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Laura Netzel

Laura Netzel (1839-1927) tillhor skaran av kvinnliga tonsittare som ofortjant
kommit utanfér musikhistorieskrivningen. Hon foddes i Rantasalmi i Sodra
Savolaks med efternamnet Pistolekors, en adlig slikt med finlindsk utbred-
ning. Redan nir hon var ett ar gammal flyttade familjen till Stockholm, dir
hon sedan bodde resten av sitt liv.

Tack vare sin vilbirgade familj fick Laura Netzel en gedigen musikutbild-
ning: hon studerade piano fér Mauritz Gisiko och sterrikaren Anton Door
(under hans vistelser i Stockholm), sing f6r Julius Giinther och komposition
for Wilhelm Heintze, samtliga framstdende lirarnamn. Fordjupade studier i
komposition genomférde hon under Charles-Marie Widor i Paris, en stad som
hon flera ganger dtervinde till.

Laura Netzel debuterade som pianist 1856, saledes 17 ar gammal. I decen-
nier var hon verksam i Stockholms musikliv som pianist, kdrdirigent (for Har-
moniska sillskapet) och konsertarrangdr. Hon arbetade sirskilt med konserter
for vilgorenhet och hade ett stort socialt engagemang.

Hon gifte sig 1866 med Wilhelm Netzel, sedermera professor i obstetrik och
gynekologi vid Karolinska institutet.

Laura Netzels debut som tonsittare igde rum 1874 under pseudonymen N
Lago, men hon hade komponerat en hel del musik dessforinnan. Hennes verk-
forteckning omfattar solosanger, verk for kor, pianostycken och kammarmusik.
Laura Netzels produktion kom att fa forhillandevis stor spridning.

Hon fick verk utgivna i bade Frankrike och Tyskland och framforda i innu fler
linder.

Gunnar Ternbhag

Trio for piano, violin & violoncell op. 78

Laura Netzels Pianotrio i d-moll op. 78 skrevs i bérjan pa 1900-talet och tryck-
tes av den franska firman Janin Fréres ar 1903. Pianotrion ir Netzels sista for
besittningen: tidigare hade hon skrivit tvd mindre och musikaliskt mer kon-
ventionella verk, Serenade op. 50 (1895) och Preludio e Fughetta op. 68 (1900).
D-molltrion dr ocksd ett av Netzels musikaliskt och tekniskt mest avancerade
verk.

Den formella strukturen ar sdrskilt i yttersatserna i hég grad upplost. Tyd-
liga karaktirsskillnader mellan formdelar saknas och dterkommande avsnitt dr
varierade och utbyggda pa ett ofta genomgripande sitt.

Melodiken saknar i regel periodisk strukturering och bygger pa motiv eller
fraser som stindigt forindras i ett stindigt vixelspel mellan de bada strakin-
strumenten. Den dr ocksd instrumentalt koncipierad och treklangsbunden, ofta
med stora intervall som vixer fram ur pianots harmoniska viv.

Harmoniken dr modulerande i en senromantisk stil utan tydliga tonarts-
plan. César Francks kromatik dr hir sikert en forebild for Netzels tonsprak.
Pianots prismatiskt skiftande ackordvav dr uppbyggda av neapolitanska vind-
ningar, forminskade ackord, tillagda kvart-sext-septim-intervall till det brutna
treklangsackompanjemanget och i de stora slutfallen finns en forkarlek for
subdominant-kadenser i moll och dur. De tre virtuost behandlade stimmorna
ar ocksd invivda i varandra i en kontrapunktisk sats som ger musiken en
kompakt, ssmmanhallen karaktir trots pianots dvervigande homofona ackom-
panjemang.



Forsta satsen, Allegro moderaro, har den upplosta formstrukeuren till trots en
skdnjbar sonatform i botten. Ett forsta tema omfattar de sexton forsta takterna
som avrundas med en kadens i huvudtonarten vid bokstaven A (takt 16). Ett
foljande Sverledningsparti leder dver till ett andra tema i parallelltonarten F-
dur med sidotema-karaktir vid bokstaven B (takt 43). Kadensartade violinfigu-
rer leder Sver till en slutgrupp vid take 77.

Ett genomfdringsparti borjar vid dvergangen till G-dur takt 93. Genom-
foringen innehéller kinslosamma forhillningar i en dialog mellan cello och
violin, som kan ses som en bearbetning av sidotemats motiv. Atertagningen i
takt 129 ir till sin forsta del identisk med expositionen (t.o.m. takt 149) men
sedan starkt varierad och med en kort coda vid takt 197.

Den andra satsen, Andante tranquillo, Molto piz vivo, har som tempobeteck-
ningarna antyder en tydlig éverordnad tredelad ABA-struktur. A-delarna
borjar med ett slags motto, en introduktion med den stora septiman som
framtridande intervall i avrundningen. *Grieg-intervallet” var sikert ett av de
stilistiska drag som bidrog till att Netzels musik forknippades med en nordisk
ton’ i Frankrike. Satsen i dvrigt har ocksd en starkt romantisk klangfiarg med
en hégromantisk "Tristan’- glidande kromatik.

Ytterdelarna omger en Mendelssohnskt scherzo-liknande mellandel. Satsfak-
turen dr upplost med korta motiv som avlser varandra och med luftiga pia-
nofigurationer piminnande om dem som Netzel anvinde i sin pianoetyd Feux
Foller op. 49. Den aterkommande A-delen ir i sina forsta 12 takter identisk
med den fSrsta delen men varieras i dess andra del och avslutas med en avstan-
nande coda.

Tredje satsen, Allegro deciso, har ocksd en upplost formstruktur och dterkom-
mande avsnitt varieras pa ett genomgripande sitt. Aven hir kan skénjas ett
sonatformstinkande i botten. Forsta temat har en tvidelad periodisk struktur
med dess andra del i molldominanten som modulerar tillbaka till tonikan.
Efter ett dverledningsparti (takt 13—43) kommer ett tydligt kontrasterande
andratema som presenteras bada gangerna i varianttonarten D-dur.

Genomforingspartiet (takt 85—111) bygger delvis pa klassisk bearbetnings-
teknik av forsta och andra temat. Atertagningsdelen ir ocksa till en bérjan
identisk med expositionens tema (takt 111-123) men varieras forst pa ett subtilt
satt och transformeras sedan mer genomgripande. Sidotemat dterkommer i takt
153 men med varierad disposition mellan instrumenten. Slutgruppen ir starkt
utvidgad och virtuosa, kadensliknande figurationer i savil strakinstrument
som piano skapar en dynamisk formavrundning.

Bertil Wikman



Killkritisk kommentar

Killmaterial:
Utgédvan baserar sig pa en killa (T): Den tryckta utgavan fran Lyon, JANIN
FRERES, éditeurs, 10, rue Président-Carnot. Copyright 1903 by Janin Fréres. J.F.
609. Pa omslaget star: ”A Monsieur Maurice Delfosse. Trio pour Piano, Violon et
Violoncelle par N. Lago (Op. 78)”.
Utgédvan bestar av en pianostimma med strakstimmorna tillfogade pa sedvanligt

satt ovanfor (TP) samt en separat violinstimma (TV) och en cellostimma (TC).

Det exemplar som anvints som forlaga dterfinns pd Musik- och teaterbiblioteket i
Stockholm under rubriken Kvinnliga tonsittare Xkdea 785.28193.

Kommentarer

Nottexten i foreliggande utgiva utgdr en reproduktion av notbilden i T, dir utgiva-
rens emendationer har forts in. Justeringar av bagar, fortecken, accenter och artikula-
tion som inte har medfort férindrad ldsart har foretagits utan kommentar. [ Svrigt
anfors nedanstiende anmirkningar.

Takr  System Anméirkning

Sats 2, Andante tranquillo — Molto pit1 vivo — Tempo I

Cellostimman
46 H indrat fran d i enlighet med (TP).
111 Upptakten dndrad fran 8-del till 4-del i enlighet med (TP).
Sats 3, Allegro deciso
Pianopartituret

P
20 (TP) korrigerat frin i enlighet med (TV).
43 undre Korsfortecken for f infort.
44 undre Aterstillningstecken for a infért.
131 undre d indrad frin B.
153 undre Korsfortecken for f infort i analogi med take 143.
Violinstimman
51 Aterstillningstecken for strikstimmornas sista 8-del tillagt.
58 Artikulationen i (TV) korrigerad i enlighet med (TC).
Cellostimman
51 Aterstillningstecken for strikstimmornas sista 8-del tillagt.
187 cess dndrat fran Ass i enlighet med (TP).
199 e dndrat fran g.
205 a dndrat frin b, i enlighet med (TP).

223 fandrat fran d, i enlighet med (TP).



Laura Netzel

Laura Netzel (1839-1927) is one of the body of female composers who have
undeservedly been omitted from music history. She was born in Rantasalmi,
in Southern Savonia, with the surname Pistolekors, a noble family of Finnish
extraction. When she was a year old, her family moved to Stockholm, where
she would spend the rest of her life.

Thanks to her well-heeled family, Laura Netzel received a solid musical
education: she studied piano for Mauritz Gisiko and the Austrian Anton
Door during his stays in Sweden; song for Julius Giinther and composition
for Wilhelm Heintze, all prominent teachers. She pursued deeper studies in
composition for Charles-Marie Widor in Paris, a city to which she returned
several times.

Netzel made her debut as a pianist in 1856, at the age of 17. For decades,
she was active in the Stockholm music life as pianist, choir conductor for Har-
moniska Sillskapet (the Harmonic Society) and concert arranger. She especi-
ally worked on charity concerts, and was greatly socially engaged.

In 1866, she married Wilhelm Netzel, who later became professor of obstet-
rics and gynaecology at Karolinska Institutet.

Netzel made her debut as a composer in 1874, under the pseudonym
N. Lago, but she had composed quite a lot of music previously. Her body
of works comprises solo songs, works for choir, piano and chamber music.
Netzel’s production eventually came to enjoy relatively great circulation. She
had works published in both France and Germany, and performed in several
more countries.

Gunnar Ternbag

Trans. Martin Thomson

Trio for Piano, Violin & Cello op. 78

Laura Netzel’s piano trio in D minor op. 78 was written in the early 1900s
and printed by the French firm Janin Freres in 1903. The piano trio is Netzel’s
final work for this instrumentation: she had previously written two smaller
and musically more conventional pieces, Serenade op. 50 (1895) and Preludio
e Fughetta op. 68 (1900). The D minor trio is also one of Netzel’s most advan-
ced works, both musically and technically.

Its formal structure, especially in the outer movements, is very dissolute.
There are no clear differences in character between formal parts, and recurring
sections are often pervasively varied and expanded.

The melody generally lacks periodic structure, and builds on themes or ph-
rases that constantly change along with the interplay between the two string
instruments. It is also instrumentally conceived and committed to triads,
often with large intervals that emerge from the piano’s harmonic weave.

The harmony is modulated in a late romantic style, lacking any clear key
facture. It is safe to say that César Franck’s chromatic music has served as a
model for Netzel’s tone language. The piano’s prismatic shifting chords are
formed of Neapolitan twists, diminished chords, fourth-sixth-seventh inter-



vals added to the broken triad accompaniment, and there is a preference for minor and
major subdominant cadences in the great cadenzas. The three virtuosic parts are also in-
terwoven in a counterpoint movement, giving the music a compact, coherent character
in spite of the piano’s predominantly homophone accompaniment.

Despite its dissolute formal structure, the first movement, Allegro moderato, has a dis-
cernible sonata form at its base. A first theme comprises the initial 16 bars, which are
rounded off by a cadenza in the main key at the letter A (bar 16). A transitional part
follows, leading to a second theme in the parallel key of F major with a minor theme
character at the letter B (bar 43). Cadenza-like violin figures lead to a codetta in bar 77.

A transition part starts at the shift to G major in bar 93. This transition contains
emotional interplay in the dialogue between cello and violin, which can be seen as an
adaptation of the second theme. The recapitulation in bar 129 is identical with the
exposition at first (up until bar 149), but then varies markedly and has a short coda in
bar 197.

The second movement, Andante tranquillo, Molto pins vivo, has a clearly tripartite ABA
structure, as indicated in the tempo. The A parts start with a kind of motto, an intro-
duction rounded off by a prominent major seventh interval. The ‘Grieg interval’ was
certainly one of the characteristic traits that contributed to Netzel’s music being associa-
ted with a ‘Nordic tone’ in France. The movement is also coloured with a highly roman-
tic timbre, and high-romantic, Tristan-like sliding chromatics. The outer parts surround
a Mendelssohnian scherzo-like middle part. The facture is broken up by short successive
themes and airy piano figurations reminiscent of those Netzel used in her piano etude
Feux Foller op. 49. The recurring A part is identical to the first part in its first 12 bars,
but is varied in its second part and ends with a final coda.

The third movement, Allegro deciso, also has a dissolute formal structure and recurring
sections with pervasive variations. Here too, a sonata form can be discerned at the base.
The first theme has a two-part periodic structure, with its second part in the minor
dominant, modulating back to the tonic. After a transition (bars 13 to 43) follows a
clearly contrasting second theme, presented both times in the variant D major key.

The development (bars 85 to 111) is partly based on a classical adaptation of the
first and second themes. The recapitulation is also at first identical with the exposition
theme (bars 111 to 123), but is at first subtly varied and then later more profoundly
transformed. The minor theme returns in bar 153, but with a different disposition
between instruments. The codetta is widely expanded and virtuosic, cadenza-like figura-
tions in string instruments and piano alike create a dynamic formal coda.

Bertil Wikman

Trans. Martin Thomson



