
the singer Jenny Lind.

Together with music salonni¢re Malla Silfverstolpe and Erik Gustaf Geijer,
Lindblad travelled by way of Copenhagen to Berlin, where he took lessons in
composition from Carl Friedrich Zelter and studied piano with Ludwig Berger.
Through Zelter he got to know Felix Mendelssohn. This was the beginning of an
important friendship which lasted for the rest of his life.

Returning to Sweden, he and his wife Sophie settled down in Stockholm. Lind-
blad started a music school there in 1827, which for a long time would be his main
source of income. During his years in Stockholm Lindblad wrote his only opera,
Frondérerna (1835), which was never successful. He also composed two sympho-
nies (1832, 1855).

Adolf Fredrik Lindblad spend his final years at Lévingsborg’s manor, just south
of Linképing, where his daughter Lotten resided. He died there in 1878.

© Gunnar Ternhag
Trans. Thalia Thunander
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Adolf Fredrik Lindblads singer

En sdngens klassiker

Adolf Fredrik Lindblads omkring 230 sdnger dr centrala inte bara i hans egen produktion
utan ocksd i 1800-talets svenska romanstradition. Lindblads ungdomsambition var att

bli "en svensk Beethoven”, och han skrev under 1830-talet en stor symfoni, en opera och
aeskilliga kammarmusikverk. Men genom den bristande forstielsen for de stdrre formerna i
datidens Sverige kom han att dgna sig alltmer it singkomponerande och framstod snart som
den ledande singtonsittaren och redan under sin livstid som en klassiker i genren.

De forsta sangerna och studierna f6r C.E Zelter

Lindblads debut som saingkomponist skedde i hiftet Musik for Sing och for Fortepiano, som
han utgav tillsammans med Erik Gustaf Geijer i Uppsala 1824. Samlingen innehiller fem
solosdnger av Geijer och sju av Lindblad. Tonsdttningen av J.W. von Goethes "Erster Ver-
lust” visar Lindblad som en firdig romanskomponist, och i ”Sangaren”/”Der Singer”, ocksé
Goethe, har han osdkt funnit en lyrisk balladstil. An mer intressanta ir dock tonsittning-
arna av dikter ur PD.A. Atterboms Lycksalighetens 6, dir en nordisk ton firgar atmosfiren
och aven tilldter en stark intensitet som priglar sirskilt den harmoniskt kinsliga ”Svanhvits
sang’.

Genom Malla Silfverstolpes formedling fick Lindblad dret dirpa méjlighet att studera
komposition i Berlin fo6r Carl Friedrich Zelter, dir han blev studiekamrat med bland andra
Felix Mendelssohn. I Berlin kunde han ge ut ett hifte med svenska folkvisor, Der Norder-
Saal, i sittningar som ar avsevirt friare 4n i tidigare samlingar; for textdversittningarna sva-
rade Amalia von Helvig. Lindblad fingslades i Betlin dessutom av Johann Bernhard Logiers
pedagogiska metod som han introducerade i den musikskola som han efter hemkomsten
startade i Stockholm 1827 och drev till 1861.

Diktarkomponisten Lindblad

Sitt forsta egna singhifte publicerade Lindblad 1836, och fram till och med 1872 skulle
han ge ut 20 samlingar; efter hans déd 1878 utkom en omfingsrik samling under titeln
Efterlimnade singer. Redan forsta hiftet rymmer flera av hans mest populira singer som
”En ung flickas morgonbetraktelse”, ”Nira”, *Sotargossen” och "En sommarmorgon”, alla
till egna texter och ett slags rollsinger som enkelt och direkt framstiller minskliga
situationer.

Ocksa i de narmast foljande hiftena skulle egna texter dominera och sammanlagt skrev
Lindblad ett 80-tal singer till egna texter, nagra frain 1840-talet innu e¢j publicerade. Dir-
med fortsatte han den Geijerska diktarmusikerlinjen och forde den vidare till Jacob Axel
Josephson, Gunnar Wennerberg, Carl Rupert Nyblom och manga fler. Ocksd hos Lind-
blad bidrar denna férening av text och musik till att singerna dger en vilgdrande direkthet
och frischér, dven om det ofta tycks finns en medveten “konstfullhet” bakom hans texter,
sarskilt da han ofta dterkommer till vissa teman och pa ett slags folkvisemaner garna blandar
in en liten forilskelse i bade berittande och beskrivande dikter. En péfallande egenhet dr
att han mycket sensibelt férdelar dagrar och skuggor och ofta dterger ljusa texter i moll och
allvarliga i dur.

Positiva och tacksamma stimningar karakteriserar de omtyckta ”Skjutsgossen pd hemvi-
gen” och "En vardag”, och den langa raden av rollsinger innefattar sa skilda portritt som
"Dalkullevisa” och ”Slattervisa” och de niarmast drastiska "Gubben vid vigen” och "Invali-
den”; det finns rentav en "Dodgrifvarsing”. Mer direkta men vil behirskade kirlekssanger
ar 71 dalen”, ”Fér evigt” och ”Obesvarad kirlek”. Varma och balanserade stimningsbilder
ir "Om natten” och ”Om aftonen”, och en med ritta prisad naturstimning ir den nordiskt
svala ’En sommardag”. En godmodig humor slar igenom i ”Frieriet”. Att Lindblad dven
behirskade en folktonspaverkad balladform vittnar ”Brollopsfirden” och ”Den skeppsbrut-
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Okad intensitet: Jenny Lind

Den sistnimnda hor till en grupp singer som speglar Lindblads kinslor f6r Jenny Lind som
hade framtritt i hans opera "Frondérerna” 1836 och som efter konflikter med féraldrarna
fick bo hos Lindblads 1839-41 och 1842—43. Redan "Ack nej, ack nej! Du vet det ¢j!”,
"Bekinnelse” och mdjligen ocksd den kidnda "Man tro? Jo, jo!” i 1840 ars hifte avslojar hans
situation, och den avsevirda intensiteten i singerna i 1844 drs hifte vittnar om det triang-
eldrama som hade hotat inom det Lindbladska hemmet. Hiftet blev hiftigt angripet av de
stockholmska kritikerna; som utldsande moment angavs en harmonisk djarvhet i Rune-
berg-tonsittningen "Den 6fvergifna’, men ocksa andra av singerna anklagades for obegrip-
lighet och rentav rihet. Av detta blev 1845 en hetsig musikdebatt som smaningom |8stes
genom ett begirt utlitande frin Louis Spohr som lovordade singerna.

Det dr inte svart att ana ett inre tryck i singer som "Hjirtats vaggsing” och “Féresats”,
och ett dtersken av krisen spéras i den behirskade "Ny kirlek”, den resignerade "Om
hésten” och den nistan littsamma “Fafing varning”. Allra mest dramatisk blir tonen i den
starkt koncentrerade ”Mitt liv’ (Runeberg). Som en ljus kontrast star ”Till Sophie”, en dikt
till hustrun och en motsvarighet till Geijers "Min hustrus visa”. I fortsittningen skulle Lind-
blad frimst dgna sina egna dikter at allminnare genrebilder som "Hon skriver”, "Bedragen
vintan” och "Hon varken hor eller ser”, men dir finns ocksa smitt sedelirande betraktelser
som ”Misstanken”, >Anger”, > Tvekan” och ”Mognadt forstand”. En klar ton av religiositet
odlar "Forstrostan”, och i flera av de senare saingdikterna gar tankarna till dlderdomen och

déden.

Utblickar och inblickar

Inspringda dven i de tidigare samlingarna finns enstaka sanger till andras texter, och att
nimna dr den enkelt talande ”Am Aarensee” (Graf von Schlippenbach) och flera Atter-
bom-singer, bland dem de sex ”Svenska visor” som Lindblad komponerade 1838 for att i
viss mén trosta poeten for Geijers ampra kritik. Men samma dr skrev han ocksd en beund-
rande svarssing pa Geijers "Pa nyarsdagen” med titeln "Erik Gustaf Geijer”, dock utgiven
forst 1866. Viktiga sanger till frimmande texter ar vidare de valorrika ”Aftonen” (Erik
Johan Stagnelius) och “Nattviolen” (Urban von Feilitzen) och de tva vitt skilda tonsittning-
arna av Zacharias Topelius’ ”Karin Mansdotters vaggvisa for Erik XIV”.

Lindblad dgnade dessutom sitt intresse dt Thekla Knos ldtt fornumstiga vardagsinteriorer
som ”Strykningsvisa” och "Den flitiga handen”, men fann ocksa dir ett djupare uttryck i
”Hvar dr mitt hem?”. Han skulle dirtill tonsdtta en rad vistexter av Elias Sehlstedt i en ku-
plettartad stil som nar sin storsta attraktion i den obetalbara ”Skaldekonsten”, ”Man fragar
mig hur det gér till act dikta”. Ett dn mer vagat projekt var en serie om 17 sanger ur Rune-
bergs Finrik Stdls sdgner, utgivna 1856, dir Lindblad atergatt till en visbetonad enkelhet f6r
att melodierna skall kunna bira de mangstrofiska dikterna. ”Sven Dufva” har exempelvis
28 strofer, men dir for Lindblad i nio strofer in en mollvariant av sin durmelodi f6r att fa
omvixling. Verkligt karakteriserande ir egentligen bara den tacksamma ”Kulneff”, och enda
romansartade inslaget dr den folkvisenira "Torpflickan”. Samlingen inleds med en hymnisk
Virt land”.

Verkligt betydande dr diremot nio Heine-tonsittningar som tillkom ungefir samtidigt
med Sehlstedt-visorna vid mitten av 1860-talet; endast fyra av dem publicerades som
tidskriftsbidrag 1876. Hir har Lindblad lyckosamt férenat sin nordiska ton med anklanger
fran den tyska lieden. Resultatet har blivit helt i niva med de bista internationella motsva-
righeterna, och en klenod dr "Der Asra”. Bland hans senare singer finns ocksa anmirknings-
virda tonsittningar av dikter av Bjornstjerne Bjornson, Carl Wilhelm Béttiger och Edvard
Béckstrom.

© Lennart Hedwall



Adolf Fredrik Lindblad’s Songs

Composer of the quintessential song

Adolf Fredrik Lindblad’s circa 230 songs are central not only to his own production, but also
within the context of the Swedish art song tradition of the 19th century (romans in Swedish).
In his youth Lindblad’s ambition was to become ‘a Swedish Beethoven’, and in the 1830s he
wrote a large symphony, an opera and various chamber music pieces. However, due to the
poor understanding of these more substantial musical forms in Sweden at the time, he came to
focus more on song composition, and soon became known as the leading composer of songs.
Already during his lifetime he was considered a quintessential composer within the genre.

His first songs and studies for C.F. Zelter
Lindblad’s debut as a composer of songs came in the collection Musik for Sing och for
Forte-piano, which he published together with Erik Gustaf Geijer in Uppsala in 1824. The
collection comprised five solo songs by Geijer and seven by Lindblad. The setting of ].W. von
Goethe’s ‘Erster Verlust' shows Lindblad as an accomplished art song composer, and in ‘Sang-
arer’/‘Der Singer’, also by Goethe, he also effortlessly creates a lyric ballad style. But more
interesting than this are his settings of poems from PD.A. Attertbom’s Lycksalighetens 6, in
which a nordic tone colours the atmosphere and even permits a strong intensity that pervades
especially the harmonically delicate ‘Svanhvits sang’.

With the help of Malla Silfverstolpe’s intermediation Lindblad was given the opportuni-
ty the following year to study composition in Berlin with Carl Friedrich Zelter, where his
fellow students included, among others, Felix Mendelssohn. In Berlin he was able to publish a
collection of Swedish folk songs, Der Norden-Saal, in settings that are much freer than ear-
lier collections; Amalia von Helvig was responsible for the translation of the texts. In Berlin,
Lindblad was also captivated by the pedagogical methods of Johann Bernhard Logier, which
he later introduced in the music school he started in 1827 after his return to Stockholm, and
ran until 1861.

The Poet-Composer Lindblad

Lindblad published his first songbook on his own in 1836, and continued to do so up until
1872, publishing a total of 20 collections; after his death in 1878 a comprehensive edition
with the title Efferlimnade sanger (Orphaned songs) came out. His first songbook already
contains many songs that became his most popular, such as ‘En ung flickas morgonbetraktel-
s¢’, ‘Nira, ‘Sotargossen’ and ‘En sommarmorgon’, all to his own texts, and which were a kind
of role play style that portray human situations in a simple and simultaneously straightforward
fashion.

In the song books that directly followed, original texts also dominated, and Lindblad wrote
altogether some 80 songs with original texts, including some from the 1840s which have yet
to be published. As such he continues on in the poet-composer tradition starting with Geijer,
which he then passes on to Jacob Axel Josephson, Gunnar Wennerberg, Carl Rupert Nyblom
and many others. Lindblad’s union of text and music contributes to the songs possessing a
freshness and a healthy straightforwardness, even though there often seems to be a conscious
‘artistry’ behind his texts, especially considering he often returns to certain themes and in a
sort of folk song way mixes in a bit of a love story in both storytelling and descriptive poems.
One striking peculiarity is that he deals with lights and shadows in a very sensitive way, and
often sets lighter texts in a minor key, and more serious, heavy texts in major.

A positive and gracious feeling characterizes the well-liked ‘Skjutsgossen pa hemvigen’ and
‘En virdag’, and his long line of role play songs includes such distinct portraits as ‘Dalkulle-
visa and ‘Slittervisa’ as well as the rather drastic ‘Gubben vid vigen’ and ‘Invaliden’; there is
also a ‘Dodgrifvarsing’. More direct but well-mastered love songs include ‘I dalen’, ‘For evigt
and ‘Obesvarad kirlek’. Warm and balanced ambience pictures include ‘Om natten’ and ‘Om
aftonen’, and ‘En sommardag’ is an example of a deservingly praised portrayal of the natural
atmosphere. Good-natured humour comes through in ‘Frieriet’. Lindblad’s mastery of a folk
tone-inspired ballad form is evidenced in ‘Brollopsfirden’ and ‘Den skeppsbrutne’.



Increased intensity: Jenny Lind

The latter is part of a group of songs that reflect Lindblad’s feelings for Jenny Lind, who had
performed in his opera ‘Fronddrerna’ in 1836, and who, after conflicts with her parents, li-
ved with the Lindblad family from 1839-41 and 1842-43. ‘Ack nej, ack nej! Du vet det ¢j?’,
‘Bekidnnelse’ and possibly also the well-known ‘Man tro? Jo, jo! reveal his situation already
in the songbook from 1840, and the substantial intensity in the songs in the 1844 song-
book bear witness to the triangle drama that threatened the Lindblad home. The songbook
was sharply attacked by Stockholm critics; the precipitating factor was said to be the harmo-
nic audaciousness in the Runeberg setting ‘Den 6fvergifna’, but other songs were accused

of being unintelligible and simply crude. This led to a heated music debate in 1845 that
gradually was resolved via a petition for the expert opinion of Louis Spohr who commended
the songs.

It is not difficult to sense an internal conflict in songs such as ‘Hjirtats vaggsing’ and
‘Foéresats’, and a reflection of the crisis can be traced in the restrained ‘Ny kirlek’, the resig-
ned ‘Om hosten’ and the nearly carefree ‘Fafing varning’. The tone is most dramatic in the
starkly focused ‘Mitt liv’ (Runeberg). A light contrast to this is “Till Sophie’, a poem to his
wife and the analog to Geijer’s ‘Min hustrus visa'. From here on Lindblad’s poems mainly
dealt with more general genre portraits such as ‘Hon skriver’, ‘Bedragen vintan’ and ‘Hon
varken hér eller ser’, but there are also small moral observations such as ‘Misstanken’, ‘Ang—
er’, “Tvekan and ‘Mognadt férstind’. A clear tone of religiosity pervades ‘Forstrostan’, and
in many of the later song-poems the themes shift to aging and death.

External and internal vistas

Scattered throughout even the earlier collections are songs composed to others texts, no-
teworthy of which are the simply telling ‘Am Aarensee’ (Graf von Schlippenbach) and many
Atterbom songs, including the six ‘Svenska visor’ that Lindblad composed in 1838 in order
to comfort the poet, at least to some extent, for Geijer’s scathing critique. But the same year
he also wrote a rebuttal song to Geijer’s ‘Pa nyarsdagen’ with the title ‘Erik Gustaf Gei-

jer’, which was published first in 1866. Important songs composed to texts by others than
Lindblad himself include the valourous ‘Aftonen’ (Erik Johan Stagnelius) and ‘Nattviolen’
(Urban von Feilitzen) and the two completely distinct settings of Zacharias Topelius ‘Karin
Mansdotters vaggvisa for Erik XIV”.

Lindblad also devoted his interest to Thekla Knos' light and astute portrayals of day-to-
day tasks such as ‘Strykningsvisa’ and ‘Den flitiga handen’, but also found a deeper impres-
sion in ‘Hvar dr mitt hem?’. He then composed settings to a series of ballad texts by Elias
Sehlstedt in a couplet-like style, whose most attractive member was the priceless ‘Skalde-
konster’, ‘Man frigar mig hur det gar till att dikta’. A more daring project was a series of
17 songs from Runeberg’s Finrik Stils sdgner, published in 1856, where Lindblad returns to
a ballad-emphasized simplicity so that the melodies could carry the many-strophic poems.
‘Sven Dufva’ has, for example, 28 strophes, but here Lindblad sets 9 of them in a minor
variant of his melody in major to add a bit of variety. The real typical piece is ‘Kulneff’, and
the only feature reminiscent of art song is the folk song-esque “Torpflickan’. The collection
is led off with the hymn-like “Vart land’.

Of great significance, however, are the nine Heine-settings that came into being at about
the same time as the Sehlstedt-songs in the mid-1860s; only four of them were published as
a contribution to a magazine in 1876. Here Lindblad has successfully fused his nordic tone
with reminiscences of the German Lied. The result is comparable to the best international
equivalent, and a jewel among these is ‘Der Asra. Among his later songs there are remarka-
ble settings of poems by Bjornstjerne Bjornson, Carl Wilhelm Béttiger and Edvard Bick-

strom.

© Lennart Hedwall
Trans. Nicole Vickers



Adolf Fredrik Lindblad

Adolf Fredrik Lindblad hade en komplicerad uppviixt och en lika ombytlig tid
som ung vuxen. Fodd 1801 i Skidnninge av en ogift mor kom han vid ett ars
&lder till en fosterfamilj, dir hustrun var moderns moster. Efter inledande skol-
ging i Ostergétland fortsatte han fran 1809 i Stockholm, d4ir modern di bodde
och var gift med en skddespelare vid Kungl. Teatern. Efter styvfaderns déd 1813
fick Adolf Fredrik Lindblad 4tervinda till fosterforildrarna som snart flyttade
till Norrkdping. Dir fick han sin forsta skolning i musik: piano och fljt.

Fosterfadern som var handlare styrde Adolf Fredrik Lindblad mot sitt eget
yrke. Efter ndgra 4r i fosterfaderns affir fick han 181819 arbeta vid ett skepps-
klareringskontor i Hamburg. I denna stad fick Adolf Fredrik Lindblad viktiga
impulser av tysk litteratur och musik.

Sommaren 1822 kom han till Bleckenstad utanfér Mjélby f6r att undervisa
gardens dottrar i pianospel. En av dem, Sophie Kernell, skulle bli hans hustru.
Dir lirde han ocksa kinna en kusin till husets syskonskara, Per Daniel Ama-
deus Atterbom, en livsavgdrande vinskap {6r Lindblad.

Genom Atterboms férmedling flyttade Lindblad till Uppsala, i férsta hand
for studier i harmonilira for universitetets director musices, Johann Christian
Friedrich Heflner. Men han kom ocksa in i stadens konstnirliga och litterdra
kretsar. Dir fanns redan Atterbom, men ocksa Erik Gustaf Geijer som skulle bli
en annan nira vin. I denna miljé blommade Lindblad ut som singtonsittare.

Sangkomponerande var tidigare liktydigt med att skapa sillskapsvisor. Den
nyromantiska dikten gav tonsittarna nya utmaningar. Lindblads sdnger dr text
tolkande och later melodin och pianostimman féra en dialog. Fran visans tid
stammar dock Lindblads linge utnyttjade praxis att flerstrofiga dikter sjungs
till ssamma ackompanjemang. Adolf Fredrik Lindblad komponerade éver 200
snger, varav en del skrevs for vinnen Jenny Lind.

Med salongsvirdinnan Malla Silfverstolpe och Erik Gustaf Geijer for Lind-
blad 1825-26 via Képenhamn till Berlin, dir han tog lektioner i komposition
for Carl Friedrich Zelter och i pianospel f6r Ludwig Berger. Via Zelter lirde han
kinna Felix Mendelssohn. Vinskapen med denne blev viktig och varade livet ut.

Tillbaka i Sverige slog han och hustrun Sophie sig ner i Stockholm. Dir
startade Lindblad 1827 en musikskola, vilken under lang tid skulle bli hans
huvudsakliga inkomstkilla. Under Stockholmséren skrev Lindblad sin enda
opera, Frondirerna (1835), som emellertid inte blev nagon stérre framgang. Han
komponerade ocksd tvd symfonier (1832, 1855).

Adolf Fredrik Lindblad tillbringade sina sista ar pa Lovingsborgs gard strax
séder om Linkoping, dir dottern Lotten bodde. Han avled dir 1878.

© Gunnar Ternhag
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Adolf Fredrik Lindblad

Adolf Fredrik Lindblad had a complicated childhood and likewise an unsettled
period as a young adult. Born in Skidnninge in 1801 to an unwed mother he was
taken in by a foster family, of which the wife was his mother’s aunt, when he was
only one year old. After starting school in C)stergétland, in 1809 he moved to
Stockholm to continue studying near his mother, who was married to an actor

at the Royal Opera. After his stepfather’s death in 1813, Adolf Fredrik Lindblad
returned to live with his foster parents, who soon moved to Norrksping. There he
received his first music lessons in piano and flute.

His foster father, who was a merchant, persuaded Adolf Fredrik Lindblad to fol-
low in his footsteps. After several years at his foster father’s business, Adolf Fred-
rik worked from 1818 to 1819 at a shipping discharge office in Hamburg. While
working in Hamburg, Adolf Fredrik Lindblad encountered German literature and
music, which would prove to be an important influence on his later career as a
composer.

The summer of 1882 he arrived in Bleckenstad, on the outskirts of Mjélby, to
teach the daughters at a country estate piano. One of the girls, Sophie Kernell,
would later become his wife. He also became acquainted with a cousin to the
siblings at the estate, Per Daniel Amadeus Atterbom, who would become an im-
portant life long friend.

With Atterborn’s assistance, Lindblad moved to Uppsala in order to study
harmony with the university’s director musices, Johann Christian Friedrich Hefl-
ner. He also came in contact with the city’s artistic and literary circles. Atterbom
already lived in Uppsala, as well as Erik Gustaf Geijer, who would become another
close friend. Lindblad thrived as an art song composer in this environment.

In earlier times, song composition had been equivalent to writing popular
drawing-room ballads. Later, with the advent of the neo-romantic poem, compo-
sers were provided with new challenges and opportunities. Lindblad’s songs are
settings of text to music and provide a dialogue between the vocal melody and the
piano. For a long time Lindblad made use of the older ballad praxis of using po-
ems consisting of several stanzas sung to the same accompaniment. Adolf Fredrik
Lindblad composed over 200 songs, of which several were written for his friend
the singer Jenny Lind.

Together with music salonni¢re Malla Silfverstolpe and Erik Gustaf Geijer,
Lindblad travelled by way of Copenhagen to Berlin, where he took lessons in
composition from Carl Friedrich Zelter and studied piano with Ludwig Berger.
Through Zelter he got to know Felix Mendelssohn. This was the beginning of an
important friendship which lasted for the rest of his life.

Returning to Sweden, he and his wife Sophie settled down in Stockholm. Lind-
blad started a music school there in 1827, which for a long time would be his main
source of income. During his years in Stockholm Lindblad wrote his only opera,
Frondérerna (1835), which was never successful. He also composed two sympho-
nies (1832, 1855).

Adolf Fredrik Lindblad spend his final years at Lévingsborg’s manor, just south
of Linképing, where his daughter Lotten resided. He died there in 1878.

© Gunnar Ternhag
Trans. Thalia Thunander
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