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FOREWORD 

The present study of the symphonies of Felix 
Draeseke was begun eight years ago, while the 
author was still an undergraduate at Syracuse 
University. Most of the initial work was carried 
out during the period 1959-1961. Upon completion 
sf his baccalaureate studies in the United States, 
the author came to the University of ZUrich to 
begin doctoral studies under Professor Kurt von 
Fischer, who was kind enough to accept the subject 
of this dissertation, 

The - of Draeseke is dedicated to 
my ~arents, witEut whose aid and assistance In 
ailzforms my studies could not have been terminated. 
Special mention must be made of Mrs. Antje Lemke, 
librarian at Syracuse University, whose interest 
in my work at the very beginning provided impetus 
and support. To the late Professor Bermann Btephani 
of the University of Marburg, this author also 
owes a debt of thanks: it is a great sorrow that 
this foremost champion of Draesekees music and 
enthusiastic correspondent could not live to 
witness the completion of this study. 

To Professor Kurt von FSscher for his interest, 
advice and suggestions regarding the preparation 
of this dissertation, my deepest and most heartfelt 
appreciation. 

Zarich, May 4th, 1966. 

Alan Henry Krueek 





BIBLI OGRAPBICAL ORIENTATION 

At present there is no comprehensive work 

concerning the life and music of Felix Uraeseke, 

The most valuable summary of the comgoser~s 

career is the excellent article, Felix Draeseke 

in the third volume of the series, Die Musik 

in Geschichte und - . This essay was 
written by the one time Draeseke pupil and 

relentless champion of the master, the late 

Professor Herrnann Steghani and it supercedes 

other articles by him to be found in the 

Septembor-October, 1935 issue of the Zeitschrift 

fl,lr Musik and the seven difficult to obtain -- 
Nittei -- der Felix Draeseke Gesellschaft 

from 1932-1939. 

An extensive chapter on Draeseke in the currently 

circulating Musikalische by Hans 

Jsachim Moser is likewise useful. Moser is less 

detai-led than Stephani and guilty of occasional 

error, but he is sylnpathetic and presents some 

worthy insights, 

The referenee a.rticles on Draeseke in the leading 

international music lexlka are, with exception of 

the abovementioned Stephani effort, of minimal 

value. Most are too short and none equal the 



achievements of/,;Stephani or Moser. 

During the First World Warg the composer 
1 

Beinrich Cassimir began a Full length biography 

of Ura.eseke. At the time itaroused much.,conunent, 

but it never fully materialized: when Cassimir 

died in 1946 the project showed signs of having 

been abandoned quite soon after having been 

begun, It covers barely thirty years of Draesekets 

career and nothing from it was ever published, 

Another biographical attempt was made by the 

pianist and conductor, Bernhard Engelke. To what 

extent Bngelke finished his project is not lmown, 

since it could not be located, It is assumed that 

at the time of his death in 1950, only fragments 

had been assembled, 

Several studies concerning sections of Draeseke9s 

output, as well as individual analyses of h i s  

, preceded Erich Hoederls two 

volume basic work on the composer. In 1925, Otto 

zur  Nedden presented his dissertation, F e l i x  

und Oratorien at the University - 
of Marburg and three years Eater published a 

fairly accurate catalog of Draeseke9s works, 

Rseder himself commenoed research for his larger 

work with his 1926 dissertation at the University 

of Meidelberg, entitled 



and this brings us to consideration 

of Roeder's two volume study, Felix v 

und Leiden eines deutschen e - 
The first volume of the undertaking appeared in 

1932; it covers the conposerqs life until 1870. 

The subsequent volume was published five years 

later, is twice the length of its predecssor and 

follows Draesekeqs career to its end, Since these 

two volumes represent the first and until now, only 

attempt to collate facts concerning Draesekees life 

and works it remains the most comprehensive and 

therefore basic study. St is of uneven quality 

however, filled with unsupported value judgments 

and outlandish assertions. These are in past 

tra.ceable to Roederqs polit%cal affiliations: 

as a member of the National Socialist party he 

considered it his duty to stress Draesckeqs superiority 

by emph8,sizing tho composer" German heritage; they 

are also traceable to a certain type of critical 

mentality - not necessarily Germnic - which flnds 
it necessary to minimize the achievements of others 

in order to champion those of someone else, 

As a purely biographical work, Roeder" study can 

be recommended. There are contradictions and 

inconsistencies of course, but even the best 

biographies are not free of such things. Roeder had 



extraordinary advantages in his research however, 

advantages which tod-ay are either no longer 

available or which have bean minimized by the 

political situation of the past twenty years; 

access to all of Braeseke" correspondence and 

diaries, the assistance of the composer" widow, 

personal contact with a considerable number of 

Draeseke" pupils, and the aid of the short-lived 

Felix Draeseke Cesellschaft (1932-1939). 

To the task of accumulating the biographical material, 

Roeder undertook the analysis of each work in 

Draeseke" output, and he must be praised for his 

stamina and diligence. But he attempted too much 

and the result ranges from the acceptably mediocre 

to the uselessly superf icial . Whatever va.lue the 
analyses could have had, was negated by the fact 

that the author failed to provide even a minimum 

of practical material. In the entire study, with 

exception of a few photographic reproductions of 

pages from select works, not a single musical 

example is given! This is unforgivable, especially 

since a huge quantity of Draesekets works remain 

in manuscript and those which achieved publication 

have long since ceased general circulation. Any 

prospec"cve reader must therefore be either a Dr'aeseke 

scholar himself or - perhaps as Rseder had expected - 



willing to accept the analyses without reservation. 

From what the present author has encountered in 

Roeder" analyses of Draesekeqs symphonies, there 

is only one thing which can be said: beware, 

Roeder is not only superficial, he is often 

incorrect in application of technical terminology, 

lacking in historical perspective, poor at formal 

definition and, in the case of the symphonies, 

blind to Draeseke" conntibutions, These are points 

of caution however, but they point to the dire 

necessity of a new and complete study of Draeseke 

and his works. 

In compiling his research for the present dissertation, 

the author has had recourse to several other sources 

sf inforraatlon; these pertain to the symphonies 

alone, Walter Engelsmann" Einheitsthematik 

in - - TII. could not be found and 

is mentioned for the sake of completeness, The study 

was never published and is believed to have been 

either lost or destroyed during the last war. The 

a.nalysis of the in Rermann 

Kretzschmar% FFllhrer duxch den was 

consulted but proved to be of little value, For 

the , details concerning its 

composition and first performance were culled from 

the chapter on Draeseke in Johannes ReicheLtes 



memoires, Erlebte Kostbarkeiten, 

Spurious information was also gleaned from a 

host of other books and articles (music histories, 

surveys, etc,) which need not be mentioned in 

detail since they provided no insight into 

Draeseke's position as symphonist, Any undertaking 

along biographical lines will, in the future, 

have recourse to Draesekeqs own autobiographical 

writings, the Skizze  which 

appeared in Tongeres Neue during 

1886 and the , unpublished 

but available on microfilm from the Dresden 

Stadtbibliothek, 



F e l i x  August Bernhard Draeseke was born October 
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7 t h ,  1835. H i s  mother was t h e  v i c t i m  of l a b o r  

exhaust ion and d i ed  a few days  l a t e r ,  s o  t h a t  

t h e  maternal  s i d e  of Draeseke" childhood was 

l e f t  t o  t h e  c a r e  of a stepmother.  H i s  f a t h e r  

was a p r o t e s t a n t  m i n i s t e r  i n  t h e  s e r v i c e  of t h e  

Duke of Saxe-Coburg, while t h e  g randfa the r  was 

none o t h e r  t han  t h e  eminent t heo log ian  Bernhard 

Draeseke,  t h e  e loquent  opponent of F r i e d r i c h  

Schleiermacher.  

Duringhis  youth Draeseke 

ex t ens ive  t r i p s )  

/ 5 "  h i s  major diversionq@yJ ae44 

A t  t h e  age of s i x  he con t r ac t ed  a s e r i o u s  case  

of whooping cough whish l e f t  him with  impaired 

h e a r i n g ,  an  a f f l i c t i o n  which a s s e r t e d  i t s e l f  

throughout h i s  l i f e  and o f t e n  amounted t o  pe r iods  

of a lmost  t o t a l  deafness .  

Though Draeseke showed no p a r t i c u l a r  p r e d i l e c t i o n  

f o r  music before  adolescence ,  he was permi t ted  

t h e  rudimentary piano l e s s o n s  considered proper  

f o r  good development du r ing  youth,  H i s  f i r s t  r e a l  

i n t e r e s t  i n  music however, seems t o  have come 

when h i s  godmother took him t o  s ee  a product ion 



of Boieldieu" La dame blanche, 

After elementary education at the Coburg 

Ratschule Braeseke was sent to the Casimirianum 

for his gymnasial period, During this time his 

interest in music began to grow, occupying 

most of his free time and occasionally inter- 

fering with his studies, In 1849, accompanied 

by his grandfather, Draeseke visited the ageing 

Aloys Schmitt in Frankfurt and impressed the 

reknomed Beethoven interpreter with improvi- 

sational ability, The following year saw the 

youngster working diligently at harmony and 

thorough-bass, though his career as a musician 

was far from set. As the first born in a family 

with extensive theological tradition, it had 

more or less been accepted that he would enter 

the service of God, It was in January of 1852 

that Draeseke declared his intentions otherwise: 

music was to be his life. After some paternal 

rebuke and a short period sf haggling, his 

father acquiesced, In April sf the same year 

Brneseke was sent to Leipzig, passed the entrance 

requirements was accepted --+j~+ - e n s 1 p . L p c l ~ ~ ~ ~ ~ ~ r n ~  ' A 

li 
he began a course of study which led him to the 

composition class of Julius Rietz, 

It was during his first in Leipzig that 



Draeseke first became acquainted with the 

Zukunftsmusik of Richard Wagner: a visit to 

Weimar coincided with a production of Wagner's 

Lohengrin, Prom then on Draeseke knew the direction 
-4-- **-a' - ----- 
he would follow, 

As a vociferous protagonist of Wagner and Later 

Liszt, Braeseke antagonized his teachers in 

Leipzig, most of whom adhered to the principles 

of Mend.elssohnq s "gentleman" school. The only 

sympathizer Draeseke had on the staff of the 

conservatory was Franz Brendel, who watched the 

young man with keen interest and encouraged Draeseke 

in most of his undertakings. It was Brendel who 

secured a post for Draeseke as critic for the 

Neue - -- far Musik, Viewed from a distance 

this occurrence did more harm than god, for it 

allowed Draeseke to express rather uncomplimentary 

opinions about the works of his teachers, usually 

with a good dose of vitriol. By 1855 Draeseke had 

engendered so much ill-feeling at the conservatory 

that he was dismissed, the ultimate cause being 

a clash with the conservatory director over the 

rejection for orchestral performance of a 

Ouverture which Braeseke had composed, 

After his dismissal Draeseke continued living in 

Leipzig, taking private lessons from Julius Rfetz. 



BY 1f=356 @ _ _ had assembled a f a i r l y  decent  

ca t a log :  a number of songs and p iano  p i e c e s ,  

a S t r i n g  Q u a r t e t  %n C minor,  t h e  aforementioned 

L u s t s p i e l  Over ture ,  ske tches  f o r  a symphonic 

poem on t h e  legend ,  a l a r g e  p a r t  of 

h i s  f i r s t  opera ,  , and h i s  

i n  c - ( ) ,  I n  t h e  f a l l  of t h e  

same yea r  Draeseke heard t h e  l a t t e r  work performed 

f o r  t h e  f i r s t  t ime ,  t h e  f i r s t  performance of a n  

o r c h e s t r a l  work by him, 

The fo l lowing  yea r s  s a w  a weakening of t i e s  wi th  

Le ipz ig .  Drawn by t h e  p e r s o n a l i t y  of Pranz L i s z t  

and encouraged by h i s  new found f r i e n d ,  Hans von 

Billow, Draeseke went t o  Weimr ,  though f i r s t  

de tou r ing  by way of B e r l i n  and Dresden where he 

made t h e  acqua in tance  of o t h e r  young men with  

i d e a l s  similar t o  h i s  own: P e t e r  Corne l ius  and 

Alexander R f t t e r  among o the r s .  

I n  t h e  summer of 1858, Draeseke w a s  i n v i t e d  by 

LSszt t o  b r i n g  t h e  s co re  of "e Weimr ,  

wi th  t h e  p o s s i b i l i t y  of a product ion,  Though Draeseke 

had corresponded with  t h f s  mas te r ,  he had never  met 

him p e r s o n a l l y ,  A f t e r  t h e  i n i t i a l  meeting Draescke 

was t o  r e t u r n  many t imes ,  remaining r a t h e r  long 

pe r iods  as g u e s t  and consu l t i ng  L i s z t  on musical  

p r o j e c t s .  



Though L i s z t  had promised a performance of 

t h e  f i a s c o  wi th  P e t e r  Corne l ius f  

i n  December of 1858 put  a 

temporary end t o  L i sz t "  sove re ign ty  and 

Draeseke" f i r s t  opera had t o  be layed a s i d e ;  

i t  never  reached product ion a t  any t ime,  The 

se tback  d i d  no t  weaken Draesoke" b e l i e f  i n  

t h e  Weimar master  however, and L i s z t  r ec ip roca t ed  

wi th  va luab le  a i d ,  no t  l e a s t  among which was 

secu r ing  f o r  Dra.eseke a f i r s t  p u b l i c a t i o n  - f o r  

t h e  ba l l ad  Treue f o r  vo ice  and piano,  

I n  t h e  s u m e s  of' 1859, L i s z t  s e n t  Draeseke t o  
3 

v i s i t  W~tgner i n  Luzern. The two d i d  no t  immediately 

g e t  a l o n g ,  though t h e  f a c t  t h a t  Draeseke s tayed  

f o r  a f i v e  week per iod seems t o  i n d i c a t e  t h a t  t h e  
h 'X 

o r i g i n a l  s u b j e c t s  of i r r i t a t i o n  & " a w n  overcome. 

It i s  now h i s t o r y  t h a t  Dxaeseke was l i t e r a l l y  

peeking over Wagner" shoulder  as t h e  las t  pages 

f o r  Tristan ~JKJ I s o l d e  were w r i t t e n ,  Wagner himself  

u l t i m a t e l y  found words of p r a i s e  f o r  h i s  young 

v i s i t o r ,  I n  l a t e r  l i f e  Draeseke r e c a l l e d  t h e  v i s i t  

as one of t h e  most momentous occasions  i n  h i s  l i f e .  

I t  was du r ing  t h i s  s t a y  i n  Euzexn t h a t  Draeseke 

was accorded a Wagner i n t e r p  e t a t i o n  of BeethovenBs 6 
E r s i c a ;  accord ing  t o  Draeseke it w a s  one of t h e  

most profound exper iences  of h i s  c a r e e r  and one 



which altered his musical outlook, 

Between 2859 and 1863 Draeseke composed steadily, 

producing among other items, two symphonic poems, 

and Julius Caesar and two cantatas after 

Mbeist and Strachwitz respectively, entitled 

Germania. It was material from these two Germania 

cantatas which gave rise to the infamous Germania 

plarsch of 1861 - which produced a scandal at its 
first performance - and which led to Draeseke 
being nicknamed, Recke, 

In 186b Draeseke was 29 years old. Since commencing 

his studies in Leipzig he had lived either from 

money supplied by relatives or that which he had 

earned as music critic. Though his career had been 

filled with exciting events, it had not brought 

very much reward financially, The existence was 

unstable, often frustrating, Consequently he sought 

a secure position as teacher and, sensing Switzerland 

to be a good place to start, removed himself to 

that country" French-speaking part, 

For almost ten years Draeseke remained away from 

Germany, living alternately in Yverdon, Lausanne 

and Geneva, A position at the Lausanne conservatory 

was acquired in 1865 and this provided n modest 

income which allowed Draeseke to live comfortably 

and dedicate himself to his compositions: before 



he left Switzerland in I876 he had completed 

some of his most important works - the Piano 
Sonata a ~ minorr the - in P 

most of the , the choral works 

Die Schwur 9 RUtli and Adventlied, plus the - 
beginnings of the - in 2 minor and the 

setting of the Osterszene from Goethe" Faust, 

1872 marked the low point of the Swiss years: 

his father died and Draeseke had to care for 

a younger stepsister; plans for marriage with 

a young woman from Eausanne were destroyed by 

a violent argument between Draeseke and the 

girl" parents, over the events of the Franco- 
5 

Prussian war. 

By 1876 Draeseke had had enough of Switzer%and 

and began to seek positions in his native country. 

These were not so easy to find however, and it 

was only after four years of wandering from center 

to center that he finally found a suitable position 

at the Damen Akademie Bernard Rollfuss in Dresden. 

This was followed by an appointment to the Dresden 

conservatory in 1884, a position whieh he was to 

retain until the end of his life. 

By 1884 Draeseke had moved into middle-age, Some 

of his greatest maBterworks had been either completed 

or begun: the operas Gudrun and Herrat, sketches 



for the Christus tetralogy, the Violin Concerto 

in E minor, and the Sirst chamber music work - 
of importance, the First a.rtet in minor. 

Despite his continued productivity Draeseke did 

not achieve the attention which would have led 

to wide public acceptance. The succeeding years 

did not change this particular aspect of his life. 6 
A Pew people recognized his worth, Kermann Mretzschmar 

7 
and Hugs Riemann wrote about him with enthusiasm 

and wonder, Bans von Bfilow and Bans Richter 

occasionally played his orchestral music after 

the Second , but these things did not 
alter the situation. A new generation was arriving 

and that to which Draeseke belonged was on its way 

out, Others of his generation had passed him in 

public recognition: Bxahms, Bruch, Bruckner, 

Dvorak, and Tchaikovsky, The shadow in which he 

was to remain until the end of his life had been 

cast and Draeseke was never to escape it. 

The composer could not have realized these things 

in 1884 however. From his position of relative 

stability everything looked promising. Each of his 

new works was played, some with greater success 

than others to be sure, and many were even published, 

Under these circumstances Draeseke could find no 

reason to complain. Masterpiece after masterpiece 



came from his pen: 1886 saw the completion of 

, the Piano Concerto 

-- 
E minor; between 1888 and 1895 came the opera -- 
Bertran de Born - a work of tremendous depth 
and beauty - the Grand Mass & minor, the 

symphonic poems Lebcn ein Traum, and Pentheselea, 

two of his greatest chamber music works, the 

No. 2 in @ minor and the 2 flat - - 
t for Piano, Born and 

the singularly original pia.no Kanons of 

and - b2. To this period also belongs the Serenade 

orchestra, one of the finest works 
Y' 

Xn 1873 the $9 year old Draeseke Caused something 

of a scandal: he became engaged. When he married 

the 35 year old Frieda Neuhaus on May 16 ,  1874 

%here were even rumors of ! 

This marriage is purported to have been p~rticularly 

happy. In consideration of Braeseke@s momting sense 

of neglect professionally, the comfort sf domestic 

life must have acted as a perfect counterbalance, 

The period from 1895 to 1913 brought with it 

little alteration in Draeseke" life, True, his 

deafness had increased, his hair turned. white and 

he became heavier in appearance, but his work 



continued at its usual pace, In 2895 he began 

assembling his sketches for Christus, a 

in three oratorios and a cantata-like prelude. 

This was to be the crowning acheivement of his 

career; plans for it date back as early as the 

1860%, but tho greater part of it was written 

in the last years of the 19th century. The new 

century was opened by a series of chamber music 

works: the supreme , the 

second of two sonatas for viola and piano, and 

various smaller works. Two symphonic poems, 

Thuner 7 See and Traum ein Leben followed one another 

between 1903-1904 and from then on Draeseke 

devoted himself to his final opera, 

which he hoped would at last establish him in 

opera houses around the world. When Herlin was 

concluded in 1905, its composer turned to amcapella 

composition: the Grand Mass 

1909, and the extraordinary 

of the next year. EIis last extended composition 

was the Comica, his 

which shares the tonality of th 

which was compLeted during the summer before his 

death, 

Though the last years of Braeseke" life did 

not witness any upswing of interest in %he mastergs 



1.. r 
--.a%---&-\ 

music,  t h e  composer n e v e r t h e l e s s  managed t o  

r e a s s e r t  himself  i n  t h e  g u i s e  of t h e  Recke, 

when he lashed  out  a t  t h e  extravagances  of 

t h e  new music of Strauss"alome i n  h i s  now 
8 

famous a r t i c l e ,  & Musik. 

I t  i s  one of t h e  most f o r t h r i g h t  examples of 

pamphleteering which came from t h e  per iod  J u s t  

preceding t h e  P i r s t  World War, and though we 

would no t  ag ree  wi th  most of what Draeseke 

contends ,  i t  c e r t a i n l y  e x h i b i t s  q u a l i t i e s  of 

unders tanding which i t s  opponents lacked.  

Aside from making himself  vnpopular wi th  t h e  

avant-garde of t h e  t ime ,  Draeseke managed t o  

a c q u i r e  o t h e r  d i s t f  n c t i o n s  however: i n  1906 

a l s o  he was made Geheim and i n  1912 

was given a n  honorary d o c t o r a t e  by t h e  Un ive r s i t y  

of B e r l i n ,  wi th  t h e  c i t y  of Dresden adding  t o  

t h i s  a pension,  I t  w a s  i n  1912 t h a t  Draeseke 

experienced what was probably t h e  s i n g l e  g r e a t e s t  
$ 1  ,J :t, 

achievement of h i s  c a r e e r :  a $ performance 

of ,b& '8nl;lre C h r i s t u s  , with  f o r c e s  

under t h e  d i r e c t i o n  of t h e  young Bruno K i t t e l ,  

i n  B e r l i n  and then  i n  Dresden. 

I n  t h e  l a t t e r  p a r t  of J a n u a r y , l g l 3  Draeseke was 

taken  ill. He managed t o  s t r u g g l e  on f o r  a lmost  

a month. I n  t h e  e a r l y  hours  of February 26, wi th  



h i s  wife by h i s  s i d e ,  F e l i x  Draeseke drew his 

last  mortal  b rea th  and d ied .  A few days l a t e r  

he was cremated as he had wished, H i s  wi fe ,  F r l eda ,  

l i v e d  u n t i l  1936, supe rv i s ing  her l a t e  husbandqs 

e s t a t e  and doing a11 that was poss ib l e  t o  promote 

h i s  music. 



THE SYMPBONY I N  THE FIRST F OF 
TEE NINETEENTH CENTURY 

In the first half of the 19th century, the term 

denoted an orchestral work in four 

contrasting movements: an opening sonata-allegro 

which could be preoeded by a slow introduction; 

a lyrical slow movement usually in the form of 

a simple A-B-A pattern; a Minuet and Trio or, 

as it became known, a Scherzo; and a concluding 

movement which could be cast in any form, so long 

as it provided a properly conclusive tone, which 

at the time meant something vigorously propulsive. 

This was the general outline which the Viennese 

classicists Haydn and Mozart had devloped and it 

was the forrr~ which Ludwig van Beethoven brough~to 

perfection in his series of nine symphonies. 

For the early Romantics who accepted BeethovenVs 

achievement - and there were some who considered 
such masterpieces as the Eroica, the Pastorale 

and the Ninth perversions of the classical ideal - the 
development of the symphony as a form had ended. 

For them, equalling Beethoven was the highest goal, 

surpassing him, impossible. So powerful was Beethoven's 

position in the period 1830-1870 that even the most 

talented men shrank from this symphonic god like 

penitent apostles struck dumb with awe. Richard Wagner, 



after two youthful attempts, considered the 

symphony a dead form and flatly stated: Ich 

schreibe keine - mehr! 

Not all of Wagner's contemporaries were so 

recalcitrant however. Those who were willing 

to accept their inferior position retained the 

classical formula and, instilling grace and charm, 

created a prototype which is today associated 

with the flgentlemanu' school and whose main 

representative is Felix Mendelssohn-Bnrtholdy, 

The polished exterior of the 1Yendelssohn group 

was no foil to the dangers of academicism however, 

and eventually the lack of speculation led to 

nothing more than routine production. Much the 

same thing happened to the men around Schwnann 

but, before their period of decline set in, some 

had begun to realize thnt new principles of 

organization could be introduced within the 

symphonic aesthetic of With the Schumann- 

ianer an awakening sense of became a 

preoccupation in symphonic production. Schwaann 

himself pointed the way: in his 1851 version of his 

D minor -- ( originally composed 1840-41 ) 

where he attempted to Fuse the four movements 

of the classicaP symphony into one vast whole and then 

in his C: where the use of a motto theme in the 



f i r s t  movernentes i n t r o d u c t i o n ,  r e c u r s  through- 

out  t h e  work and a c t s  as a un i fy ing  element. 

Schumann however, d i d  no t  go f a r  enough: d e s p i t e  

t h e  i n t e n t i o n  of a one movement work, t h e  ,Q minor 

a l l  t o o  obviously breaks  down i n t o  t h e  

customary f o u r  movement des ign  and the  composit ion 

goes no f u r t h e r  a t  un i fy ing  t h e  d i v e r s e  s e c t i o n s  

t han  does Beethoven's C minor 

of t h e  horn c a l l  i n  t h e  2 

wise t o o  cau t ious  i n  a p p l i c a t i o n :  though i t  r e t u r n s  

over and ove r ,  it does  no t  develop:  though it 

l i n k s  p sycho log ica l ly ,  i t  does n o t  u n i t e  formal ly .  

The use of a r e c u r r i n g  motif  as a l i n k i n g  element 

had a l r e a d y  been used some q u a r t e r  of a cen tu ry  

prev ious  t o  Schumann, i n  t h e  

by Hector B e r l i o z ,  This  Frenchman's concept of 

t h e  i d e e  i s  one of t h e  few f orma% id.eas no t  

a n t i c i p a t e d  by Beethoven, The a p p l i c a t i o n  of i t  

was n e t  w i t h i n  t h e  con f ines  of c l a s s i c a l  symphonic 

form however. Taking h i s  cue from Beethovenqs 

Be r l i oz  reached t h e  conc lus ion  

t h a t  t h e  symphony of t h e  f u t u r e  would be programmatic 

i n  b a s i s  and t h a t ,  i n  o rde r  f o r  t h e  pub l i c  t o  

unders tand t h e  p o e t i c  i n t e n t i o n s  of t h e  composer, 

c e r t a i n  r e c u r r i n g  themes would be necessary  t o  



identify basic elements of a given program. 

It was but a short step from Berliozvdee 

fixe to Wagner's concept of the operatic 
P 

leitmotiv, with its purpose of both unity 

and development. As history has shown, it was 

Wagnerqs practice outside the realm of purely 

instrumental music which proved to have the 

greater consequences for symphonic form in 

the second half of the century. 

Between Berlioz and Wagner however, comes one 

other leader of the new musical tendencies: 
i 

Franz Liszt . With Berlioz , Liszt became 
outspoken defender of program music - but he 
recognized the limitations of idee f ixe, Out 

of the Berlioz idea came the Lisztian practice 

sf thematic metamorphosis, a technique which 

was perfected in a series of single movement 

symphonic poems. Jt was only after the last of 

these had been completed that Liszt applied his 

conception of motivic transformation to the 

symphony - with admirable phliosophic diligenoe - 
in his Fnust of 1855. 

But the program symphony, despite the more 

progressive elements which it fostered, destroyed 

the classical basis of the Beethoven model. For 

the adherents of program music, this was the only 



solution for escaping Beethoven" pre-eminence; 

for their opponents, the often lopsided musical 

form which resulted from following a definite 

program proved to be too much of s barrier. 

It was the conflict between the two aesthetic 

factions which led to speculative compromises 

in symphonies of the second half of the century. 

By then composers had become pragmatic enough 

to re~lize that the principle contributions of 

Berli~z, Liszt and Wagner could be wedded to the 

formal principles of Beethoveniun symphonic form 

so cherished by the conservatives. It was this 

struggle which was to bring symyhonism to new 

heights and which was to expand symphonic form 

beyond the limits of Beethoven. 



DRAESEKEW POSITION 
AS SYMPRQNZST 

For the public at large, the two giants of 

symphonism in the second half of the 19th 

century are Johannes Brahms and Anton Bruckner. 

Tradition has allowed no one to be placed on 

their level, but this mirrors nothing more than 

sheer convenience on the part of nlusicians and 

musicologists. True, Brahms and Bruckner 

represent antithetical forces in symphonic 

thinking and both are great masters, but these 

facts do not preclude the possibility that 

among their contemporaries, equally great 

symphonists are lacking. 

History has shown that the direction which Brahms 

maintained in his four symphonies, that of Romantic- 

classicism, led nowhere; It simply upheld a 

manner of symphonic thought present from Beethoven 

through Schumann, Bruckner on the other hand, 

because he was influenced by the techniques of 

Wagner and, to a lesser extent, Liszt, inadvertently 

enlarged symphonic form, and to a degree which 

fina,lly led to degeneration in the hands of his 

successors, It may be said that all the strivings 

of symphonic thinking in the latter half' of the 

last century found their culminating point in the 



symphonies of Anton Bruckner. 

It is not the author" attempt to place Braeseke 

between Brahms and Bruckner, to hope that the 

compromise position will in some way mollify 

the anxieties of tradition-bound pedagogs, Draeseke 

is not a combination of his two contemporaries: 

he possesses a fully recognizable individuality 

of his own; furthermore his music exhibits a 

degree of intellectual speculation which, according 

to any aesthetical standards, would place him 

among the greatest musical thinkers of his time. 

Unfortunately, Draeseke never influenced to the 

extent which Brahms and Bruckner did; he was an 

isolated figure for the most part, though his 

orchestral music points to Richard Strauss as 

much as the music of Brahms points to Reger, or 

the symphonies of Bruckner to those of MahSer, 

If anything, Draesekeqs progress as a symphonist 

is akin to Bruckner, though in actual sound they 

have little in common, Though Draeseke wrote only 

half the number of symphonies credited to Bruckner, 

each of Draesekegs attempts in some manner or form 

either anticipate some principle applied by Bruckner 

or execute some idea in common with a contemporary 

work sf the Austrian master. Zt is one of the most 

uncanny parallelisms in music history that DraesekeQs 



and Bruckner" ggeatest achievements in symphonic 

form - the and the - No, 

8 - in minor -- were completed in the same year, 

1886, Still more astounding is, that both works 

share principles of construction! ideas of polarity, 

cyclic design, both are and both 

combine all the leading motives of' preceding 

movements at the end, Neither composer could have 

known what the other was doing, yet both utilize 

similar means and achieve equally brilliant results. 

Draeseke and Bruckner have a number of things in 

common. Both are the products of the new music of 

Liszt and Wagner, both have their roots in this 

milieu; in their approach to symphony writing 

neither is willing to give up the general outlines 

of the Beethoven model; both attempt to instill 

something new into the design however, and this 

separates them from the direction represented by 

Brahms; both succeed in expanding symphonic dimensions 

and both seem to sum up the strivings of symphonists 

after Beethoven. There the similarities end, 

Draeseke a.nd Bruckner are separated by totally 

different , by different , 

Draeseke was a protestant of distinguished theological 

heritage, but he became agnostic toward the end of his 



life; Bruckner came from humble beginnings, 

retained a lifelong devotion to Roman Catholicism 

and allowed his religion to develop Into the 

mystical, omnipotent force which governed his 

thoughts and deeds, Draeseke was a cosmopolitan, 

widely travelled, well-read; Bruckner was rustic, 

travelled little and read about as much, On the 

musical level it may be said that Draesekees 

world sprang, as with so many of his contemporaries, 

from the piano, while Bruckneres conoeptions may 

be traced to the organ, Both were masters of 

orchestration and the reader should not be eager 

to infer that Draeseke simply orchestrated piano 

sketches. The Dresden master possessed an uncommon 

sense of voice-leading and if Draeseke surpasses 

Bruckner anywhere, it is as contrapuntist, It is 

this aspect of Draesekeqs art which makes it so 

difficult at first to penetrate to the composerws 

personality. 131s symphonies are so vastly complex 

in contrapuntal makeup that the sheer seriousness 

of the music sometimes forbids immediate acceptance. 

In Draeseke there are no moments of orchestral 

misons, there are no sledge-hammer poundings sf 

a basic theme; such examples sf primitive power are, 

for the most part, laeking, This does not mean that 

Braesekets symphonies are any less gripping than 



Brucknerqss, only that the reader, presented with 

an opportunity to hear a symphony by Braeseke, 

should not expect the Bruckner "sounds", 

Before proceeding to the analyses of Braesekees 

symphonies a few words concerning the compose~@s 

symphonic style are in order. 

FORM: Drneseke retains classical symphonic form 
P 

as the basis for his symphonism; as with the vast 

majority of his contemporaries Drneseke is indebted 

to Beethoven, but with the former there is a 

conscious attempt at amplification of the classical 

model; this is based on inner rather than 

the outer contrast or exhibited in the 

symphonies of the classically oriented works of say, 

the Brahms school, 



: The orchestra in Draesekeqs 

symphonies reaches its maximm in the 

where the forces equal those of Bruckner8s 

middle symphonies. The composer is particularly 

found of harmonizing instrumental groups in thirds, 

also of breaking up melodic lines and extending them 

by passing the phrases from instrument to instrument. 

Likewise there is something baroque in the manner 

with which Braeseke combines opposing instrumental 

groups, inasmuch as polarity of effect is the 

goal. Percussion is rare except for the tympani: 

a triangle in the Second cymbals in 

the , both plus bass drum in the 
Comica, Perhaps the most striking quality of 

Draesekeqs orchestration is its chameleon-like 

change: the marvel in this is the tremendous 

subtlety of shading without losing cumulative 

effect which the composer maintains. 

THEPIES THElvlATIC DEVELOPIqENT : One of Draeseke s 

outstanding idiosyncrasies is his construction of 

thematic material and the materialOs subsequent 

development. Practically all the major themes of 

Draesekees symphonies are characterized by innate 

harmonic volatility: chromatic elements at the end 

of phrases or foreign tones interjected in the 

repetition of a basic melodic sequence m k e  the 



themes subject to unexpected tonal changes. Often 

the composer will present various thematic segments 

before exposing them as a single theme in totality 

or he will split up phrases of spebi$iciChemes and 

develop then separately before combining or re-stating 

them; these are methods which for too long have 

been attributed solely to Sibelius and it is clear 

that, in the Draeseke" concept 

of thematic metamorphosis is astonishingly proleptic 

of the Finnish master's . Draeseke 
is also fond of inversion and retrograde alteration 

of his material, often using the one in combination 

with the other. In lyrical episodea Draeseke is very 

much influenced by the Wagnerian ideal of 

Melsdie, though no less resourceful than the Bayreuth 

master or the Viennese Bruckner. 

I ,I HARMONY: There are too many incidental characteristics \ 
{ 1 ; j 5  > ,  

in this aspect of Draeseke" style to be listed. The i 

foremost among them are 1.) a preference for harmonies 

of the sub-dominant; 2. ) chromatic alteration by way 

of inverted chords; 3.) use of free dissonances; 4.) 

frequent modulation into parallel tonalities; and 5 . )  

use of parallel chords of the 7th and 9th, 

COUNTERPOINT: Draesekees symphonic counterpoint is 

vocal in nature. The lines are woven in and out among 

the instruments of' the orchestra to achieve a continual 



flow of sound, Pedal points are used with restraint 

and discrimination. Canonic and fugal imitation are 

in constant play and figure among the devices most 

used by the composer, Inversions and retrogrades 

are frequently utilized in counterpoint with their 

original sources, The freedom of line is accountable 

for the often peculiar harmonic clashes listed under 

free dissonance in the section on harmony, 
P 

With these characterZstics in mind, we may now 

proceed to the analyses of Draeseke8s symphonies, 





SYMPHONY in C MAJOR (18~~-1856) 

( "Jugendsinf onien - Lost) 

The original first symphony of Braeseke was a 

product of his student years in Leipzig, The 

young composes had had thoughts concerning the 

composition of a symphony as early as 1852. 

Evid-ently not much was done in this direction 

until after his dismissal from the Lej.pzig 

Conservatory, as a private student of' Julius 
9 

Rietz, From correspondence between Theodor Draeseke 

and both his son and Rietz there is information 

available concerning the difficulties which arsse 

between teacher and apprentice while the symphony 

was in progress, That Draeseke was determined to 

follow his own instincts goes without saying; of' 

course Rietz considered it his duty to keep the 

young man as much within routine as possible, and 

there is little doubt that many an heated argument 

arose between the two before the symphony reached 

completion, From what can be ascertained, Rietz 

seems to have been generally satisfied with the 

work when it was finally finished, except that he 

complained of Uraeseke's overuse of brass and too 

many "noisyM places, 

It is unfortunate that none of the correspondence 

in which mention of the is made 



oan give us an idea sf the work's thematic 

material, We can be relatively certain tha,t 

some of the themes used in the symphony 

eventually found their way ink0 Enter, perhaps 

were shared by, contemporary compositions, 

especially if RoederBs contention that Draeseke 

burned the score after the first perl'ormance 

has any truth behLnd it, Draeseke was addicted 

to self-quotation and, from what can be 

ascertained regarding this habit, it seems 

to have been early induced. It i s  p s s x l b l e  t h a t  

& choral works 

(after Kleist and Straehwltz respectkvely), the 

symphonic poem Ju%%~as Caesar, and the inf'amosns 

Narsch of 1863 a11 share materia-1 with this lost 

C - of 1856, Whether such speculation 

has any truth about it we will never know, 

unless the score be found or the parts recovered, 

This I s  not orldy iaaport,.r.n'l; as 

Draeseke's f 11-st con~positlon in extended form; 

I h l s s  has the dls$inction (from a chronological 

point) 01' being the first of his works wor achieve 

a public performance. Mow this came about begins 

with a matter sf fa ther-prid-e , for the young 

Draeseke was not responsible for opening the 

negst8a"cions which bed "c the premj.ere, 

In a letter dated du2.y 31st s1855, Theoclos Draeseke 



wrote his son (then in Leipzig) about an audience 

1Q with Duke Ernst von Saxe-Coburg, Roeder gives the 

following important extract from the letter: 

",,, Als ich nun damit heraus kam, dass 
mein &%tester Sohn seit drei Jahren sicb 
der Musik gewidmet habe, war ex ganz 
erstaunt daraber, dass fch sehon so einen 
erwaehsenen Sohn hlftte, aber angenehm 
Uberrascht, besonders als er hBrte, 
welchem Zweige Bu Dich widmetest, Wir 
habe Jetzt mehrere talentvolle Junge 
Nusiker, sagte er, aber sfe wellen alle 
Klavierspieler werden. Ich bin selbst 
etwas vom Fach, aber weniger Componist 
als Kritiker, Und a%s ich es fBr meine 
Sohuldigkeit hielt, ihn darauf aufmerksarn 
zu machen, class Du vie1 von Wagner gelernt 
hattest, sagte e r :  Bas tut mir leid, aher 
davon wsllen wir Ihren Sohn schsn zurack- 
bringen, Wir nennen Wagner 'und selne 
Anhanger gew8hnlIch die musikalische 
BB,uberbande, denn sie compsnieren wider 
d-ie musika1ischen Gesetze und Ordxmngen 
nach dem Prinzip: Ein freies Leben fflhren 
wire Wagner ist als Componist Dernokrat 
und wirft alles aber den I-Iaufen, E r  hat 
in England ein ungeheures Fiasko gemacht, 
Aber wenn Ihr Sshn ekn tllehtiges Talent 
ist, w k r d  er sich schsn von ihm befreien, 
Ich lain -- bereit, seine 
auffahren lasse~~ Es versteh-i; sbch ,  
dass sile deln Brf.lfung:~;comi"ee Z U Y  BrWung 
eingesandt werden muss,,., Ot 

As soon as the orchestral score sf the - 
sinfonA was complete, Braeseke sent the manuscript 

to Coburg, as requested. Whatever anxiety the 

young composer may have had regarding the preliminary 

examination was dispelled a few weeks later by 

the report that the symphony had been accepted, 

A temporary date for the premiere was set for the 

Last month of 1855, during a festive evening sf 



music and thea , tes  c e l e b r a t i n g  t h e  b i r t h d a y  of 

t h e  Duchess of Saxe-Csburg, A s  t h e  t ime f o r  

t h i s  p r o j e c t e d  performance approached,  Draeseke 

was informed t h a t  t h e  work would have t o  be 

La yed asid-e , The disappointment  could n o t  have 

been as g r e a t  as Noeder would have u s  b e l i e v e ,  

s i n c e  Draeseke u t i l i z e d  th.e per iod  sf  postpeneoient 

f o r  .making r e v i s i o n s  i n  %he s c o r e ,  s o  t h a t  it 

was e a r l y  i n  1856 t h a t  t h e  syrnphony reached a 

s a t i s f a c t o r y  f i n a l  f o ~ m ,  A f t e r  t h i s  t h e  s t o r y  

concerning t h e  Coburg n e g o t i a t i o n s  becomes a b i t  

t ang l ed .  Po%Lowing t h e  f i n a l  r e v i s i o n s  of h i s  s c o r e ,  

Draeseke s e n t  t h e  symphony t o  Franz L i s z t ,  L i s z t ,  
l a  

w r i t i n g  t o  P r i n c e s s  Sayn-Wittgenstein i n  a l e t t e r  

da t ed  Holy Sa tu rday ,  1856, mentions t h a t  t h e  symphony 

had been denied a performance i n  Weimas, This  

setba,ck d i d  n o t  d e t e r  Draeseke,  s l n c e  t h e  s c o r e  and 

c o r r e c t e d  p a r t s  were t hen  r e tu rned  t o  t h e  music 

d i r e c t o r  i n  Coburg, Again performance d a t e s  were 

pushed forward and ,  a f t e r  much hagg l ing ,  t h e  

i n  C - - was f i n a l l y  premiered on November l l t h ,  

1856 - a f u l l  yea r  a f t e r  t h e  o r i g i n a l  promise - i n  

t h e  composer% ]]?orme town, Coburg. 

Due t o  t h i s  premiere we now possess  a t  l e a s t  a 

minimum of d a t a  r ega rd ing  the symphony" c o n t e n t s ,  



The most p e r t i n e n t  f a c t s  about t h e  

a r e  contained i n  a review w r i t t e n  by DraesekeBs  

Le ipz ig  benefac tor  a t  t h e  t ime ,  Franz Brendel.  

The a r t i c l e  appeared i n  t h e  

of November 18, 1856, This  a r t i c l e  i s  r e p r i n t e d  
12 

i n  Roeder's biography of Dra,eseke and 1% i s  here  

g iven  once aga in  because of t h e  d i f f i c u l t i e s  i n  

ob ta in ing  both t h e  o r i g i n a l  and secondary sources :  

'"on grossem I n t e r e s s e  w a r  d i e  Auffahrung 
e i n e r  g rossen  S in fon ie  von F e l i x  Draeseke,  
d i e  a m  11, November i n  einem Theaterabend 
s t a t t f a n d .  F e l i x  Draeseke %st den Lesesn 
d i e s e r  Z e i t s c h r i f t  a ls  Ver fa s se r  e i n e r  
Anzahl g r b s s e r e r  AufsBtze, a l s  Componist 
wahrscheinl ieh s o  wenig, a l s  uns vor  dem 
MBren d e r  S in fon ie ,  I n  r e g e r  Teilnahrne 
e rwar t e t en  w i r  d i e  VorfUhrung d e s  Werkes, 
da  F e l i x  Draeseke m i t  sobchem z u e r s t  vor  
d i e  Oef'f e n t l l c h k e i t  t ra t ,  Unsere Spamung 
wurde von den Musikf reunden , sowie einem 
grossen  T e i l  d e s  Publikums g e t e i l t  und 
desha lb  war d e r  Besuch d e s  Thea te rs  a n  
jenern Abend s e h r  z a h l r e i c h ,  Der E r f o l g  
en t sp raeh  den Erwartungen, d i e  w i r  e i nen  
s o  begabten Musiker, a ls  F e l i x  Draeseke 
$s t ,  zu s t e l l e n  m d  b e r e c h t i g t  glauben,  
Unser a n  e r n s t e  Musik gewbhntes Publikum 
sehenkte  dem Vor t rag  v i e 1  Aufmerksamkeit 
und spendete zumaE dem e r s t e n  und d r i t t e n  
S a t z  regen B e i f a l l ,  Die S in fon ie  i s t  
g r b s s t e n t e i l s  i n  a l t e r  Form geschr ieben ,  
n i e h t  Brogrammusik, t ro tzdem a b e r  durchaus 
n i c h t  nach d e r  Sehablone geasbsZte t ,  So 
%st  z,B,  d i e  S t e l l e  d e s  Scherzos dureh 
e inen  Piarsch v e r t r e t e n .  Ber Csmponist 
h a t  s i c h  bemUht, sowohl formeble ,  a l s  
musfkal ische und g e i s t i g e  E i n h e i t  zu 
e r z i e l e n ,  und w i r  a eh t en  d i e s e s  S t reben  
a l s  v o l l k o m e n  gelungen,  Besonders anerkennens- 
wert  1st d i e  k r a f t i g e ,  f r i s c h e  Ausdrucksweise, 
d i e  durch aE1e SBtze h indurchz ieh t  und dem 
hero ischen  Cllarakter d e r  Composition 
e n t s p r i c h t ,  F e l i x  Draeseke h a t  a l l e  neuen 
M f t t e l  der In s t rumen ta t ion  angewendet und 



meis t  m i t  glficklichem E r f o l g ,  An e i n i g e n  
S t e l l e n  h g t t e n  w i r  Sparsamkeit  i n  d e r  
Verwendung d e s  Bleches s e h r  passend gefunden,  
ware e s  auch n u r ,  damit so l ches  z u r  
Brziehlung d e s  E f f e k t s  anderwei t  vexwendbar 
gewesen wgre, Abgesehen von d e r  h i e  und d a  
hervorstechenden Versehwendung i s t  d i e  
d u r c h g h g i g  vo l l ende te  In s t rumen ta t ion  
e i n e s  a u f r i e h t i g e n  Lobes wer t ,  Aus d e r  
s t a r k e n  Verwendung d e s  Bleches s t e l l t  
s%ch  b e i  d e r  fluffahrung d i e  Motwendigkeit 
g r o s s e r  Massen von S t re ichfns t rumenten  
dr ingend heraus ,  Die S i c h e r h e i t  d e r  Wahl 
d e r  M i t t e l  i s t  vorzUglieh,  und d i e  Schreib-  
weise i n  den e inze lnen  Ins t rumentan zeugt  
von genauer Menntnis i h r e s  Wesens, Noble 
und saubere  A r b e i t ,  r i c h t i g e r  Tak% ffir 
c h a r a k t e r f s t f s c h e  Klangfarben,  gelungene 
Anwendung desse lben  bekunden, d a s s  d e r  
Compsnist s i s h  grfindlichen und umfassenden 
Studfen hdngegeben h a t ,  Der e r s t e  S a t z ,  i n  
wUrdLger, r u h i g e r  Weise g e h a l t e n ,  ze i chne t  
s i e h  durch themat isehe Arbef t  besonders aus .  
B a s  anspreehende Motiv i s t  re izend  durch- 
g e f u h r t  und dem HBrer durch d i e  Stimmfahrung 
hindurch i m e r  i n  v o l l s t e r  K l a r h e i t  g e z e i g t ,  
Ganz o r i g i n e l l  und harmoniseh l n t e r e s s a n t  
is t  d e r  darauf fo lgende  Marsch m i t  s e inen  
%wei T r i o s ,  A l s  Ruhepunkt i nmi t t en  d e s  
ger8uschvol len Treibens  t r i t t  das Adagio 
e i n ,  D a s  l i e b l l c h e  Thema des se lben  hB,tte 
d e r  Compsnist rnehr ausbeuten und dem Wbrer 
E8nger bewahren s o l l e n .  Eine Nenge Modulationen 
und n i c h t  i m e r  g e r e c h t f e r t i g t e  Uebergange 
s t b r e n  d i e  Ruhe, d i e  i r n  Adagio g e f o r d e r t  
werden kann und l a s s e n  den H8rer n i c h t  eu 
vollem Genuss komen,  Der Abwechselung i s t  
h i e r  z u v i e l ,  d i e  Aufeinanderfs lge  d e r  Tonarten 
zu r a s c h ,  d-ie Per i sden  werden zu kurz und 
dadureh l e k d e t  d i e  Arch i t ech ton ik  d e s  S a t z e s ,  
C r s s s a r t i g  is$ d e r  Sch lus sa t z  a n g e l e g t ,  a b e r  
etwas b r e i t  du rchge fah r t ,  Der Compsnist mag 
b e a b s i c h t i g t  haben, d i e  Gedanken, d i e  i hn  
i n s p f r i e r t e n ,  v o l l s t 8 n d i g  wiederzugeben, Wir 
vermissen a b e r  d i e  nstwendige MBrze, i n  d e r  
d i e s  geschehen mcsste ,  und kbnnen nament l ich 
d i e  d r e i  aufeinanderfolgenden Schluss te igerungen  
n i c h t  g e r e c h t f e s t i g t  f lnden .  Es E s t  s e h r  
n a t a r l i e h ,  d a s s  e ine  S te igerung  d i e  andere  
deck% und d i e  immer g r8s se re  Anwendung d e r  
Massen, d i e  Ste igesung d e s  g zum E, sowie 
d i e  Beschleunigung d e s  Tempos k8nnen n i c h t  



genfigen, den Pehler zu verbessern, Sehen 
wSr von dem Zuviel des Schlussatzes ab und 
von den Bedenken, welche wir in Betreff des 
Adagio aussprachen, so bleibt uns iulmerhin 
das Resultat, dnss wir ein der Beachtung 
sehr wertes Werk eines vielversprechenden 
Componisten vor uns haben, Dies Besul%at 
ist m so erfreulicher, als wir von Felix 
Draeseke nicht wenig erwarten ~ w d  das,  was 
wir bier far Mangel halten, urn so rficksichts- 
loser aussprechen mussten, als Felix Draeseke 
unserer Richtung angehart .,, Die Leistungen 
der Cape%%e unter der vortrefflichen und 
festen Leitung von I-Iofcapel%meister Lampert 
waren vsrzUglich, was umsomehr Dank verdient, 
als zu dem schwer ausffihrbaren Werk nur zwei 
Broben gehalten werden konnten. Die Ausdauer 
des Bleches was bei den gestellten Forderungen 
fabelhaft! Das ganze wu.rde in schbner Abrundung 
und mit v ie% Eifer d~rchgeft!brt,~' 

There are a number of points in this review worth 

closer consideration. From the csiticBs reference 

to u n s e r ~  we may assume that the Wagner- 

Liszt camp was meant, We should also recall that 

Urendel, a teacher at the Leipzig Conservatory, ho.d 

been favorably impressed by Uraeseke prior to the 

latter's dismissal and had recognized in him an 

interest sympathetic to his own, IIence It is not 

difficult to understand the general tone of praise 

with which Brendel greeted Draeseke" symphony. 

Regarding the work Itself the critj-c has listed 

certain characteristics which are surprisingly 

proleptic sf DraesekeBs mature symphonic style, 

At the beginning of the article 13rendel malces 

reference t o  the symphony being written 

in alter Porm - which this writer interprets as - 



meaning an  o r c h e s t r a l  work i n  f o u r  c o n t r a s t i n g  

s e c t i o n s ,  To judge from B r e n d e l O s  jux tapos i t i on  

of t e rms ,  t h e  new form wou&d be t h e  symphonic 

poem. H i s  q u a l i f i c a t i o n s  regard ing  Draeseke's  

p lanning w i t h i n  t h e  normal symphonic des ign  s f  

t h e  time however, p o i n t  t o  a b a s i c  concern of 

all progres s ive  symphony w r i t e r s  i n  t h e  second 

h a l f  of t h e  1 9 t h  cen tury :  d i v e r s i t y  w i th in  u n i t y ,  

What Brendel was r e f e r r i n g  t o  when he wro te ,  der 

h a t  s i c h  bemUht, sowohl f o r m e l l e ,  & -- 
musikal ische E i n h e i t  - zu e r z i e l e n ,  

i s  d i f f i c u l t  t o  determine,  I t  is p o s s i b l e  t h a t  

i n  t h i s  Braeseke formulated t h e  

groundwork f o r  h i s  g r e a t  

of t h i r t y  y e a r s  later. The basic i dea  of t h e  

P i n a l e  ( i f  t h e  c r i t i c a l  passage i s  here  i n t e r p r e t e d  

c o r r e c t l y )  can be found i n  t h e  P i n a l e  of t h i s  

C - sf 1856: a, l a r g e - s c a l e  moveltlent 

i n  which t h e  m a t e r i a l  s f  t h e  e n t i r e  symphony 

i s  seumed up ,  though J . t  ids doub t fu l  t h a f l r a e s e k e  

a t  t h e  age of 21  was capable  of p lanning o r  

execut ing a s t r u c t u r e  as v a s t  and i n t r j - c a t e  as 

t h a t  i n  t h e  The c r i t i c  f u r t h e r  underscores  

t h i s  f a c e t  of t h e  E'hnale when 

he w r i t e s ,  

d i e  Gedanken, d i e  ihn 
v -- 



That Draeseke furnished his 

Finale with material from the preceding 

movements seems to be the inference here. 

To what extent this was carried out we cannot 

be sure, though the reviewer goes on t o  mention 

there was a lack of brevity %n the attempted 

recapitulation, This re-usage o:r previous 

ma,teriaL invites further comp~2,rison with the 

Finale of the though it Is highly 

doubtful that the passage in which It occurred 

involved the coaatrapun'tal. col~plexi t y  sf the 

later work-, What Uraeseke most Likely brought forth 

was a parade of themes aZa the introduction I n  

the Final-e of Deethoven" - D -- aminor . (Theye 
is one detail of the % Flnale which 

remains enticing, andl t h ~ t  L s  Brendel" sdescs?iptjon 

of the three huge c~escencl~ (F-PFF). These crescendi 

could correspond ,to those (B-PFF) - -  with which t h e  

Finale splits asunder, though it is 

ohvjous that i n  the these crescendi 

form part of the coda, whereas in the 

they Leacl to the return of the flrst movement's 

introduction, in EL new form to be sure), 

We have no reason to believe that the other sections 

of t h e  were interrelated, Brendel 

mentions nothing that hints st mo'tto themes or 

thematic metamorphosis among the movements, 



According to the review Draeseke substituted 

a March with two trios for 'the anore nou'rnal 

Scherzo, This is no genial inspiration, but 

it emphasizes Brenclel's remark that the symphony 

was n o t  nach der Schahlone - -- 
symphonies preceding DraesekeGs C 

contain extended march movements, Those that 

do arc prlrnarily programatie: all of Berlioz8s 

symphonies, Spohr8s -- Weihe - d e r  - T h e  (No, 4, F major)  

and Irdisches -- und - CBttliches - i r n  Iv~enschenleben 

(No, 7 C ma j o y ) ,  Beethoven's Eroica would be 

an exception. Qf' these the marches in the Deethoven 

and in two of B e r l i o z e s  ( Funebre e-l; 

symphony Borneo - e t  ~uliettc?) are  funeral 

marches - certainly not subst~.l;rx.l;es for the scherzo, 
Furthermore Draeseke's murel~ seeans ,Go have come In 

second place, a position usually reserved for 

the slow movement, but after Beethoven% 2 minor 

this ceased to be an event. During the 

1830's and 18hk0" Gaddo, Ka%liwoda, MendeSssahlz, 

Schumaam and Spohr (among others) made such 

interchange, Works possessing scherzi with two 

differenttrios are somewhat rarer, though Schuma,rsn 

(No, 2, C major) and Gade (No, b ,  U flat major) 

could have served as examples for Draesekep in 

the two trios of his march. 



Ibn h i s  r e f e r ence  t o  cons ide rab l e  modulati.on I n  

the  slow movement of t h e  Brendebb 

poi-nts  t o  ano the r  s t y l i s t i c  idiosyncrasy of t h e  

mature Uraeseke, The a c t  of modu1aQEon is bu t  

a p a r t  of t o n a l  technique, hub wibh 13r~esek.e t h e  

f l u i d i t y  sf t h e  harmonic scheme i s  di-etabed by 

s o ~ i e t h l n g  more s u b t l e  t han  a w i l l e d  a l t e r a , t i o n  

of e s  tabll-shed t o n a l  c e n t e ~ s ,  Itrsrn acquaintance 

wi th  a good number of t h e  master" works, t h i s  

a u t h o r  f e e l s  competent t o  s t a t e  t h a t  t h c  composer 

d e s i g n s  h i s  m a t e r i a l  i n  such a manner t h a t  1% 

posses se s  a n  i n n a t e  harmonic v o l a t i l i t y ;  the themes 

seem e v e r  poised t o  move out  of' t h e  t o n a l i t y  in 

which they a r e  born and this tqllows Dsbaeseke a n  

enormous spectrum sf c o n t r a s t  4n developing h i s  

m a t e r i a l ,  p a r t l e u l a r l y  I n  r e l a t i o n  t o  t h e  harmonic 

scheme, N a t u r a l . 1 ~  t h e  conCrayunt:%l element - "ce 

a c t i o n  s f  t h e  Inner  vo l ee s  - i s  - inev i t sb ly  bouncl 

t o  the procedure ,  b u k t h e  modu%ntory sequences 

remain a n  outgrowth s f  the c h a r a c t e r  sf t h e  themes 

themselves ,  I n  t h e  ease  of t h e  slow movement of 

1;hc we can only  suppose t h a t  t h e  

eolnposer, perhaps i n  a Less polishes2 manner, formed 

h i s  mater j -a l  i n  a sirnibax mgnnexa and t h a t  t h e  r e s u l t s  

were p r o l e p t i c ,  Lf no t  as s u c c e s s f u l ,  One wonders 

whether t h e  a t h c r  movements of t h e  

contained a n  e q u a l l y  perp lex ing  number of modul.atory 



passages  o r  whether t h e  c r i t i c  was ab le  t o  n o t i c e  

such phenomena only  i n  t h e  movement where t h e  

motion of t h e  music was s lowes t ,  

According t o  t h e  rev iew,  Uraeseke I s  purported. t o  

have r equ i r ed  all t h e  r e sou rces  of the  modern 

o r c h e s t r a ,  If we exclude t h e  p o s s i b i l i t y  t h a t  

percuss ion  may have been added in t h e  march move- 

ment, w e  can c a l c u l a t e  t h e  f o r c e s  as roughly 

approximating t hose  u t i l i z e d  i n  a Schulnann symphony, 

From Bsendel 's  a p p r a i s a l  we can be c e r t a i n  t h a t  

Draeseke a t  age  2 1  had a l r e a d y  mastered t h e  art of 

o ~ c h e s t r a t i o n ,  even i f  - and both Brendel  and R i c t z  

concur on the  p a i n t  - t h e  young composer r e l i e d  t o o  

h e a v i l y  on t h e  b r a s s ,  

The nf'onie 9 g ' begins  F e l i x  Draeseke's  

c a r e e r  as symphonist,  I t  t h e r e f o r e  occupies  a 

p o s i t i o n  i n the  coanposer' s clevelopment equa l  t o  

t h e  f ~ a g m e n t a r y  2 milaor- and (; - i e s  

of Robert Schumann and. t h e  mino2 and 2 minor 

of Anton Uruckner, The youthful 

e f f o r t s  of Schumann and Bruckner have been preserved 

f o r  posCerj.ty however, :3nd inbe re s t ed  s c h o l a r s  do 

n o t  have t o  r e l y  on secondary sources  of informat ion 

on which t o  base t he i r .  r e s e a r c h ,  In t h e  ccise of 

Draeseket  8 onic  only  secondary informat ion  



has been a v a i l a b l e .  Fa r  this, cons ide r ing  t h e  

composes9s p re sen t  s t a t e  of n e g l e c t ,  we must 

be thankf ub . 
From t h e  d e t a i l s  containeci. i n  Franz B r e n d e l o s  

review of the  Jugends in fon ie ' s  s o l e  performance 

it has  been specu la t ed  t h a t  Draeseke a t  t h e  age 

of 21 posed problems sf sysnphonic form which would 

p l a c e  hfrri on a l e v e l  above mast of h i s  coua"eempora,ries 

and c e r t a i n l y  well. Sn advance o r  any w i t h i n  h i s  

age  group. The s u b s t i t u t i o n  s f  a march with two 

t r i o s  f o r  t h e  more normal Ueherzo-Trio form may 

have been @he d e c i s i o n  of a precoc ious  youthh, 

but  t h e  p o s s i b i l i t y  of extended themat ic  r e c a l l  

i n  t h e  P i n a l e  p o i n t  t o  developments 

of a l a . t e r  d a t e ,  The hypothes i s  has  aZso been 

presen ted  t h a t  t h e  endsinf 'onie conta ined c e r t a i n  

s t y l i s t i c  f e a t u r e s  oJ' Draeselceff s mature s t y l e ,  

Co~ lc lu s ions  regard ing  any of t h e s e  specula"conuas 

must remain tenuous ,  and i t  1s hoped t h a t  i n  t h e  

n e a r  f u t u r e  t h e  s co re  t o  Draeseke9s  - i n  

c - w i l l  be recovered,  



SY$IPI%ONY No, 1 i n  G PIASOR ( 1868-1872) 

'The composit ion of Uraeseke 's  F i r s t  

i n  5 - w a s  begun i n  lvaunich i n  1868, w i th  

ske t ches  f o r  t h e  workBs g r e a t  Adagio, A good 

d e a l  of t h e  composition of t h e  o t h e r  movements 

was c a r r i e d  ou t  d u r i n g  t r a v e l s  i n  I t a l y  t h e  

fo l lowing  yea r ,  The o r c h e s t r a t i o n  seems t o  

have occupied Dra,eseke w a l l  i n t o  1872, w i th  

most s f  i t  being done i n  Lausanne, The f i n a l  

touches  were p u t  .to t h e  s c o r e  i n  t h e  summer of 

1872, dur ing  t h e  csmposer9s  vaca t ion  per iod  i n  

Dresden, Both t h e  f u l l  s c o r e  and a, v e r s i o n  f o r  

pinno four-hands werc publ ished t h r e e  y e a r s  

l a t e r ,  i n  1875, by C,P. Kahnt i n  Le jpz ig ,  

I n  h i s  (;- Braeseke r e v e a l s  himself  

t o  be working wi th  a formal pro to type  very  much 

a k i n  t o  tho t of ~lobcr"cchurnannQs - i n  

C - (NQ, 2 ) ,  bu t  w i th  cons iderub le  forma,l 

l i b e r t i e s  which show Draeseke consc ious ly  

a t t emp t ing  t o  avo id  r o u t i n e ,  Th is  i s  im-aediately 

appa ren t  i n  t h e  Lnt roduc t i sn  t o  %he f i r s t  movemsnt 

of t h e  (; where the  composer p r e s e n t s  

a complex s f  themat ic  e lements ,  later e x t r a c t e d  

and used Ind iv idua%ly  as m a t e r i a l  f o r  the o t h e r  

movements. %'here i s  no motto theme t o  be found. i n  



t h l  s i n t r o d e ~ e " e ~ s n  as t h e r e  is i n  t h e  i n t r o d u c t i o n  

to t h e  f j  rst ~uovelnent of t h e  stforesnentl oned 

Schuxeann symphony, b u t  t h e r e  i-s a e h a ~ . ~ a c t e r i . s t i c  

i n t e r v a l .  - that or  ̂ t h e  bl.th - -which seem:; t o  faCher. 

much of t h c  syulphony's themat ic  m a t e r f a l  and whfch 

i s  ~ l t l l j z e d  as EI l i n k i n g  clement  among t h e  

movements, This devi  ce  poj.n"e shhed t o  t h e  

Tos. i n  "ehJ s l a t e r  work Urueselce a3 s o  

base:; t h e  fo rmal  concept1 on our c h u r u c t e r ' ~ s " c ~ c  

i n t e r v a l s  - t h e  oc tnve  kind %he )/,the Ln h i s  F i r s t  

hony Dsaesekc i s  concerned wi t h  a l t e r a t i o n s  - 
w i t h i n  c l a s s i c a l  p r o c e d u r e ,  hut noL t o  a n  e x t e n t  

t h n i ;  t h e  cla: ;s ical  form of  t l le sy~aphony 1s d e s t r o y e d ,  

Though he nlakes use  of t h e  c h a r a c t e r i s t i c  i n k e r v a l  

t o  give a semblance of u n i t y  among t h e  movements 

and though some of t h e  theuia t ie  mnterinl .  f o r  0 t h ~ ~  

movements of t h e  symphony is t o  he found i n  the  

i m t ~ o d u c t j  on t o  t h e  f-i-~'rc:t movement he doc:; n o t  

attempt t o t a l  in"cegra"L-on, Themai;ie mebarnorphosi s 

i s a b s e n t ,  thematic,  surmuary S 1-kewi s e e  'L'he c l a s s i  c a l  

concep t  of d i v e r s  1 t , y  rsrn~l j ns t h e  colaposer% goal- 

b u t  w i t h  T O ~ M E L S .  modlf1cai;j ons wllich p l a c e  the  C; 

g o u t s i d e  t h e  norm of the  t i m e ,  The 

p e c u l i a r t t i e s  of' t h e  -- F i r s t  2 a r J s c  from 

Uraeseke" almost playful a b b l t u d e  regar t l ing  t h e  

a c t u a l  s t r u c t u r e  of t h e  movements, Hence t h e  sonata-  

a l l e g r o  of t h e  f i r s t  movement and the  F i n a l e  have 



recapitulations which almost equal the length 

of their exposition and development sections 
13 

together, This idea is present in the less complex 

Scherzo as well, since the composer does not 

provide the normal Trio section; instead he 

gives a repeator his opening secbion, but 

of double length and further developed, so that 

the movement 8s properly balanced, In the Adagio 

Draeseke reverts to the procedure of the outer 

movements, namely an extended recapi-i;wLation 

which covers almost as much material as its 

exposition and development, I Y ~  the Rdagi B however, 

the almost i~~provisat ary charac ter of the movement 

makes the procedure somewhat diffuse for the 

listener; I t  is only upon examination of the 

score that one would uncover t2hj.s pklenomenon. 

_ '  
first movement of the - G opens 

with the previously mentioned intr*oduetion, 

C or1 - with a on the basic 

tone - G ,  The openlng melodic turn is drawn from 

a 6/4 of the G major triadc, thus establishing 

the tonality of the entire symphony and exposing 

the important interval of the 14th i m e d l a t e l y ,  

This G major is then weakened when the @ of the 

lower strings pull the music toward A minor in the 

thj rd measure. T'he cha,racteristic trip1e.t motion 

of the woodwinds is baslc  to the Introduction: 



A s  t h e  woodwinds fade from t h e  scene t h e  s t ~ i n g s  

e n t e r  w i t h  t r n n s i - t i o n a l  m e t e r i a l ;  t h e  s o l o  oboe 

b r i n g s  back t h e  t r i p l e t  motion and t h i s  i s  exchanged 

among o t h e r  ins"crmments as 'the music moves i n t o  

t h e  p a r a l l e l  minor of G major ( E  minor) .  Against  

plucked s t r i n g  chords t h e  e lnr i .ne t  weaves t h i s  

important  melody: 

Ex ,  2 

a n  u n f o r g e t t a b l e  touch of l y r i c a l  pathos  which 

w i l l  p l a y  an  important  r o l e  I n  t h e  symphony@s 

Adagio, G major r e t u r n s ,  bw-t i s  t roub led  by 

t h e  i n t r u s i o n  sf f o r e i g n  chromatic t o n e s ,  The 

chara .c te r j . s t i c  f o u r  1 6 t h  no te  t u r n  of t h e  c l a r i n e t  

melody i s  t h e n  extended and passed through t h e  

o r c h e s t r a .  At t h e  marking 5 t h e  

f ollowlng chromatic u t t e r a n c e  of t h e  f i r s t  v i o l i n s  

d r i v e s  t o  t h e  h e a r t  of t h e  l i s t e n e r :  

Ex. 3 



Elements of %his melody are later taken up 

and in the lyrical feminine subject 

of the first movement's sonata-allegro, The 

tonality takes a momentary turn toward C# 

major, then passes on to D// where Ex, 3 is 

repeated in the Lower octave. Prom the woodw&nd 

triplets heard at %he beginning of the introduction 

a new thematic entity arises: 

Ex, 4 

This little tune will become important in the 

following section of the first movement, where 

it is often combined with Ex, 3. At this point 

in the introductj.on however Ex, 4 is used to 

impart the rhythmic pulsation demanded by the 

indication. The ensuing rallentauG 

results in a passionate outburst of Ex, 3 in 

the first and second violins and then the music 

proceeds back t o  E minor, ultimately settling 

l a ?  A minor, Ex. 11, takes on fanfare charucteristics 

while t h e  horns make 4, broad gesture of reference 

to the horn-signal sf Schumannes 

Qver a steady crescendo on t h e  pedal note D of 

the tympani roll, G major is once again touched, 



Ex, 3. abe.l;urns i n  the  woodwbnds and v i o l i n s  

a g a i n s t  marcato proclamat ions  of t rumpets  and 

ho rns ,  We a r e  suddenly aware t h a t  t h e  con tour  

of t h e  m a t e r i a l  i n  t h e  b r a s s  (G-B-B-c#) correspond 

t o  t h e  openlng tones  of the Int rod-uct ion,  Within 

a f e w  moments one w e l l  recognize  t h a t  t he se  t ones  

a l s o  form t h e  f i r s t  p a r t  of t h e  main theme of 

t h e  fo l lowing  sonata-a l l -egro,  E minor r e t u r n s  

~ s m e n t a r i l y  fol lowed by G major,  The s o l o  oboe, 

wi th  a cadenza- l ike  passage ending in t h e  somewhat 

d i s t u r b i n g  upward s t r i d e  from C t o  the  l e a d i n g  

tone  P#, b r ings  the  i n t r o d u c t i o n  t o  a c l o s e ,  

The u n c e r t a i n t y  sf t h e  oboe's melodic t u r n  i s  

emphasized by t h e  questioning chords  sf %he 

s t r i n g s  i n  t h e  last measure of' t h e  i n t r o d u c t i o n ,  

The main s e c t i o n  of the f i r s t  movement beg ins  

w i th  a sudden j o l t  throughout t h e  o r c h e s t r a ,  

Over t h e  ba r  w e  s ee  t h e  downward t h r u s t  G-D; 

as t h e  s t r i n g s  con t inue  t h e  commencing a c t i o n  

w e  r ecognize  t h e  B-G# of t h e  motive noted above,  

i n  a n  over-the-bar a c c e n t ,  Ex, j i s  t h e  f u l l  kheme: 

Ex, 5 



The n a t u r a l  t u r n  toward A minor i s  a r r e s t e d  

by t h e  re -es tab l i shment  of G major ,  The v i o l a s  

hold t o  a repea ted  8 t h  no t e  p a t t e r n  on the  dominant 

tone B whi le  t h e  f i r s t  v i o l i n s  b r ing  i n  t h e  f i r s t  

s u b s i d i a r y  theme: 

E X ,  6 

The 4 + 2 pu lse  i n  t h e  8 t h  no t e  sequence emphasizes 

t h e  las t  bea t  of each measure and t h i s  assumes 

importance i n  t h e  f u r t h e r  development of t h e  

m a t e r i a l ,  A f t e r  a repetition of Ux, 5 t h e  music 

comes "I; o, ~ ~ i o r n e n t a ~ y  r e s t .  The fJ-utes  g ive  ou t  

somethlrzg which sourlds l i k e  new m a t e r i n l ,  bu t  i t  

i s  gx, 3 from t h e  introduction being used as 

t r ~ n s i " r ; o n a l  inater j -a le  U major s e t s  sin as t h e  

eeZ l j  dec ide  t o  gj ve gx, 3 a n o t h e r  chance. T h e  

r e s u l t  i s  t h i s  l o v e l y  thought :  

Ex, 7 

Th i s  example F s  n o t  y e t  t h e  feminine s u b j e c t ,  

What fo l lows  i t s  p r e s e n t a t i o n  i s  bu t  t r a n s i t i o n  

t h e r e t o .  I t  i s  i n  this t r a n s i t i o n  however t h a t  



Draeseke indulges i n  one of h i s  f a v o r i t e  devicest  

p a r t s  of the  feminine subjec t  are introduced and 

developed before the  subjec t  i t s e l f  has been 

given formal presenta t ion ,  What w i l l  be the  t h i r d  

measure of the  theme is used i n  oanonic imi ta t ion  

two measures a f t e r  t h e  i n i t i a l  expos i t ion  

though wedded t o  the  propulsive rhythm 

t h i s  i s  c a r r i e d  on up t o  P e t t e s  C where the  f l u t e s  

i n  d i a l o g  make s p o r t  w i t h  chromatic a l t e r a t i o n s .  

The s t r i n g s  attempt t o  take over t h e  a c t i o n  of 

the f l u t e s ,  but the  sudden i n t r u s i o n  sf  E f l a t  

major c a l l s  a h a l t  t o  the proceedings, D major 

r e a s s e r t s  i t s e l f ;  s eve ra l  b l a s t s  from the horns 

at tempt  t o  a l t e r  t h a t  t o n a l i t y ,  but t h e i r  i n t e r -  

j ec t ions  become too  feeb le ,  A s o f t  s t roke  ~f t he  

tympani or? A., t he  dorainant tone of' D major, q u i e t l y  

al lows t h e  f l u t e s ,  c l a r i n e t s  and v i o l a s  ( a l l  

harmonized i n  t h i r d s )  t o  expose t h e  feminine subgect 

completely: 

Ex. 8 

The v i o l i n s  take up t h i s  example and extend it 

f u r t h e r  u n t i l  t he  l i v e l y  motion of Ex. 6% 8 t h  

notes  r e t u r n s .  A s  the  f l u t e s  give out a lengthy 



version of these thematic constituents the music 

acquires u more agitated quality, A downward 

chromatic scale c~alminatinll; in a blast of the 

clombnant 7th of G major in horns and wood-winds 

and the music, under the impetus of the 11 -1- 2 

a,,~centuatj.on of the 8th notes in ax. 6, leads 

to the emphatic G major cadence with which the 

exposition end-s, 

Four beats sepnmte the close of the exposition 

from the opening of the development section, 

The key of U flat is thrust ui~on the Zisterier 

without warning, The composer retains the identical 

outlines 01' the movement" main theme   EX,^) now 

"&a,nsposecl to the new tolaa1j.t~. The turn toward 

P minor in the following measures is a natural 

result of this theme, but Draeseke steers back 

to E T$at major to prepare for the repetition o f  

Ex, 5 in B flat minor at Letter F in the score, 

Thereafter the music moves toward D minor, with 

a sighing motive bzxi%t from sequences of the minor 

second providing the transl tion, A last repetition 

of Exo 5 brings the tau:;i.c to clear B major sand here 

the listener finds himself in the heart 06 the 

development section, The grazdoso variation of" 

Ex, 3 heard on the Flutes at letter C ret~~rns, 

Splinters of previous material are combined with it 



u n t i l  t h e  second h a l f  of Ex, 5 ( reduced t o  f o u r  

1 6 t h  n o t e s )  pushes t he  music towards C i f ,  The 

music reaches  and t h i s  dynamic l e v e l  is 

r e t a i n e d  i n  t h e  b a t t l e  between woodwinds and 

s t r i n g s  untJ.1 l e i t e r  M, where t h e  sound d i e s  t o  

a - P marking and t h e  s t r u g g l e  l o s e s  momentum, 

An extended r i t e n u t o  s e t s  i n  and then  

t h e  music a t t e m p t s  .to sal-l.y i t s e l f ,  I"le2odlic 

frngments of Ex, 7 hold t h i s  i n  check. A t  l e t t e r  

I a sudden rhythmic surge  begun by t h e  chords 

of C// major i n  t h e  s t r i n g s ,  csnunences, Th is  t o o  

f a i l s  and t h e  l ackadabskca l  l y r i c a l  q u a l i t y  

con t inues ,  A s e r i e s  of msduPations begin  and 

s c a r c e l y  be fo re  t h e  l i s t e n e r  i s  aware of i t  

a h e f t y  s t r u g g l e  between s t r i n g s  and b r a s s  b r ings  

him t o  t h e  key of A f l a t  major. There f o l l o w s  a, 

passage similar t o  t h a t  preceding l e t t e r  C of t h e  

e x p o s i t i o n ,  With unexpected s w i f t n e s s  we a r e  

c a t a p u l t e d  i n t o  G major and t h e  heginning sf t h e  

r e c a p i t u l a t i o n ,  
a& 

E r i ch  Rseder i s  c o r r e c t  i n  h i s  observation t h a t  

Draeseke r e v e r s e s  c2ass icaL procedure i n  t h i s  

r e c a p i t u l a t i o n  and makes t h e  s e c t i o n  a lmost  twice  

t h e  normal l e n g t h ,  Between l e t t e r s  % and & we have 

what i s  b a s i c a l l y  a no te - for -no te  r e e a p l t u l a t i o n  

of t h e  beg inn ing ,  though wi th  t h e  important  d i f  f e r ence  

t h a t  t h e  o r c h e s t r a t i o n  i s  f u l l e r ,  p a r t i c u l a r l y  i n  



those moments of the exposition where the important 

thematic elements were only lightly clothed. 

Up to letter Q the key sequence of the recapitulation 

is, for all practical purposes, identical with 

that of the exposition. FOP this reason the present 

writer foregoes a description of the proceedings, 

though the reader should be made aware that the 

larger sonorities and the change in distribution 

of the thematic elements throughout the orchestra 

make a considerable difference, 

At letter Q Draeseke begins an extended coda, 

with Ex. 8 providing the means. There is a descending 

chromatic motion which we recognize from the end of 

the exposition, though with the addition of two 

quavers in the rhythm to give the music greater impetus. 

Where the sudden E flat for full orchestra opened 

the development section, one on A flat opens the 

movement's final pages. The strings hold to a 

doublequaver-crotchet motion, emphasizing the 

first beat of every other measure; E flat seems 

to be the goal and at letter R that key is touched. 

Then comes a push into D major, and at the point 

where that tonality is established, the feminine 

subject (Ex.8) returns. In the exposition this 

theme was first presented in fragmentary form, 

with each fragment being separately developed. 



The f u l l  v e r s i o n  of Ex, 8 was heard but  t w i c e ,  

both  times j u s t  be fore  t h e  onse t  of t h e  development 

s e c t i o n ,  S ince  t hen  Draeseke has  n o t  made use of 

i t  and i t s  r e t u r n  a f t e r  s o  long  a d e l a y  enhances 

i t s  emot ional  e f f e c t ,  En t h e  r e c a p i t u l a t i o n  t h e  

composer does  n o t  do away wi th  t h e  i n t e r p l a y  of 

fragments from Ex, 8,  When t h i s  i s  p a s t  however, 

.Ex, 8 i n  I t s  f u l l  gu i se  i s  g iven  proper  a t t e n t i o n :  

f i r s t  i t  i s  u n i t e d  wi th  t h e  s c a l e - l i k e  ascending 

motive of Ex, 4 ,  t h e n  it  i s  dragged a long  i n  t h e  

b a s s e s ,  wedded t o  Ex, 7 ,  whi le  i t s  f i n a l  no t e  

group i s  being passed from woodwinds t o  v i o l i n s  

and back, Reminiscences of Ex, 5 a r e  used t o  

provide  e x t r a  momentum and a% l e t t e r  T we hea r  

t h e  music s t r u g g l i n g  toward C major ,  The o u t l i n e s  

of t h e  Last part of' Zx, 8 a r e  heard i n  r e t r o g r a d e  

motionn,  bu t  t h e  accelaks s f  t h e  Lk 4- 2 niotion from 

Ex, $ p u l l  t h e  music i n t o  a d i f f e r e n t  emotional  

atmosphere,  The upward s t a g g e r i n g  chords  f o r  

f u l l  o r c h e s t r a  (a  s e r i e s  of i n v e r s i o n s  of t h e  

G major chord)  j u s t  be fore  l e t t e r  U and %he 

recap j - tuxa t ion  c l o s e s ,  The wild melee which fo l l ows  

i s ,  f o r  a l l  t h e  exci-tement i t  produces ,  a p e r f e c t l y  

c o n t r o l l e d  a f f a i r :  8 ba r s  before  l e t t e r  V ( i n  C 

major)  t h e  s t r i n g s  r e c a l l  Ex. 4 ,  The checkerboami 

p a t t e r n  of t h e  s co re  1s produced by in s t rumen ta l  



exchange on t h e  rhythm A. ) . The b r a s s  

and tympani make t h e  most of t h e  p roceed ings ,  

t h e n  t h e  k& "P 2 ~no.tlox~ of Ex. j r e t u r n s  anel t h e  

music i s  brought t o  f e v e r  p i t c h ,  Wlth t h e  

d o t t e d  rhythm i n d i c a t e d  above hammered out  

every o t h e r  measure i n  t h e  b r ~ s s  and tylnpanj 

the  o r c h e s t r a  turn'nlea down, then  up on t h e  

o u t l i n e s  s f  the  6; rnajor t r i a d ,  With t o n i c  chords 

on each primary bea t  over t h r e e  measures,  t h e  

movement comes t o  a b rea th t ak ing  conc lus ion ,  

A f t e r  the tempestuous sounds of t h e  f i r s t  movement 

t h e  l i s t e n e r  may n o t  f i n d  himself  e n t i r e l y  prepared 

f o r  t h e  Scherzo which fo%lsws ,  Again t h e  key i s  

G major,  The ti-me s i g n a t u r e  i s  2 /b ,  unusual  f o r  

Sche rz i  of t h e  t i m e ,  hu t  n e v e r t h e l e s s  i n  c o n t r a s t  

t o  t h e  4/4 meter of t h e  preceding movement, Like 

t h e  Scherzo i n  Sehumann9s Second- it bea r s  

t h e  marking Presto and , as i n  3chmmannS s 

work, it i s  given second p o s i t i o n .  Occasiana% 
14a. 

soua?ils s f  B e r l l o z  and Piendelssohn a r e  p e r c e p t i b l e  

i n  the o r c h e s t r a t i o n ,  bu t  d e s p i t e  such occas iona l  

ref 'e rences ,  t h e  movement bea r s  t h e  d i s t i n c t  impr in t  

of Draeseke" p e r s o n a l i t y ,  I t  a l s o  has t h a t  ve ry  

11niqu.e element of c o n s t r u c t i o n  mentioned a t  t h e  

beginning of t h i s  c h a p t e r  - i t  Lacks a T r i o  s e c t i o n ,  



The movement i s  one of' t h e  gems i n  Draeseke9s  

symphony wr i t ing8  i t  i s  simple both  i n  concep t ion  

and e f f e c t ,  but  s o  delightfully s a t i s f y i n g  t h a t  

i t  never  f a i l s  t o  impress ,  11s wonder i b  became 

t h e  b e s t  known p i ece  i n  Draeseke" o r c h e s t r a  

c a t a l o g ,  

The movement begins  with t h e  sound of two f l u t e s  

a major 3rd a p a r t ,  on a s t a c c a t o  peda l  p o i n t  of 

G major,  I n  t h e  t h i r d  measure t h e s e  a r e  joined 

by t h e  oboe w i th  t h e  f i r s t  h a l f  of t h e  js,u.nty 

main s u b j e c t :  

I t  should be noted t h a t  t h i s  theme begins  wi th  

t h e  downward l e a p  s f  t h e  f o u r t h  (C-D) w i th  which 

both  t h e  i n t r o d u c t i o n  and sona t a - a l l eg ro  of t h e  

f i r s t  movement began, The second h a l f  of t h e  

theme fo l lows  imrned-lately: 

These themat ic  elements are t hen  passed among 

.the instrumen-ts  s f  t h e  orchestra.  w i t h !  ,the occasj-onnl 

sounds of plucked s t r i n g s  a d d i n g  a shadowy q u a l i t y ,  

A f t e r  a one measlnre 6i.P t h e  cklarine'i;~ "eke up t h e  3rd.a 



of the flutes while a solo bassoon restates 

the mala theme, When the tonality changes to 

E flat eleven measures before letter B ,  the lower 
abbe 

strings present a new thematic idea: 

Ex. 11. 

As the Scherzo continues this material becomes 

increasingly important, for it is the rhythmically 

more impetuous sf the two lead-ing ideas, 

F'rom this poiant on Braeseke rnaintaj-ns the listnerBs 

interest not so  much through thematic development 

se but by juxtaposing and combining his -9 

thematic groups, coloring them by means of dynamic 

and harmonic shifts, and sf course, by contrasts 

in orchestration, It 1s therefore unnecessary 

to be detailed about the course of the music. 

Characteristic of the movement are the a, 
often indicated by measures in which the only 

sound Is that sf an instrumental pai r  in octaves. 

Sudden outbursts f r ~ r ~  specific orchestral groups, 

sometimes from the full orchestra, are also common, 

If these d e t ~ i . 1 ~  seem to indicate a somewhat 

halting character In the movement, it is a false 

imp:ressi.on, The action of the music is swift and 



fully cumuLative in effect, though the two 
94c. 

main sections of the work end with a BerwaEdian 

sud-demness wl?ich takes the lj-stener unaware, 
L 

The basic question regarding this Scherzo 

remains one of form however: why does Draeseke 

dismiss the nor~tzal Trio sec'tl.on? The answer :Is 

~ o t  just that the composer wishes to avoid 

convention, In all sf Draesekegs symphonies 

(with the possible exception of the 

) the composer deals with problems of 

unity, I n  his G Draeseke approaches 

this by giving all the movements related deslgn, 

In the first movement we saw how the composer 

allowed his recapi tu%a,tlon to equal the length 

of both the exposition and development sections, 

indeed, made %he recapitulation d-evelopmental 

In character, This is the same principle 06 the 

Scherzo and the main reason why the Trio is ]-eft 

out, The first half of the Scherzo lasts some 

84 measures and serves as exposition, The second 

half, which begins with Ex, 11 and therefore givcs 

the subtle impression of beginning as a development, 

lasts almost twice as long. I t  does contain 

aspects sf' a sonata-form development section, 

but Uru'aeseke telescopes the developmental. processes 

and incorporates them into an expanded repetition 

of the first part, so that one may indeed speak 



of a developmental recapitulation. This 

corresponds to the idea of the first movement 

and, as will be seen, to that governing the 

remaining movements as well. By this alteration 

in design Brneseke relates the movements and 

achieves unity within the symphony. &,d he 

retained the Trio section in the Scherzo, the 

consequence of his planning would have been 

disturbed, The form of the Scherzo, if charted, 

could be said- to correspond roughly to that of 

a sonatina,. 

The E flat major Adagio which roll-ows takes the 

listener into another world entirely. If played 

at proper tempo this movement lasts between 18-22 

minutes and stands in direct contra,st to the 

animated, bn.rely 6 minute long Scherzo section. 

The length of the might lead one to 

speculate that the movement is loosely constructed. 

To be sure, there is an aura of dreamlike fantasy 

which pervad-es the music, but as n formal 

entity the movement is ~s tightly constructed as 

it companions. In the climaces the music attains 

gripping passion, a, passion which is both heroic 

and poignamt, an emotional atmosphere which only 

genius at its highest level can create. It would 



not be exaggerat ing to c a l l  the slow movement 

of Draeseke's 5 the f i n e s t  between 

those of Schurnann's C and Rruekncr's 

symphonfes. S t  stands in relation to the 

as d o e s  the Bruekner 

to Sts silcccsxor i n  the same 

co~nposer@ s - No, 8, 

The movement opens with the soft1y undulating 

t o n e s  of the c e l l i :  

Ex, 12 

This is but one sf several touches p r o l e p t i c  of 

the hda&;lo sf 13ruekner" 7 8th Over . t h i s  

baais the other s%rj-ngs enter with " e h e  sounds 

of the E f l a t  major chord and this I s  passed on 

to the woodwinds, The horn enters with this melody: 

whieh is then extended by oboe and second horn: 

Exe lab 



SimultaneousSy t h e  f l u t e ,  w i  t h  c l a r i n e t  a n  

octave lower ,  i n tones  t h i s  d o l e f u l  melody: 

a x ,  I& 

A s  t h e  music t a k e s  a t u r n  toward F minor we 

hea r  i n  t h e  oboe a r e f e rence  t o  t h e  descending 

t r i p l e t s  of t h e  i n t r o d u c t i o n  t o  t h e  f i r s t  

movement, Two measures before  l e t t e r  A t h e  

f l u t e  e n t e r s  wi th  t h i s  melodic fragment: 

Ex, 15 

The sub-d0rninan.t tconality of A f l a b  i s  es"e,blished 

as the  music reaches  FF throughout t h e  o r c h e s t r a ,  

wi th  Ex, 15 d i s t r i b u t e d  among t h e  woodwinds, 

t h e  sound i s  immediately reduced t o  and the  

t r i p l e t s  from t h e  f i rs t  movement" i.in:roductkon 

r e t u r n ,  aecsmpanying Ex, 13b. A t r a n s i t i o n a l  

passages  commences, i n  which t h e  music modulates 

t o  G m z j , , j s r ,  A t  l e t t e r  B the marking becomes g 

moss0 and we hear  what Is t h e  

t r u e  second theme sf t h e  movement, p resen ted  by 

t h e  s o l s  f l u t e :  



Ex. 16 

Three measures after letter C the music moves 

into the cloudy area of B minor and a swelling 

sound, produced by the gradual expansion of 

owchestral sonork'ties, brings back the lovely 

clarinet melody of the symphony's introduction 

(Ex. 2), h roll of the tympani on a pedal D 

begins a passage, The music soars 

to the limits of the orchestm until only thc 

triplet motion of' the lower strings holds the 

music together, Therc is a halting cadence in 

E minor and then the 16th note triplets of the 

flutes lead to a conclusive chord for full 

orchestra, A single tone Srora the haran returns 

the music to G major in the second measure after 

letter D ,  with the mnrking 1) 

Now begins the short development section of the 

A di~sturbing quiet takes over as the 

celli and basses murmur Jjx, 11 against woodwind 

chords and the accents of plucked strings on 

the d~minant 7th of G major. Two measures before 

letter E the music modulates away from G major 

into the distant region sf I?# major, with Ex, 11 



provid ing  t h e  s o l e  rhythmic an imat ion ,  Ex. 1Lk  

e n t e r s  a t  l e t t e r  E and Is extended by elements 

of Ex, labe These melodic u n i t s  a r e  developed 

as more and more ins t ruments  come on t h e  scene ,  

The sound s w e l l s  u n t i l  t h e  melodic m a t e r i a l  

reaches  a s p i n e - t i n g l i n g  conc lus ion  poised on a 

C# i n  the  uppermost range of the  f l u t e s  and v i o l i n s ,  

V i a  t h i s  tone t h e  music msduLates from F# major 

through E major i n t o  t h e  home Bey of' E f l - a t ,  

which Is reached two measures a f t e r  L e t t e r  P,  

Sudden as i t  may seem, i t  i s  he re  -tha,t Braeseke 

concludes t h e  development s e c t i o n ,  

What t h e  composer achieved i n  t h e  r e c a p i t u l a t i o n  

of t h e  f i r s t  aaovemen"r, and t o  a, l e s s e r  e x t e n t  

i n  the  second p a r t  of t h e  Scherzo ,  he now a t t e m p t s  

again i n  t h e  r e c a p i  t u l a t i o n  of t h e  A s  i n  

t h e  two preced.ing ~iovelne~l ts  t h e  r e c a p i t u l a t i o n  % s  

developmental  i n  c h a r a c t e r ,  but  here  t h e  b read th  

of de s ign  even more unique,  Each themat ic  element 

p resen ted  In  t h e  e x p o s i t i o n  r e t u r n s ,  c lo thed  i n  

f u l l e r  o r c h e s t r a l  garb; but  Draeseke i s  n o t  con ten t  

wi th  simply ampl i fy ing  t h e  sound of t h i s  m a t e r i a l ,  

Each themat ic  u n i t  i s  g iven  a sect i -on of i t s  own, 

wi th  each s e c t i o n  con ta in ing  i t s  own clj-max, The 

c l imaces  are s o  propor t ioned however, t h a t  each one 

exceeds i t s  predecessor  i n  i n t e n s i t y ,  The r e s u l t  i s  



a ladder-like sequence of events which leads 

rrlovemerzt between letbeys L and % l I ,  The concept 

Melodie is at the basis of t h i s  

design and the melodic waves which extend 

throughou t the recapit~ala t i o n  are q u i t e  similar 

t o  t hese  i n  Brucknes%s sl-o~nr movements, A M h e  

beginning of this cha,pter reference was made 

to the rcl~~~tionship of Ex, f g  with that of' the 

opening to the B f'l.a@ ioajor o f  Brut lcn e r @ s 

comes still c l o s e r  t o  Bruckne-r, especially at 

" c h e  main el1,mux where the mealas and execution 

result in an uncanny premonithon o r  the climax 

in the abovementioned s f  Bruekner, 

C major is the l a s t  recognizable tonality in the 

passages In whish E x ,  2 p l a y s  a Ica,ding r o l e ,  br ing 

the music to an unstable R flat maJor, A t  the 

raarking - which signals the hcgSnning 

of t h e  c ~ e s c e n d o  towas-cl t h e  t=ent~:~>,l! cllmare -. DraeseStlc 
15 

adds a footmot%a h m p o ~ l a h t  fort t he  performance 

the passage: 

Von taler bhs ddixckastt-tbc M ~nfJsaen 
d l c  Accente zu  AnSang dcs Taktes 
vermleden und bloss clle van 
Csrmponisten bezelcklneten Boben 
und T a k t t b e i  lc bctont und vsr- 
cchobcn werd en. 



The t o n a l i t y  appea r s  t o  be G lninor at khe start 

o.f t h e  crescendo pe r i  od ,  but the  'mnclerl.yIr~g 

kbarrnonlc f o r c e  remains B f l a t ,  The ,e;trings, 

viewed Prom the bass, have t h e  appe8,s:tnce of 

a n  inver ted  pyraiaid: i n  t h e  ba s se s  8 t h  n o t e s ,  

dn t h e  c s Z l i  and vlol.aw 1.6.th note:; jn ,.:yncopa"con 

and above,  t h e  32nd no tc s  06 t h e  v i o l i n s  i n  oc taves ,  

The s o n o r l t f e s  of t h e  o r c h e s t r a  expand as t h e  

brass e n t e r  wi th  t h e i r  S f z - P  a c c e n t s  whi le  t h e  

wsodw1.nds climb upward om 1 6 t h  no t e  eynoopatj-ons 

and thcn  mel t  i n t o  t h e  general sound, The 

P f p marking of each measuse d i s appea r s  

th ree  metnaures hePore let.i;er !ae With one L u s t  

s w e l l ,  i n  which t h e  horrenclows crescendo of t h e  

t rumpets  IQ 3 n c r ea s ing  rhythml c proportions r i p s  

t h e  music a p a r t ,  t h e  rnovemen't rca.chcs j:ts s t~npendous,  

c r a s h i n g  ekimax, The sound of C minor at t h i s  

climax and t h e  trumpet o u t b u r s t  (FFP) -- on t h i s  

rhythm t J 1. 1 ) b r i n g t h e  

l i s t e n e r  into t h e  world sf the  main climax i n  

the  of 1 3 ~ 1 ~ c k n c r @ s  No, - 8, The 

Brueknes s D s o ~ n d P P  i-s Purther anticipated by t h e  

e h o r a l c - l i k e  majes ty  of t h c  p r e s e n t a t i o n ,  neavy 

chords  (FFP) - i n  t h e  s t r i n g s  a g a i n s t  t h e  brass and 

woodwinds ease t h e  t ens ion  and pave t h e  way for 

the  denouement whleh fo l l ows ,  The mu-sic  subs ides  



as t h e  s o f t  p a l p i t a t i o n  of incomplete rhythmic 

u n i t s  takes  over ,  The music once a g a i n  bcgins  

t o  s w e l l ,  s o  t h a t  B f l a t  major may be allowed- 

i t s  f i n a l  bow, A t  L e t t e r  & t h e  pages of s c o r e  

a r c  b lack  wi th  f i l i g r e e ,  but  t h e  a c t u a l  sound 

1s much l e s s  a g i t a t e d  t han  i n  the passage l e a d i n &  

t o  t h e  preceding el-imax, The 16 th  n o t e  t r i p l e t s  

p l ay  an important  p a r t  i n  a new crescendo,  but  

It i s  t h e  ascending chromatic motion over t h e  

peda l  B f l a t  which c r e a t e s  t ens ion .  The o r c h e s t r a  

comes a l i v e  wi th  32nd no tes  and t h e s e  ru sh  upward 

t o  a n  emphatic S f z  f o r  f u l l  o r c h e s t r a  on a f i r s t  

I n v e ~ s i o n  of t h e  dominant 7th of E f l a t  major ,  

Three Pull bea t s  l a t e r  t h e  home key i s  presen ted  

as muted v i o l i n s  and. v i o l a s  q u i e t l y  In t roduce  

the  t snbc  t r i a d  i n  t h e  1 6 t h  no t e  t r i p l e t  motion 

wi th  which the  Adagio opened, I n  a g e s t u r e  which 

l ooks  f o r m r d  "e t h e  c l o s e  O F  t h e  

the  E f l a t  harmonies move t o  t h e  extreme r e g i o n s  

s f  t h e  o r c h e s t r a ,  A s o l e  p i z z i c a t o  E f l a t  froln 

t h e  lower s t r i n g s  c l o s e s  t h e  movement, 

The F i n a l e  of t h e  5 is  something 

of a problem, though n o t  because oS formal d i f f i -  

c u l t i e s ;  he re  it is a m a t t e r  of con ten t ,  A f t e r  t h e  

supe rb  Scherzo and A d - a g i o ,  the F i n a l e  s j 2 m p l y  r e t u r n s  



the listener to the world of the first movement, 

though not with its thematic material. 1% is 

the mood sustained, the conception repeated whieh 

bothers. Perhaps Draeseke considered these to be 

the proper solutions in creating this Pinale; if 

so, they were miscalculations and such that the 

majority of his contemporaries made as well. St 

is equally possible that the formal element - the 
concept of a devs%opmentak recapitulation equalling 

the combined lengths of exposition and development - 
which the composer chose as the unifying device 

in the symphony, may have engendered a dilemma. 

SacrifSce the overall formal unity or ereate a 

movement of finer quality? A compromise could have 

been effected, but Draeseke was either unwilling 

or unabl-e to d-o so; it is this fact which robs 

the First of the appraisal, total masterpiece, 

But the Finale is nevertheless an effective movement: 

it is brisk and exciting, filled with genial, 

unexpected touehes, For all that there is something 

not quite honest in the music. The spirit sf 

Mendelssohn (Italian ) is too obvious in 

the accompaniment of the opening theme, and the 

theme itself is dangerously related to t h e  Finales 

of the and Schmann C major symphonies: 



comes in us well,: 

Ex, 18 

Later altered t o :  

E x *  1q 

9n f a c t ,  t h e  movement l o o k s  back t o  another eyn  

a l t o g e t h e r ,  a l t h o u g h  t h i s  does n o t  deny t h e  

ferninane sub jee  t a place among .k)raeselce @ s S oveliest 

lyrical i n s p l  rations: 

Ex,  20 

A d e t a i l e d  a-na1ysj.s of the Finale I x n o t  necessclry: 

t h e  exposit j-on lasts u n t i l  letter N, a f t e r  which 

t h e  trunew,t;ed dc-velopmenbsect ion comuemlcc,c;; t h i s  



continues until nine measures after letter L,  

whereupon the extended developmental recapitulation 

is taken u p ,  h short, brilliant coda begins nine 

measures after letter X and leads the movement 

to its tempestuous conclusion, 

llarmsnica%ly the Pinale surpasses the sonata- 

allegro of the first movement in interest, though 

the remains the banally most fluid, 

Contrapuntally the Finale is the least Involved 

of the movements, and this may be partially 

explained by the swift,hard-hitting character 

of the music, The orchestration, despite piquant 

touches In the handling of Exs, 18 ancl 19, is 

heavier and constantly fuller than elsewhere, 

but the resultant tone 1s psychological%y in 

keeping with the idea sf a concluding symphonic 

Besplte the reservations regarding f ts Finale, 

the C- sf Draeseke is an important 

work, Compared with the leading symphonies of 

the 1860's - Bruch's Volhann@s - D minor, 
the three early syuiphonies sf Bruclrner (g B 

D minos - -- and 6\Jo, .I- in C nljjn.or) BorodinBs 

E flat --  Tshaikovsky% 5 minor 

and the No, 1 in E f l a t  - - - - -  of C a m 1  l l e  

Saint-Saens - Ysaeseke% effort is far and away 



superior, both in ideas of construction 

actual content. If it does not measure up 

completely to say, the - -  No. 2 of Bruckner, 

it is because of the Finale, Otherwise Braesoke 

is ahead of his Austrian contemporary and, oddly 

enough, in the movement where Bruckner ia usuall. 

at his peak, the slow movement. 

We do not know the lines of organization along 

which Draeseke's was planned, 

but we are fairly certain that in it, the composer 

was struggling with concepts of unity, These 

concepts are clearly recognizable in the 5 

: in the introduction to the first 

movement thematic elements are presented which 

recur later in more developed form (sonata-allegro 

and ) ;  the concept of the characteristic 

intevval, which plays such an important role 

in the , is also present, in 

the guise of the perfect 4th, from which the 

main themes of each movement spring; all of 

the movements are related in design and that 

design, whereby the recapitula"c0n takes on 

developmental character and is made to extend 

over what amounts to the combined lengths 

of exposition and development, is an innovation 

for which Uraeseke alone may elnim pre-eminence, 

at least in symphonic form - for Beethoven anticipates 



such maneuvering i n  his Quartet B flat 

, Opus 130. It is sad to realize that a 

work of the dimension and importance as this 

Pirst Symphony of Felix Drneseke has not been 

given a complete performance since 1906 - despite 
the popularity which its Scherzo once enjoyed! 



SYMPHONY No. 2 in F KAJOR (1870-1876) 

The first plans for the composition of a second 

symphony were made by Draeseke as early as 1870, 

before the completion of the First - in 

G - . Disturbing personal experiences - the 
break with his fiancee Louisa de Trey and the 

death of his father - plus his teaching duties 
in Lausanne and Geneva interfered with any 

concentrated work on the score. The greater part 

of the was assembled during 

1874-1875, with the orchestration being completed 

between April-June 1876. The score and a four-hand 

piano edition were published as Opus 25 by Kistner 

and Co. in Leipzig in 1884. 
16 

Erich Roeder speaks of the E 

opening Draesekeqs 

to quibble with such poetics, for Dxaesekees 

Second is a masterpiece in every respect. 

The work has never earned the attention it deserves, 
1 p7 

though during the 1880" Hans Richter showed 

decided interest in it. Thereafter it received few 

performances, the last - as far as can be determined 
being a radio broadcast of the Berlin Stadtkapelle 

under Otto zur Nedden in February of 1938. 

In comparison with the , the 



No, 2 exhibits considerable advances, The - 
orchestral language which Draeseke speaks puts 

the new work years ahead of its time. It is the 

language of Richard Strauss in his tone poems, 

a brilliant, sweeping sound which elevates and 

stuns, yet capable of expressing the most tender 
18 

emotional nuances. It is fact that Strauss knew 

the work, sinoe he was present at the Erfurt 

of 1884, where the F 

was performed; previously he had been 

made aware of the work through his benefactor 

Hans Richter. It is no surprise then, that Strauss' 

Don Juan bears an uncanny resemblance to the first -- 
movement of Draeseke" symphony, not only in 

orchestration, but in thematic details and formal 

conception as well, It is for this reason, and 

also because the sounds and concept of Draesekeqs 

influenced the composition of 

Tod und Verkl&r , that this writer maintains -- 
Draeseke had a profound influence on the young 

Strauss, far greater than the more often cited 

Johannes Brahms. 

The design of the 2 is likewise 

unique, Draeseke still holds to a classical model, 

but his solution for the problem of unity is different 

than in the First . It is not a matter of 



the movements having the same construction, nor 

the placing of certain thematic elements for other 

sections in an introduction, nor the idea of a 

characteristic interval as in the previous work; 

in the it is thematic metamoxphosis 

which occupies the composer, and in a manner quite 

similarly attempted in the Adagio and Scherzo of 

the - No, $ - in - B - flat by Brucknex. The 

three main ideas of the first movement of Dra68ekees 

Second are taken and modified to serve 

as the basis for the following movements: the main 

theme of the first movement becomes the material 

for the second movement, the subsidiary theme that 

of the Scherzo, and the feminine subject, the rondo 

theme of the Finale. 

Harmonically the Second runs smoother than 

the First though it is no less involved. 

The modulations are better prepared, less sudden 

and, in general, more deftly arranged. 

The contrapuntal factor is one of the major differences 

however. The shows its composer 

as a complete master of lineal manipulation. Draeseke 

himself admitted that this aspect of the work's 

composition offered him considerable frustration 

and toil, but no one would suspect this while 

examining the result. The lines come together without 

a single disturbing element, not a note seems out 



of place and yet, the entire composition has 

about it the feeling of one grand design, It is 

art at its highest level, for the emotional 

empathy which the music radiates is inseparably 

bound to the teohnique which releases it, 

The imbalance of the 5 , inasmuch 
as its slow movement requires a third of the total 

performance time, is eliminated in the Second 

. Each movement is perfectly proportioned 
according to its position, nothing is developed 

beyond potentiality and there are no backward 

glances to other styles. The 

is a product of Draeseke" maturity, It is a 

vital, vibrant creation which fully demonstrates 

the unique personality of its composer, It deserves 

a permanent place in the symphonic repertoire. 

To the orchestra utilized in the First 

Draeseke adds two trombones and in the Finale, 

a triangle. Performance time is circa 34 minutes, 

The first movement of Draeseke" Second 

(F mdor, - con 7e moto 3/4) begins with one 

of the stormiest passages in symphonic music of 

the 19th century. Four introductory chords within 

a three measure period establish the home key 

and then the listener is seized and plunged into 



into the whirl of sound, The rhythmically 

volatile, joyfully athletic main theme: 

Ex, 1 

is without a doubt inspiration for the main 

theme of Strausse Don ~uak?~lt is not only the -- 
theme which is so Straussian, but the entire 

orshestral palette. Ex. 1 comes hurtling forth 

from the woodwinds supported by interjections 

from the brass and the slashing synoopated chords 

of the strings. The tremendous energy is not 

allowed to subside: after four measures of 

transition a new melodic-rhythmic idea is heard, 

first in the lower woodwinds and strings, then 

menacingly repeated in the violins: 

Ex, 2 

The horns hurl a challenge to the P major tonality 

with this outburst: 

EX, 3 



while the music assimilates D minor, Above it 

Ex, 2 in the woodwinds and violins keeps the 

motion racing forward. Three measures after 

letter A the solo trombone answers the challenge 

of the horns, with the dotted rhythm of the 

material taken up by the violins (g) to restate 

Ex, 1. The music moves out of D minor into a 

radiant E major, Ex, 1 is extended higher and 

higher in the strings as the relative minor 

intrudes, With a sudden chromatic swish the 

harmony reaches C major. To a string figure 

perceptibly similar to that in the introduction 

of the , we hear a ravishing 

melody played by the oboe: 

Ex. 4 

This is the lyrical feminine subject and after 

its primary exposition it is passed to violins 

and celli, extended and chromaticnlly altered. 

The result Is a transitional melody with an 

importance of its own: 

EX, 5 



From the E minor of this presentation the 

music returns to C major. Seven measures after 

letter C a new surge of sound wells throughout 

the orchestra. Exs. 1 and 4 are combined and 

the music explodes once again. A sudden torrent 

of 16th notes in the violins drives the music 

relentlessly forward. Foreign chromatic tones 

impart a dark quality as the themes battle each 

other for prominence, Eight measures before 

letter E the exposition reaches Its climax, 

C magor is the victorious tonality and the 

orchestral interplay on the C major triade 

creates a mood of hysterical ,jubilation. At 

the point where the music should stop and breathe, 

Draeseke suddenly interjects chords of F# major! 

The resultant struggle between the two tonalities 

has an exceptionally modern quality about it, 

but eventually the F# chords disintegrate into 

diminished 7ths of G major and from there, the 

course of C major is clear. Under the pressure 

of this harmonic boiling the music itself exerts 

new force. The 16th notes of the violins return 

and new harmonic doubt is promoted. There is 

a vague glimpse of Ex, 4 in the woodwinds and 

then EX. 2, for the most part forgotten in the 

tumult, seizes the music. Via this idea the music 

cadences in C major and the exposition comes to 



an abrupt conclusion. 

Nothing could be more clearly defined than the 

beginning of the development section. The brief 

span of four beats is all that prepares the 

listener for the sudden plunge into D flat maJor. 

The effect is one of heaviness, of exhaustion. 

Psychologfcally speaking, the contrast thus 

afforded is well plaoed: after the brilliance 

with which the exposition olosed, a continuation 

of the mood would be too much of a good thing. 

Ex. 2 re-enters five measures before letter G 

and is treated canonically by the strings. The 

music gains momentum as elements of Ex. 1 come 

on the scene and soon the bustling 16th notes 

add to the commotion. The entrance to C minor 

is heralded by sharp accents of the brass; this 

passage gives way to an unstable E flat major 

in which the woodwinds grab Ex. 1. An aggressive 

attack from the strings rush the music into D 

major where the woodwinds and horns develop the 

sequential figure: 



derived from Ex. 2, The strings in their lower 

register battle this new element with unison 

onslaughts which produce considerable tension, 

A sudden half-cadence in D minor two measures 

before letter K interrupts the swinging 16th 

note motion which would have led to a new 

presentation of E x .  1. The lyrical episode 

which follows is one of the most beautiful 

passages in the symphony: Ex. 1 is transformed 

into an extended melody, presented by the violins 

and treated in canon by the celli, What might 

have been a cold technical maneuver in the hands 

of a lesser composer is used by Draeseke to 

reveal new beauty, The passage exits quietly, 

but the canonic principle is used to reinstate 

other thematic elements. The manipulation of 

accents throughout the orchestra produces a 

steady aresoendo effect, Exs. 1 and 6 are pitted 

against one another to produce a short climax 

in which the ohattering double-tonguing of the 

trumpets dominates the motion. A denouement sets 

in and leads the music into F major, Ex, 2 tries 

to assert itself but its fragments are cleared 

away by the outlines of Ex. 6. The music builds 

with ever increasing force as the orchestral 

sonorities expand. A attempts to hold 



the mighty wave of sound, With a tremendous 

FFF the music bursts forward as the recapitulation - 
commences. EX, 1 is roared from the brass as the 

orchestra converges upon itself. This is not 
1 

only thebeginning of the recapitulation, it is 

the main climax. With renewed energy the moodT 

of the exposition returns and the music moves 

triumphantly onward. A11 the sections of the 

exposition are repeated, but invigorated by new 

instrumental combinations and vitalizing counter- 

points drawn from various fragments of the thematic 

materials. Some eight measures before letter R 

the first violins present EX, 4 with all the 

singing quality indigenous to their highest 

register. At letter U a subsidiary climax allows 

the horns a final Straussian bow, as the quartet 

gloriously sounds EX, 2 against the flaming 

tremolandi of expansive string sonorities. A 

sudden cut-off in B flat minor begins the coda: 

the music builds with ever increasing tension as 

elements of all the themes begin to assemble, The 

rhythmic motion shrinks in upon itself with the 

result that the music quickens in proportion. 

Six measures before letter Y Ex. 4 returns high 

in the violins over the irresistible drive of this 

natural crescendo. On the staggering rhythm: 



the music reaches to sudden stops. A 

single measure FFP crescendo and the 

movement comes to its stunning conclusion, 

The second movement is an 

(D minor, 2/4). Although it replaces the slow 

movement, this march is not funereal in 

character. Its heading invites comparison with 

the second movement of Beethoven's A 
, likewise cast in a minor tonality8 1 

there the relationship stops. Despite the hefty 

climaces to which the music works, there is an 

almost chamber music delicacy to Draeseke's 

movement, It has a tone about it which makes it 

unique in Draeseke" symphonies and indeed, there 

are certain details which seem characteristic of 

'4% Mahler.1 The march stands in complete con-trast 
1 

to the first movement; nevertheless the character 

of both are related, not only because the main 

theme of the march is derived from EX, 1 of the 

preceding movement, but because the second move- 

ment seems to have been designed as a mirror of 

introspection for the mood of its predecessor, 

The jubilant extroversion of the first movement 



i s  he re  changed t o  t h e  tone  sf c h i l d l i k e  

mystery and i n t r o s p e c t i o n ,  i n t e r r u p t e d  only  

by t h e  l o v e l y  f lowing l i n e s  of the  c o n t r a s t i n g  

middle s e e t i o n .  The design of t h e  movement i s  

a simple A-B-A, 

The movement begins  wi th  a s teady p u l s a t i o n  of 

open S ths  i n  t h e  c e l l $ ,  covered by i n t e r m i t t a n t  

d e c o r a t i o n s  of t h e  v i o l i n s .  The main theme 1s 

f i r s t  ab ly  i n t ima ted ,  by t h e  c e l l 1  and 9010 

f l u t e :  

Ex. 8 

When t h i s  i s  worked. t o  a s h o r t  climax f o r  full 

o r c h e s t r a ,  t h e  v i o l i n s  p r e s e n t  t h e  theme i n  i t s  

e n t i r e t y  and we recognize  t h e  o u t l i n e s  of Ex, 1 

of t h e  f i r s t  movement, i n v e r t e d  and t ransposed 

t o  t h e  minor: 

EX, 9 

The mood sf t h e  music becomes elegiac, with  a 

touch of w i s t f u l  sadness .  The movement marches 



onward as t h e  o r c h e s t r a t i o n  f i l l s  ou t ,  Eight 

measures be fo re  l e t t e r  D t h e  music comes t o  a 

h a l t i n g  climax i n  which t h e  b r a s s  and tympani 

f i g u r e  prominently,  D minor g i v e s  way t o  the  

r e l a t i v e  major and Exs. 8 and 9 u n i t e  i n  a 

joyfu l  p rocess ion ,  A s  t h e  marching begins t o  

d imin i sh ,  a l l  s o r t s  of chromatfc a c t i o n  l e a d s  

t h e  music back t o  t h e  opening mood, Ten measures 

a f t e r  l e t t e r  F ,  a he ld  2 i n  t h e  woodwinds allows 

t h e  music t o  modulate i n t o  W f l a t  major a x  t h e  

middle s e c t i o n ,  un c o m ~ e n c e s ~  

The opening cadenza- l ike  c l a r i n e t  melody: 

Ex. 10 

i s  c h a r a c t e r i s t i c  of t h e  i d y l l i c  q u a l i t y  of t h e  

s e c t i o n ,  The melodic lines weave i n  and out  of 

one ano the r :  a t  l e t t e r  C t h e r e  begins a crescendo 

aequence which l e a d s  t o  t h e  p r e s e n t a t i o n  of t h i s  

touching  p a s t o r a l e  theme: 

Ex, 1 %  



The melody Is b lessed  with  one of t h e  f i n e s t  

s t r o k e s  i n  t h e  movement: as t h e  m a t e r i a l  comes 

t o  i t s  n a t u r a l  conc lus ion ,  Draeseke extends  i t  

with  an upward a r p e g g i a t i o n  of t he  B f l a t  maJor 

t r i a d  i n  t h e  Lower s t r i n g s j  as t h e  horns r e p e a t  

Ex, 11, t h e  s t r i n g s  make a s h o r t  modulation i n t o  

C majorn t h e  e f f e c t  i s  l o v e l y ,  The sequences heard 

a t  l e t t e r  G r e t u r n  and lead  t o  ano the r  p r e s e n t a t i o n  

of Ex. 11, t h i s  t ime FF f o r  t h e  f u l l  o r c h e s t r a  - a 

passage of s i n g u l a r  magnificence.  Five measures 

before  l e t t e r  T t h e  musie moves lmck t o  B minor; 

t h e  do t t ed  rhythm of t h e  t rumpets  i n d i c ~ t e  t h e  

r e t u r n  of t h e  rnc2,reh. 

For twelve measures t h e  f u l l  o r c h e s t r a  i s  involved 

as BXS, 8 and 9 a r e  worked t o  a s w i f t  cl imax,  The 

march then  f a l t e r s  and t h e  music becomes mosaic, 

The clotted rhythm of t h e  main m a t e r i a l  l e a d s  t h e  

musio throug1-1 G minou., E minor,  I? minor and f i n a l l y  

back t o  D minor whereupon t h e  climax of t h e  

e x p o s i t i o n  i s  r e i n s t a t e d ,  A new element i s  then  

s.13 owed t o  i n t r u d e  : 

Ex. 

of t m n s i t i o n a k  c h a r a c t e r ,  I n  t h e  e i g h t h  measure 

a f t e r  l e t t e r  N t h e  mu-sic suddenly s t o p s  on a 



diminished 7th of P minor, An extended decrescendo 

ensues, in which the figure: 

E X ,  a3 

of the trumpets plays a major role, The ever 

deoreasing Force of' orchestral chords attacking 

this subject brings in EX, 12, This and Ex. 14 

provide the material for the extensive, hushed 

transition to the coda, which ls introduced as 

a steady crescendo for the orches t ra .  The resulting 

climax combines fragments sf Exs, 9 and 13. The 

music dies away and the opening tones of the 

movement return, Ee The nusic flickers f o r  a 

sec~nd-t the solo flute disappears into the heights s, 

a pizzicato D minor triad and a 2 harmonic held 

by the violins end t h o  movement. 

After the ghostly cancluslon of the march, the 

Scherzo (Al legro  comodo, 3/b)  comes as a rude 

shock, Large orck1estsa1 f o ~ e e s  ru sh  in with the 

main theme: 

Ex. 14, 

an obvious relative from Ex. 2 sf the first movement. 
C 



The t o n a l i t y  i s  no t  immediately defined8 the  

music seems t o  waver between D minor and G minor$ 

it i s  s i x  measures before  l e t t e r  A before  t h e  

F major t o n a l i t y  which governs t h e  movement i s  

e s t a b l i s h e d ,  The opening of t h e  Scherzo i s  t he re -  

f o r e  expla inab le  as a bind between t h e  end of 

t h e  and t h e  new a~ovement, 

Hence t h e  metamorphosis of Ex. 1 i n t o  ax. 10  

and Ex. 2 i n t o  Ex. I/$, hence p r i n c i p l e s  of u n i t y  

among a l l  three of t h e  movements t h u s  far, 

Ex. 14 i s  presented t h r e e  t imes,  each t ime wi th  

increased  f o r c e ,  A t  l e t t e r  C t h e  developmental 

f i g u r e  of Ux, 6 from t h e  f i r s t  movement Is used 

in mirror  rhythm a g a i n s t  i t s e l f ,  wi th  syncopated 

chords from t h e  woodwinds adding t o  the tens ion .  

Ex, 14 r e t u r n s  and i s  repeated t h r i c e  more, 

each time s t r i v i n g  toward new p o i n t s  of climax. 

A t  l e t t e r  E t h e  main climax of t h e  Scherzo i s  

a t t a i n e d ,  cha rac t e r i zed  by t h e  walloping sounds 

from t h e  horns  and b r a s s ,  The d i n  i s  no t  al lowed t o  

subsi.de u n t i l  t h e  tympani have been al lawed a 

p a r t ,  The hasmeny then  begins  t o  move away from 

F major;  a sudden cut-off  on a unison C# ~ n d .  

the  music mod-ulates i n t o  B major. 

The T r i o  f o l l o w s  without  pause: 

mssee, I t  i s  t h e  only T r i o  i n  t h e  composer@s - 



Scherz i  f a s t e r  than  t h e  music surround%ng it, 

Its  main theale: 

Ex,  15 

oxteaads over s i x t e e n  nreasures , thoexgh f a l l s  clearly 

i n t o  f o u r  d e f i n i t e  s e c t i o n s ,  The chamber m u s i c  

q u a l i t y  of t h e  march r e t u r n s ,  but  enhanced by 

t h e  quality o f  strings muted dur ing  t h e  entire T r i o .  

The b r a s s  i s  L e f t  ou t  e n t i r e l y ;  only  t h e  woodwinds 

a r e  al lowed to pa r t ake  i n  the e l f i n  a i r i n e s s  s f  

t h e  music, Not once does t h e  music i t s e l f  r i s e  above 

t h e  dynamic marking MF. The r e s u l t  i s  one of t h e  

most ineirnate and b e a u t i f u l l y  l y r i c  passages i n  t h e  

symphonies s f  Draeseke, and i t  Findfi f e w  parallels 

i n  t h e  work of h i s  c s n t e m p a r a ~ i e s ,  Cont rapunta l ly  

i t  i s  a tour -de- form and t h e r e  will be no s t t e m p t  

made to d e s c r i b e  the d e t a i l s  of cons t ruc t ion .  S u f f i c e  

i t  t o  say  th8,t  t h e  proper  een t ras t  i s  a f fo rded  and 

wi th  t h e  r e s u l t  t h a t  t h e  T r i o  becomes t h e  high- 

p o i n t  of t h e  t h i r d  movement, 



Two measures before  l e t t e r  N t h e  s t r i n g s  Bay a s i d e  

t h e i r  mutes: t h e  s i g n a l  f o r  t h e  r e p e a t  of t h e  

Scherzo proper ;  two measures of modula,tosy m a t e r i a l  

and Ex. 1b is  a g a i n  unleashed.  The r e a d e r  should 

be made awe,re t h a t  Draeseke does  no t  simply i n d i c a t e :  

. Because o f  changes in o r c h e s t r a t i o n  and 

a s l i g h t l y  t i g h t e r  formal  s t r u c t u r e ,  Oraeseke has 

w r i t t e n  t h e  r e p e a t  i n  f u l l ,  The events  remain 

basically t h e  same, wi th  a s h o r t  coda making a 

s l l g h t  r e f e rence  t o  t h e  m a t e r i a l  s f  t h e  Tr io .  Five 

measures of p i z z i c a t o ,  a grand pause and a t h r e e  

measure f o r  f u l l  o r c h e s t r a  end t h e  movement, 

En comparison with  t h e  r e s t  of t h e  symphony, t h e  

F i n a l e  ( F  major ,  8 @ &/&I 

may prove somewhat d i f f i c u l t  t o  comprehend a t  f i r s t ,  

A f t e r  a few hea r ings  i t s  cu r ious  rondo form makes 

i t s  impress ion and t h e  l i s t e n e r  l ooks  forward to 

i t  with  d e l i g h t .  In t h i s  movement Draeseke moves as 

c l o s e  t o  t h e  Brahmsian c i r c l e  as he eve r  came, 

bu t  wi thout  sounding anyth ing  l i k e  Brnhms and a t  

a temps t h a t  t h e  Herzogenbergs and G r i m m s  could 

never  have paced, The harmonic t h ink ing  of L i s z t  

and Wagner rema i n s ,  though appl l e d  accord ing  t o  

Draesekeqs  persona l  i n s t i n c t s  and governed by h i s  



own s t y l i s t i c  methods and mannerisms, 
19 

I n  cons ide r ina  t h i s  movement, E r i ch  Roeder 

i ndu lges  i n  one of those  mis leading musings 

which n o t  only i r r i t a t e ,  but which a r e  u s u a l l y  

unnecessary and i n c o r r e c t .  Proceeding from t h e  

f a l s e  hypothes i s  t h a t  t h e  Scherzo was a c t u a l l y  

a Minuet, he eonc%udes t h a t  t h e  F ' i n ~ l e  is t h e  

symphony's r e a l  Scherzo! In i d e a l i s t i c  d e s c r i p t i o n  

it is perhaps ,  inasmuch as it i s  t h e  most 

l i g h t h e a r t e d  (and t h i s  i s  a m a t t e r  of r e l a t i v e  

c o n s i d e r a t i o n )  movement i n  t h e  work, but  t h e  

form i s  c l e a r l y  t h a t  of a rondo; i t s  tone  (and 

t h i s  i s  perhaps what Roeder wished t o  emphasize) 

i s  t h a t  of n . The whirlwind motion 

of t h e  movement makes it a n  except ion  t o  t h e  

majority of symphonies contemporary w i t h  it. 

A s  wi th  t h e  beginning of t h e  Scherzo,  t h e  f i r s t  

t one  we hea r  i s  t h a t  wi th  which t h e  preceding 

movement ends (P i n  t h a t  c a s e ) ,  The rondo 

theme: 

Ex. 16 



i s  der ived  from Ex, 4 of t h e  f i r s t  movement; 

t h e  o u t l i n e s  s f  Ex. k w s  f i r s t  h a l f  is  r e t a i n e d  

for '  t h e  f i r s t  h a l f  of Ex, 16; t h e  second h a l f  : 
I 

of Ex, 4 i s  then  i n v e r t e d  t o  produce the  second , f 

segment of t h e  o the r .  

The p r e s e n t a t i o n  s f  Ex, 16 on t h e  s o l s  c l a r i n e t  

i s  preceded by a f o u r  measure o u t b u r s t  of t h e  

o r c h e s t r a  which e s t a b l i s h e s  t h e  movement" main 

key,  The f i g u r e  whieh then  t a k e s  over  t o  aceampany 

t h e  olasinkt - a repea ted  s2acea to  8 t h  no te  

p u l s a t i o n  of t h e  two f l u t e s  harmonized a 3rd apart - 
takes us back t o  t h e  Scherzo s f  t h e  E 

8 t h e r e a f t e r  t h e  resemblanse ends, The 

m a t e r i a l  of t h e  very  opening 1s brought back, 

a l t e r e d  t o  t h i s :  

Ex. 3.7 , 

followed by a r e s t a t emen t  of t h e  rondo theme. 

An t r a n s i t i o n a l  s e c t i o n  Leads t o  t h e  f i r s t  

climax, which breaks  o f f  suddenly,  Thereupon t h e  

second theme appea r s ,  , f i l l e d  wikh 

melancholy and i n  d i r e c t  c o n t r a s t  to t h e  rna3.n 

theme : 

Ex ,  I8 1, 



It is ilmediately followed by another IyrIcal 

subject!8!?hn curiously unstable: 

one of DraesekeBs most unusual nlelodic ideas, 

Its presentation by the woodwinds is supported 

by Sx, 1.8 in the celli and basses underneath, while 

the remaining strings accompany with chordal 

arpeggiations in triplet quarter note motion. 

The tonality tends t0b~ard A minor, but the 

contrapuntal manipulation sf the materials does 

not allow a decision. It is only at letter D 

that n definite tonality asserts i%self, and that 

is G major, in which Ex, 18 Is developed high in 

the strings, At letter E the tootling aceompanimental 

figure t o  Ex ,  16 sets in and the rondo theme itself 

is returned, delicately enhanced by the gentle 

tinkling of the triangle, one of the few percussion 

luxuries to be found in Draexekews symphonic 

oeuvre, A one measure begins the next section 

of the rondo-f inale r an extended In which 

Ex, 16 is turned upside down and given the stern 

tonal cast of D minor. The new theme is first 

presented in the second violins: 



Ex. 20  

The coun te r sub jec t  added t o  i t :  

Ex, 21 

i s  i n  t h e  b e s t  Bachian t r a d i t i o n ,  bu t  t h e r e  i s  

no th ing  nee-Baroque about  t h e  harmonic handl ing ,  

which r e p r e s e n t s  Drneseke a t  his most w i l f u l .  

Nine measures a f t e r  l e t t e r  1 s s h o r t  c o d e t t a ,  

%nt rsduced  by t h e  horn modification sf EX, 2 0 :  

ux. 22 

b r i n g s  t h e  s e c t i o n  t o  n c l o s e .  A s  in t h e  t r a n s i t i o n  

t o  t h e  , t h e  o r c h e s t r a  rushes  up t o  8 cut-off  

and then  t h e  repea ted  s t a c c a t o  8 t h  n o t e s  r e t u r n ,  

accompanying t h e  rondo theme, which is now i n  

C major,  ax. 1"6 i s  presen ted  tw ice ,  t h e  second. 

t ime cu lmina t ing  i n  a cadenza- l ike  passage f o r  

t h e  s o l o  E l u t e ,  which l n t r s d u e e s  a broad new s e c t i o n  

i n  B f l a t  major ,  f e a t u r i n g  ex t ens ive  development 

sf Ex, 18. The plangent sound sf t h i s  s e c t i o n  



a t  f i r s t  r e c a l l s  t h e  Pfna le  of Brahms' F i r s t  

; t h e n  t h e  m a t e r i a l  i s  worked up t o  

a n  a lmost  t cha iksvsk ian  i n t e n s i t y .  The music 

becomes r i c h  wi th  f i g u r a t i o n  as gx, 18 is  pushed 

h ighe r  and h i g h e r  i n  t h e  o r c h e s t r a ,  A s u b s i d i a r y  

s e c t i o n ,  begins f o u r  measures 

be fo re  l e t t e r  0 ,  A fragment oP t h e  rondo theme 

is  p l a y f u l l y  manipulated and molded to become 

"ehf.s idea :  

Its s i m p l i c i t y  i s  sutwei@;hed only  by i t s  g e n i a l  

e f f e c t i v e n e s s .  There i s  a c e r t a i n  no rd i c  q u a l i t y  

about  t h e  passage which one could a s s o c i a t e  wi th  

Franz kjerwald, but  t h e  accompa,nyinc hn rmsnles 

look  forward more t o  t h e  S i b e l i u s  of t h e  P iS th  

and Ex. 23  i s  f u r t h e r  extended 

by t h e  l i t t l e  mel-odic s n i p p e t :  

Ex, 2.I-k 

as a g e n e r a l  ap;f ta t ion i n f e c t s  t h e  music, Over 

a r o l l i n g  peda l  s f  t h e  tympani, trombone and 

horn p r e s e n t  t h e  solemn o u t l i n e s  of Ex. 1 9 ,  a f t e r  

which Ex, 18 r e g a i n s  i t s  positLon of p r i o r i t y ,  



The music. b u i l d s  t o  a climax and ca,dences i n t o  

I? M ~ J o ~ ,  Th i s  i n t roduces  a s h o r t  

r eca .p i tu l a to ry  s e c t i o n ,  begun by the  a c t i o n  sf 

Ex, 14 ,  But t h i s  r e c a p i t u l a t i o n  i s  no t  j u s t  , 

 imply r e p e t i t i o n ;  ,the rondo theme i s  p i t t e d  

a g a i n s t  : 

Ex, 25 

This  t hen  t a k e s  on t h e  rhythmbcally more propuls ive  

countenance of :  

EX. 26 

The music from t h e  very opening s f  t h e  movement 

is reinstated ( E x ,  17) and t h e  fou r  Ghemat3.c 

elements b a t t l e  one a n o t h e r ,  resul t ia?g i n  a 

bo i s t e seus  o r c h e s t r a l  tumult  i n  which combined 

d u g l e t - t r i p l e t  motion and t h e  c langing  of t h e  

t r i a n g l e  produce a wild-ly imaginat ive  sound. 

The heady q u a l i t y  of t h e  music i s  stopped by 

s e l f - w i l l e d  G major chosdul i n t e r j e c t i o n s  seven 

measures a f t e r  l e t t e r  U. Two 9 separa ted  from 

each o t h e r  by a unison B f l a t  r e t u r n s  Ex, 18, 



This theme is inverted and used against itself, 

gradually crescendoing to a climax, a f t e r  which 

the music rushes dowma~va,rd ~ntl.1 only the back 

and forth pendelling sS the cell1 and basses on 

(2% can be beard. Ex* 16 tries t o  assert itself 
w 

but cannot, Another osescends ensues and works 

to a f u l l  orchestra sitenuto, At letter Z the 

f ina l .  section of the  ora ado recapi.i;ulat%on begins, 

Ex, 36 i s  transformed 

into a chorale t 

Ex. 27 

and developed with exeCltirig emphasis, 1"es presented 

four t i m e s ,  each time in a different kcyr F ma,jor, 

B flat major,  B flat major and D major. Its final 

presentation 1s worked to a stunning climax which 

brings back Ex. 16 for the last time and thus opens 

the ~novement% coda. F major i s  staggered by the 

rhythmically i r r e s i s t i b l e  accents of the music. 

The excitement increases t o  unbearable intensity 

until a thirteen measure stretto of billowing 

F major tones brings the symphony to its monumental 

conclusion, 



As was mentioned at the beginning of this 

chapter, the 2 presents a new 

facet in Draeseke" struggle for symphonic unity, 

While it does not reach the absolute perfection 

which its composer achieves in the 

ten years later,, it nonetheless surpasses 

its predecessor, both as a work of art and as 

representation of its composer% personality, 

The dgecond has a perfection of its own 

however, in its application of the principle of 

thematic metamorphosis within a classical structure, 

Regarded thus, it may be seen as staxding midway 

between the efforts of Brahms and Brucknas, a work 

~i&h points in common with the symphonies of both 

these men, 

The principle of thematic metamorphosis which 

Draeseke uses was not new at the time. Liszt is 

generally credited with having brought it to the 

realm of the symphony, in his Paust (18%). 

Unfortunately the fails to convince 

as a symphonic entity, despite the undeniably great 

moments which it contains, Whether because of its 

themes or because of the rhapsodical meanderings 

engendered by Lisztqs concept of the Charakter- 

, that work falls far short sf perfection, 

Borodin" amateurish attempt in his 

hardly warrants consideration, while Volhannqs 



application of the principle in his 

No 2 B flat A is so simple-minded that 

the work becomes equally negligible, Camille 

Saint-Saens provided a msterpiece of symphonic 

metamorphosis in his Third - in o 

but that was composed ten years after Dxaesekees 

and is contemporary with the 

. Bruclmer half -heartedly 
attempted working with the principle in his 

and Fourth , but it was only in his 
No, $ 2 flat - that he achieved 

a balanced technique and by then, thematic mata- 

morphosis was already subgugated by other principles 

of organizati on, 

Draesekee s presents a clear 

classi o a l  design in which thematic metamo$phosis 

provides the unifying element among the movements, 

The first (Ex. I), second (Ex, 2 )  and third (Ex.4) 

themes of the first movement generate the main 

material of the second, third, and fourth movements 

respectively, In considsration of this, the first 

movement may therefore be recognized as a sort of 

general exposition, with the second and third 

movements equalling a development section and the 

Finale - with the variation principle of rondo 
form - both developmental and recapitulatory, 
But the Finale does not sum up, Despite its Bogenform, - 



the Second is not a 

That ideal was to be realized in the 

0 

Dsaesekeqs is not Just a good 

symphony, it is a great one and deserves at least 

equal the attention which its successor, the 

warrants - peshaps even more 
so, since the has never received 

even the minimum of recognition earned by its 

sister. The - No. 2 in " represents 

Draeseke at a peak of inspiration: it has all 

the melodic sweep and rhythmic verve which have 

kept the symphonies of Brahms, Bruckner, Dvorak 

and Tchaikovsky part of the standard repertoire, 

It has a compactness of structure which demonstrates 

the highest technical ability, Its freedom of 

line and developmental exhibit an uncommon mastery 

of contrapuntal elements, Its orchestration points 

the way to Richard Strauss and the New German School 

of the early 20th century. In short, it is the 

supple, vital work of a great master, and woe be 

to him who would compromise its greatness by placing 

it on the level of the better works of a Bruch or 

Goldmark or Raff. The is the 

produet of a superior musical mentality, of an 

unique personality and it must be judged anew, 



SYMPHONY No. 3 i n  C MAJOR (1877-1886) 

("Symphonia Tragicam)  

The F was bare ly  one year  old 

before Draeseke began making p lans  f o r  i t s  

successor ,  In a l e t t e r  dated Oct, 12,  18779 

Draeseke mentions t o  the  publ i sher  Ruthardt a t  

Kis tner  and Co, t h a t  a symphony of much l a r g e r  

scope than t h e  Second is being planned, a work 

which w i l l  be very much i n  don t ras t  t o  i ts  

predeoessor. Draeseke was not  very consequent 

with h i s  immediate in ten t ions  however, f o r  the  

Third d id  not  reach completion u n t i l  

n ine  years  l a t e r ,  toward t h e  end of 1886, During 

the  in te r im he was a t t r a c t e d  by o the r  musical 

forms and simply allowed plans f o r  a t h i r d  

symphony t o  remain dormant, though from time t o  

time h i s  l e t t e r s  make mention of progress  on the  

, The g r e a t e r  p a r t  of t h e  symphonygs a c t u a l  

composition seems t o  have taken place between 

t h e  f a l l  of 1885 and t h a t  of t h e  following year. 

The f i r s t  movement t o  be completed was the  Scherzo, 

which was f i n i s h e d  i n  September, 1885, The o thers  

Followed between August-December of 1886, The 

score  and four-hand piano e d i t i o n  ware published 

by Kis tner  and Co. i n  the  next  year.  

I n  1907, as Arthur Mikisoh was preparing the  



for a performnee with the 

Leipzig Gewandhaus Orchestra, the critic Eugen 

Segnitz visited Draeseke and asked for the 

pertinent details ooncesnfng the 
20 

history. Braesekeqs reply was the following: 

Nit besonderan Ereignissen hE;lngt die 
nicht zusamen, auch nicht 

damit, dass ich sie in den letzten 
vies Monaten 1886, naehdem ich mir 
auf der Reise naoh Schirgiswalde in 
Neustadt beim Stolparn den linken Arm 
gebrochen, zum Tail diesen Arm noch 
in der Binde tragend, niederschrieb, 
Das Scherzo war fruher fertig geworden, 
dagegen hatte mich die Einleitung zum 
ersten Satz und die Gestaltung des 
vierten in sehr viele Zweffef gestnrzt, 
und es dauerts ziemlich lange, bis bch 
mit dem Plane vbllig ins Reine gekommen 
war. Der vierte Satz sollte anfanglich 
eine riesenhafte Ausdehnung erhalten 
(auch jetzt 1st dieselbe nicht gering), 
doch sah ich mehr und mehr, dass die 
Verhaltnisse des ganzen darunter leiden , 
wUrden und bin somit fxoh, dass ich ,m%'ch mit 
der jetzigen Gestaltung des Werkes 
begnUgt habe. Es war mix immer aufgefallen, 
und ioh habe auch in msinen musik- 
geschichtlichen Vortrggen darauf hingewiesen, 
dass die Tragik, die durch Beethoven in 
die Instrumentalmusik eingefnhrt worden, 
rein instrumental weder In der Eroica, 
noch in der moll ihre ganz 
befriedigende Ebsu n haba (etwas 
gleichas kann man auch von der 
von Schurnann behaupten) und Bee 
deshalb in der Neunten nochmals nach der 
Lbsung ausschauen musste, die diesrnal 
nicht auf rein instrumentalem, vielrnehr 
auf Gebiet erfolgen sollte. Bei 
der k a m  mix der Wunsch, zu versuchen, 
ob es auf instrumentalem Weg nicht doch 
mbglich sei, und diesam Wunsche verdankt 
das Finale die Entstehung, 

From the facts contained in this interview it may 

be concluded that the ideas sf 1877 underwent 



considerable  a l t e r a t i o n  during t h e  in tervening  

n ine  years ;  i t  seems l i k e l y  t h a t  what the  composer 

had then intended, metamorphosed i n t o  something 

much g r e a t e r  and f a r  more overpowering than he 

could have imagined, f o r  t h e  

i s  not  only among the  g r e a t e s t  symphonies of 

the  19th  century,  i t  i s  a l s o  one of the  most 

profound human documents ever  penned, 

Any competent does not  f a i l  t o  

mention t h a t  t h e  i s  the  bes t  known 

( t h e r e f o r e  t h e  " f ines t "  e t c . )  of the  compose-res 

symphonies. This ,  of course,  i s  next t o  nothing 

f o r  w r i t e r s  of such l e x f k a ,  s ince  few have ever  

heard t h e  work, s t i l l  fewer s tudied  the  score.  

Thei r  c l i c h e  r e t a i n s  i t s  bas ic  t r u t h  however, 

though not  because the  has simply achieved 

more performances than Draeseke" o the r  symphonies, 

I n  t h i s  work t h e  composer has e rec ted  f o r  himself 

a monument of inca lculable  s p i r i t u a l  dimension, 

wherein t h e  fus ion  of c r e a t i v e  fo rce  and a r t i s t i c  

w i l l  produces a v i t a l ,  eompellling and unforget tab le  

musico-psychological experience. The union between 

idea  and execut ion,  between emotional substance 

and formal cohesion, between expression and means 

i s  s o  complete as t o  make a n a l y s i s  well  nigh 

impossible. The human imagination r e e l s  under the  

impact of i t s  conception, i s  staggered by i ts  



realization, One must decide whether to interpret 

the work in a literary sense, or simply analyse 

it as regards technique, It is the latter path 

which this author chooses, if only to preserve 

his sanity! Consequently the concluding remarks 

of Draeseke in his interview with Eugen Segnitz 

shall be left out of the discussion: they lead 

to the realm of interpretation. 

As was mentioned in an earlier chapter, three 

men have attempted analysis of the 

. The work of Walter Engelsmm, 
in Felix Draesekes E, 
w 

could not be located by the present author. The 

section devoted to the in Hermann 

Kretzschmar% KonzertfUhrer is excellent in its 

way and a good guide for the ordinary concert-goer; 

by necessity it is superficial, but it contains 

far more insight and far fewer platitudes than the 

attempt of Erich Roeder, in which value Judgments 

are made in a manner both unscholarly and without 

perspective. The attempt of the present author may 

therefore be considered the first consequent and 

thorough analysis of the . The 
author would. also like to state that he began his 

work on Draeseke9s Third at the age of 18; 

eight years of acquaintance with it through study 



has not engendered the proverbial contempt 

which familiarity is supposed to breed; if 

anything, it has led to an even stronger 

conviction that the is one 

of the greatest musical creations of any era, 

Like the G , the begins 

with an introduction ( C major, B 414 1 0  
Its implications are much vaster than in the 

earlier work however, though there are certain 

elements which they have i n  common, One of them 

is the concept of the characteristic interval 

and the listener meets it at the very onset sf 
21a, 

the i three octave G q s  in unison. The 

ootave is Draesekeqs symbol of the tragic in 

the symphony; it appears to govern the symphony 

like some mystical, omipotent force which casts 

its forbidding presence over all four movements 

of the work, occurring primrily Just before 

the secagitulatory sections of each, Though the 

octave is the most perfect interval, it is also 

the most static and therefore not generative; 

Draeseke recognized this and has provided a 

second characteristic interval - that of the 
4th - which makes itself apparent in the main 
theme of the introduction, It will be recalled 



that the interval of the 4th was also the 

main generative element in the t 

in the it takes on an even greater 

importance, not only fathering most of the 

melodic material in the four movements, but 

standing in complete contrast to the octave - 
symbol. 1% must be considered thnt the interval 

of the 4th is exactly half the octave. Regarded 

in this way the octave is , the bth, 
. En this conception Draeseke sums 

up the strivings of the Romantic century, he 

fuses the passive and the active to prod-uce 

unity, but this unity is achieved only through 

conflict: the diversity which is at the basis 

sf the symphony as a form. In this Draeseke shows 
22 

himself to be the forerunner of Vincent DTndy 

in that composergs - No, 2 a B flat 
a work consciously formed on the principle of 

these fi , and for this writer, a work 

which represents the culminating point of French 

symphonism, There are further principles of 

contrasting elements in the , but these 
w i l l  be discussed. as they arise, 

The three octave are presented by the full 

orchestra; eaoh presentation represents an attempt 

to establish the basic tonality of the symphony and 

each attempt fails: 



Ex, 1 

A f t e r  the  t h i r d  at tempt  the  harmony d i s i n t e g r a t e s  

i n t o  a holocaust of chromatic a l t e r a t i o n s ,  s o  

t h a t  one cannot speak of a d e f i n i t e  key being 

es t ab l i shed  u n t i l  measure 21 ,  a t  the  appearance 

of the  m,in theme of the  in t roduct ion .  Out of 

t h i s  harmonic nebula t h e  v i o l i n s  wind to r tuous ly  

upward i n t o  t h e i r  h ighes t  r e g i s t e r ,  Suddenly t h e  

music i s  pass ionate ly  aglow as the  s t r i n g s  pour 

f o r t h  t h i s  soul-sear ing melody8 

Ex. 2 

The extension of t h i s  theme r e s u l t s  i n  some of 

the  most profoundly b e a u t i f u l  music of t h e  19th 

century ,  p a r t i c u l a r l y  a t  measure 14, where the  

unprepared entrance of C minor plunges the  L i s t ene r  



i n t o  a mood of in tense  pathos. Thereaf te r  t h e  

music br ightens  as t h e  modulatory sequences 

move gradual ly  c l o s e r  t o  t h e  establ ishment  of 

C major, When t h i s  occurs the  v i o l i n s  present  

a simple accompanimental f igure :  

Ex. 3 

over which the  horns and c l a r i n e t s  expose t h e  

main theme of t h e  in t roduct ion:  

Ex. 4 

This  theme i n  i t s e l f  i s  an  idee  f i x e ,  f o r  it occurs 

i n  a l l  t h e  movements except t h e  Scherzo. I t  has a 

dual  cha rac te r  however, inasmuch as it i s  sub jec t  

t o  as weli .  These two 

cons idera t ions  together  t h e r e f o r e  equal another  

manifes ta t ion  sf and a n t i - t h e s i s t  t h e  s t a t i c ,  

passive principle of - f i x e  and the  genera t ive ,  

a c t i v e  c h a r a c t e r  of t h e m t i c  The a c t u a l  



construction of the theme is of interest also: 

it begins with the interval of the 4th. but in 

the second measure the answering melodic period 

commenees with an augmented 4th: hence the main 

ingredients of the melodic structure are mutually 

antagonistic and form a polarity of their own. 

The second measure of the theme also contains 

a hint at the main idea of the approaching 

sonata-allegro, 

To extend Ex. 4 Draeseke weds ht to elements of 

Ex. 2 and the music is passed from instrument to 

instrument, prod-ucing a kaleidoscope of orchestral 

color. As the extension comes to its end the basses 

interject this little motive: 

ex. 5 

a direct relative of the main theme of the sonata- 

allegro. Via this figure the music increases in 

animation and a natural crescendo ensues unthl, 

at measure 39, the beginning of the 

(C major, 414) is announced by the full 

orchestra presentation of s 

Ex, 6 



This is another of those harmonically volatile 

themes of which Draeseke is so fond; in itself 

it is not noteworthy for melodic charm, but it 

is pregnant with developmental possibilities, 

Its rhythmic outline and the - @ tritone clash 

should be kept in mind, for both assume importance 

during the course of the symphony, 

A short period of transition, governed by the 
22a. 

scale-like motion of: 

Ex. 7 

takes over the proceedings8 the dotted rhythm of 

the third measure will also become a developmental 

figure for the first movement, though in its initial 

presentation it is too isolated to be detected, 

This transitional material is worked up to a 

crescendo, the climax of which brings the propulsive 

seeond theme : 

Ex, 8 

Particular attention should be given the fact that, 

in each instance, the melodic segments are formed 

within the gambit of a 4th. This theme is manipulated 



and combined with the dotted rhythm figure from 

Ex, 7, then conducted through C major, E m3or, 

A flat major, E flat major and finally back to 

C major, where it leads to a developmental passage 

for Ex, 6, Four measure before bar 80 the music 

reaches a climax and a soft modulatory period 

moves the tonality into B minor, where the feminine 

subject is exposed on the clarinets in thirds: 

Ex, 9 

Again we note that the melodic segments are domi- 

nated by the interval of the 4th. The strings take 

over the action of the clarinets as G major is 

established, The simplicity of their melodic utterance 

is one of the masterstrokes of thematic development: 

Ex. 20 

It is only when the clarinets return that the 

listener realizes that inversion of the first 

three notes of Ex, 9 has produced Ex, 10, The 

dialogue between clarinets and strings lasts some 

twenty measures and leads LQ an orchestral outburst 



on the  do t t ed  rhythm of Ex. 7. This l eads  the  

music i n t o  E major where a s e c t i o n  

playful ly  assembles elements from a l l  t h e  preceding 

thematic e n t i t i e s ,  The music reaches toward a 

climax, but i n s t e a d ,  the  sounds d isappear  

i n t o  t h e  extremes of t h e  o rches t ra ,  A d e l i c a t e l y  

sonorous cadence i n  E major br ings  one of the  

most memorable moments of the  exposi t ion:  

Ex, 11 

a lovely  subs id ia ry  thought presented by t h e  horns 

over t h e  s o f t  p a l p i t a t i o n s  of t h e  tympani. I t s  

second melodic element i s  b u i l t  from t h e  revkrse 

motion of Ex. '-4 from t h e  in t roduct ion ,  The 16th 

note  t u r n  is then taken up by t h e  c l a r i n e t s ,  

followed by t h e  v i o l i n s  as the  s o n o r i t i e s  of the  

orches t ra  gradual ly  f i l l  out.  A s  t h e  music reaches 

a clkmax the  sudden i n t e r j e c t i o n  of A# major 

produces an e l e c t r i f y i n g  e f f e c t ,  an  e f f e c t  which 

i s  f u r t h e r  i n t e n s i f i e d  by an equal ly  sudden caden t i a l  

f i g u r e  i n  E major: 

Ex, 12 



Mere again we have the conflict of the tritone 

and this conflict is utilized for all its worth, 

The rhythmic impetus of triplet 8th notes in the 

upper strings adds to the excitement; then comes 

a sudden cut-off and reminiscences of Ex, 11 are 

heard. A short modulatory passage leads to the 

establishment of B minor, The return of Ex, 6, 

now in beautifully lyrical guise, announces the 

development section. 

After various entries in canonic imitation, Ex. 6 

gives way to EX, 8 which is passed from one part 

of the orchestra to the other. D major brightens 

the scene as a sudden charge of tremolandi strings 

brings back Ex. 9. Ex, 6 becomes persistent and 

halts the swash of' sound, chopping at it like some 

huge axe, A series of modulations via this motive 

moves the music into F major at the double bar 

before measure 180. As the music is forced into 

C major there is a broad attempt to throw off the 

countenance of Ex, 6, The harmony enters E major 

and is met by an immediate answer in B flat major! 

almost a repetition of the passage between measures 

130 - 135, except that the cadential features of 
Ex, 12 reinstates C major, The triplet motion 

returns as well, only in D flat major and against 

the rushing motion of the strings, EX, 12 is treated 



to a huge panoply of sound. After a cadence 

into A flat major the motion begins to falter. 

The triplets of the strings become more tentative, 

the sonorities emasculated. The flutes and 

oboes grope haltingly upward as if drawn by 

some mysterious magnetic force against which 

they seem helpless. In the guise of a third 

(E flat - G ) ,  the octave-symbol loops downward 

four times, from the flutes to the violas and 

bassoons, then twists upward once. Thesis is 

countered by 9nti-thesis as the strings, supporting 

the flutes in %ow register, softly play the main 

theme of the introduction (Ex. b ) ,  Underneath, 

the cel%i pendulate back and forth on B flat-A, 

In the two measures which separate the melodic 

periods of Ex. 4, these instruments imperceptibly 

murmur Ex, 6. There is a disturbing stillness 

about the music at this point and the listener 

may have the feeling that he has unwillingly 

entered the vortex of some aural hurricane, 

Only whisps of S Q U ~ ~  can be heard: a poised A flat 

in the first violins indicates the end of the 

development section. 

The recapitulation is extensive, though not much 

longer than the exposition. A double bar and the 

elimination of accidentals return C major, as Ex. 8 

begins the procession to the movement" main climax. 



The theme is taken through various key sequences, 

with each modulation bringing a slight change 

in rhythmic emphasis, The tension is built up 

to unbearable pitch. In a glorious burst of C 

major a general fermata allows the full brass 

contingent to ring out E, against which the 

weight of the rest of the orchestra is thrown. 

This is done twice and then Ex. 8 is allowed to 

continue the motion, combining with the dotted 

rhythm of Ex, 7 and urging the music forward, 

In the woodwinds and violas Ex, 9 is heard once 

again, extended by Ex. 10: in the inner voices 

elements of Ex. 2 can be detected. On the 

rhythm b 7 b $ the music reaches a subsidiary > 2 

climax and then subsides into A major for a 

section of exceptional charm. At measure 

301 the horns return with Ex. 11 and the thread 

of melody is taken up and spun out by the strings 

until the climax of bar 321, which opens the coda. 

Fanfare interjections from the trumpets lend 

themselves to the excitement as Ex. 6 returns; 

wedded to it are thematic snatches from Exs, 7 

and 8. The passage represents one of the highpoints 

of contrapuntab manipulation in the symphony: it 

gives the impression that all the major thematic 

elements are being recapitulated within the short 



space of fifteen measures!, 

A sudden move into G flat major brings a ritartando 

for the full orchestra, then the music crashes 

back into C major - a last reference to the polarity 
of tritonal harmonic identities. From this point 

to the end the music moves with irresistible force 

to a jubilant conclusion, Ex. 6 and elements 

from Ex. 12 provide the material and this is 

colored by fanfares from trumpets and horns, With 

three unison C s s  for full orchestra the movement 

ends. 

The second movement of the 

marked Grave ( ma non -- 
one of the greatest slow movements of the 19th 

century, a form unto itself, a music of pesfectly 

controlled passion and clear direction in which 

echoes of the baroque seem to return from the 

hyper-romantic strains which are given forth 

throughout the measured pulse which permeates 

the section, 

If one excludes the introduction then the first 

movement impresses as generally ha,ppy, with a healthy, 

exapnsive quality expressing optimism and enthusiasm 

for life. This extrovert qua,lity is lacking in the 

second movement, for here Draeseke exposes his inner- 

most thoughts, The music rises from the deepest 

tones of despair and moves to the sublimely elegiac, 



climaxing to a monumental outpouring of heroic 

force before it is at last shattered by the 

hammer blows of the octave-symbol, No listener 

can fail to be moved by the music and no musician 

can fail to be impressed by the brilliant techique  

with which the movement is constructed, 

The begins in clear A minor, almost in the 
23 

manner of a sarabanae as Wermann Kretzschmr has 

correctly observed: the trombones intone the A minor 

triad and in the next measure are answered by the 

horns, olarinets, bassoons with the cortege-like 

motive: 

This theme is built on the rhythm of Ex, 6 from 

the first movement, changed only by the proportions 

demanded by the 3/2 meter. In subsequent repetitions 

the only alteration is that of the duplet 8th notes 

into triplets. The A minor triad is given out again 

and is answered by Ex, 4, the idee fixe of the 

symphony, Again the doleful tones of the trombones 

and then Ex. 4 is metamorphosed into the following 

thematic segment, which Draeseke himself character- 

izes as the second theme of the 2 



Ex. 14 

The opening measures a r e  then repeated i n  l a r g e r  

s o n o r i t i e s ,  with the  broken chords of the  v i o l i n s  

l a sh ing  a t  t h e  music and imparting a tone of deep 

pathos. A s h o r t  modulatory passage l e a d s  t o  the  

sharp  i n t e r j e c t i o n s  of:  
2 3a 

a n  harmonically unstable  motive which p lays  a 

v i t a l  p a r t  i n  t h e  c e n t r a l  climax of the  movement. 

Af ter  another  shor t  modulatory passage Ex, 15 

i s  again  repeated and the  music moves t o  a n  

except ional ly  curious C major - F minor where the  

orches t ra  p resen t s  the  opening once aga in ,  now 

i n  portentous s o n o r i t i e s  which r i s e  t o  a scream 

of t e r r o r  from t h e  high woodwinds. Their  outory 

i s  answered by the  poignant C# minor guise  of 

Ex. 4, The e n t i r e  passage i s  repeated ,  though 

t h i s  time Lhe agonized c ry  of t h e  woodwinds is  

soothed by Ex. 4 i n  D major. The music modulates 

a number of measures u n t i l  a t  bar  50, t h e  woodwinds 

br ing  a h i n t  of the  octave-symbol; i t  cannot make 



its presence felt however, for the strings wind 

their way into F major, as if trying to flee 

from the power of that motive. 

An entirely new section ensues. The opening clarinet 

melody: 

ax. 16 

is a supremely beautiful lyrical achievement, It 

is based on Ex, 6, the opening gambit of which is 

expanded to a 6th; the second half of the melody 

may be traced to Ex, 2 of the Sntroduction, Ex. 16 

is passed among the instruments and embroidered 

with some of the most magnificent counterpoint 

in symphonic writing. The new section is encountered 

like some vast, sunlit valley. Ex, 16 is spun out 

and extended with effortless Lyrical endeavor, 

Chromatic tones begin to enter and the melodic 

expansion begins to acquire a yearning, longing 

quality, The strings climb to the heights, bringing 

the music to an unforgettable climax of impassioned 

lyricism. The wave of sound begins to subside, but 

almost immediately a general crescendo sets in. 



With terrifying grandeur the full orchestra crashes 

down upon the listener, A minor returns3 over a 

walking bass Exs, 13, 4, and 14 are united in an 

irresistible procession as Ex,  15 battles furiously 

to maintain its presence, The pitching, writhing 

conflict continues until the high strings and 

woodwinds cut through the din with their tortured 

outcry of Ex. 4. Just as the music is about to 

subside Ex. 15 slasbs out like a brutal, intimidating 

whip; from the lower strings comes 32nd note backlash, 

The brass tries to modulate, but the passage with 

Ex, 15 is repeated, Again the music attempts to 

move away from the cruel oppression and. this time 

it succeeds, with another sonorous outburst for 

Ex. 13# answered by a weakened version of Ex, 15, 

Ex, 14 is heard in the flutes and the music takes 

on a thin, bleak quality, Little solos with Ex,  15 

maintain the only motion; there is a sinister, 

Mahler-like tone as the music approaches a standstill, 

Slowly the sounds begin to rally themselves as the 

orchestral sonorities fill out and the harmonies 

take on a restless modulatory aura. As if pulled 

towards some unknown goal a general orchestral 

crescendo gropes chromatically upward. Under the 

impetus of 32nd note interjections the music is 

pushed to the limits of t he  orchestra, Just as the 



listener expects a new climax, the orchestra 

cuts off with a shattering E. In rigid quarter 

note pattern the octave-symbol falls from the 

heights and tries to rise. Three Limes this occurs, 

each time with diminishing vigor. Finally the 

mournful tones of the trombones rescue the music 

and there 1s a final outburst of EX. 13: in the 

trumpets Ex, I5 takes on a menacing guise as it 

is transformed into a fanfare, quite proleptic of 

Mahler. The music seems bound to A minor, but in 

the concluding measures the strings bring in the 

C# of the relative major. In tranquil resignation 

the movement ends, 

Before proceeding to the Scherzo, a word concernin A 
the form of the Is necessary. Erich Boeder 

25 
considers the movement a chaeonne; Bermann Kretzschmar 

has decided that it is a passacaglia. Although it 

has characteristics of both those related forms, 

the movement is neither. True, these is a recoanizable - 
Zfia 

I' ;I:, 
,ground bas8 in Ex, 131, but extensive variation is / , 

not the principle on which the is based, 

Furthermore, the extensive lyrical section preceding 

the central climax would alter any consideration of 

a strict form, The idea of statement and answer which 

permeates the movement leads this writer to consider 

the form of the movement as a huge, distended pavane 



C major returns for the Scherzo ( , molto 
vivace, 3/4),  The main theme: 

EX. 17 

or sarabande, These suggestions are made only 

for lack of better characterization, since it 

seems that Draeseke has actually invented an 

entirely new form for his !%ith that we ) 

r I ,  u 
6 

1 ,  
shall view the question as settled. 

i .  

is derived from Ex, 8 in its first half, while 

the second half' may be traced to Ex, 12, It is 

buoyant and uncomplicated and characterizes the 

general tone of the Scherzo, The development of 

this material is maintained by very subtle 

manipulatory measures however, and at first 

hearing the theme does not impress, As one becomes 

more nccustomed to the rhythmic shifts and quick 

harmonic changes the material becomes more 

memorable. After Ex. 17 has been passed through 

a number of keys, the accents in the rhythm switch 

from the first beat to the second and the two 



two versions of the theme are played off against 

one another. A short flute cadence at measure 

35 leads to the presentation of the second theme: 

EX, l a  

an unendliche Melodie which demonstrates that 

harmonic volatility so typical of Draesekefs 

thematic construction, There is both joy and 

lament in the melody and lends itself perfectly 

for development with the more pixy-like main 

motive. The theme is passed from the middle 

reg1 ster of the celli to the high violins, At 

bar 70 it stops suddenly and Ex, 17 takes over 

and leads to a climax which brings the obligatory 

repeat of the Scherzoqs exposition. In the second 

half of the Scherzo proper the music simply goes 

its merry way, rarely disturbed. Occasionally 

the trumpets interject the rhythm 

Ex, 7 of the first movement, No detailed analysis 

is necessary however, though attention should be 



called to the measures between 185 and 217, where 

Ex. 18 returns in the most gorgeous sonorities. 

At the end of that themeqs double statement the 

music cuts off sharply and Draeseke presents the 

listener with the disturbing tritonal conflict 

which has occurred in both the preceding movements: 

over a pedal of the tympani, the celli and basses 

rumble on a tremolando until the elements of 

Ex. 17 return and move the music onward to the 

climax in C major with which the Scherzo proper 

closes. 

The Trio is the heart of the third movement. After 

some softly pulsating chords which establish the 

D flat major tonality of the section, the clarinets 

and bassoons expose the charming folklike main 

theme : 

Ex. 19 

The material could come from any number of preceding 

thematic segments, with Ex. b providing the general 



outlines for the first half; the second half 

seems to be based on Ex, a6 from the middle 

section of the , The little rhythmic 

figure: 

Ex, 20 

which accompanies in the inner voices is barely 

perceptible; despite its subservient position 

it nevertheless plays an important role in tho 

approaching climax and may be considered as a 

counter theme to the main melody, Ex, 19 is 

presented some six times, with each repetition 

bringing a new little twist, After this has been 

stated in A minor the music moves back to D flat 

major and a general crescendo ensues. The accent 

on the second beak of each measure builds the 

music to ever increasing tension. At measure 

365 a rallentando tries to hold back the 

accumulating energy, but it cannot: with the 

force of a mighty wave the music breaks forth 

as the brass present Ex, 19 in all Its glory; 

the rest of the orchestra sweeps along in grandly 

sonorous accompaniment. When the brass have 

finished with Ex. 19 the accents in the high 

strings move to the third beat of the measure, 



As the music starts to decrescendo, Ex, 20 

comes in on the brass to rock the music to 

the playful denouement, The sounds become thinner 

and thinner until only the tapping of the 

tympani can be heard, Modulations in the strings 

push hesitantly forward, reaching for G major. 

Where is the octave-symbol in this movement, 

one may ask? The answer is: in the last pizzicato 

G% which fall from t h e  violina to the basses, E, 

Acting as dominants they lead directly to the 

C major pizzicato chord which opens the repetition 

of the Scherzo proper and the conclusion of the 

movement, 

The Finale of the has no set 
26 

form in the usual symphonic sense, Erich Roeder 

calls the Finale a Grossrondo and it would have 

been nice if he had defined what was meant, since 

tho term does not characterfze anything. Heratnn 
27 

Kretzschmar showed considerable wisdom in his 

appraisal of the Finale: 

Im ganzen ist dieses Finale der 
eine der fflrs Verstandni 

sten lnstrumentalkomposi.t;ionene die es gibt, 
Die Schwierigkeiten liegen efnmal in dem 
Aufbau, der kefnem der gewohnten ModeEle, 
etwa dem der Sonate oder dem des Rondo folgt, 
sondarn seine Ueberfracht von Themen ohne 
RUcksicht auf Uebersichtlichkeit so aufladet, 
wie es die leider verschwiegenen dichterischen 



Absichten mit sich brachten, Zum anderen 
liegen sie in dem eigentamlichen Stil 
Draesekes, der $em Hauptgedanken in der 
Regel wenigstens einen Nebengedanken, 
meistens aber mehrere beizufagen pflegt, 
Was der Komponist mat sefnem Schluss- 
satz will, ergibt sich aus dem vorher- 
gehenden, 

Though Kretzschmar does not commit himself to 

stating any form, he nevertheless characterizes 

the Finale in a better way than Erich Roeder, 

Kretzschmar" only fault is that he does not go 

far enough: nowhere does he realize the unity of 

the work. The concept of thesis and 

the polarity of the octave-symbol and the idee 

fixe, the use of thematic metamorphosis and the 
7 

position of the Finale as the point of su 

elude him as much as they elude Erich Roeder. 

Instead, Kretzschmar throws himself on the rather 

naive excuse that the composer has held back 

necessary programmatic ideas. There may well have 

been some kind of program in Braeseke's mind during 

the construction of' the Finale; if so, it will 

remain an eternal enigma, The listener does not 

have to have a program to understand the Finale 

of the , any more than he needs 
one for Bruckner"s , which is 

contemporary with Draeseke" work and. whose Finale 

is constructed along practically the identical 
, 
I 

lines, Drweseke, like Bsuckner, allows his Finale j \I \ ' , A  

1 2 , )  ; ;,;I, 

i '  , 
x $$,4 



t o  bu i ld  i t s  own form: a number of s e c t i o n s  

growing out of one ano the r  and s o  proport ioned 

t h a t  %hers  i s  a gradua l  s t agge r ing  of ideas .  

With Draeseke t h e  peak o f  the  movement i s  

reached i n  tho  themat ic  summary; wi th  Bruckner 

t h e  themat ic  summary i s  both t h e  climax and 

t h e  conclusion of t h e  work, Draeseke has  a 

deeper  philosophical conception however, f o r  

he br ings  t h e  movement t o  a c l o s e  wi th  a n  

ex tens ive  coda which i s  a c t u a l l y  a gargantuan 

expansion of t h e  symphonyos i n t r o d u c t i o n ,  t hus  

ach iev ing  t o t a l  u n i t y ,  what could be c a l l e d  

Kseisform, I n  t h i s ,  Draeseke i s  unique. 

The F ina l e  begins  with  t h e  fol lowing rhythmical ly  

charged motive,  b u i l t  e n t i r e l y  on t h e  c h a r a c t e r i s t i c  

i n t e r v a l  of t h e  4 th :  

Ex. 

From i t s  p r e s e n t a t i o n  on t h e  basses  and c e l l % ,  t h e  

motive l e a d s  t o  a n o t h e r  themat ic  f ragment ,  one which 

recurs c o n s t a n t l y  throughout t h e  movement and which 

l i n k s  much of t h e  more important  themat ic  mater ia l8  

Ex. 22 



The 6 / 8  meter becomes l e s s  p e r c e p t i b l e  as t h e  

main marking, - con -9 b r i o  changes t o  

Andante con moto. I n  t h e  v i o l a s  and f l u t e s  we 

h e a r  t h e  f i r s t  h a l f  of t h e  symphony's i dee  

w i th  t h e  opening t o n a l i t y  of C minor now 

a l t e r e d  t o  E f l a t  major. Exs. 2 1  and 22 reappear  

f o r  a moment and then  t h e  second h a l f  of Ex, b 

i s  presen ted .  The s t r i n g s  a r e  urged t o  t h e i r  

extreme r e g i s t e r s  u n t i l  t h e  v i o l i n s  s e t t l e  on 

t h e  sub-dominant 7 t h  of C minor, The high s o n o r i t i e s  

d i s appea r  and a11 t h a t  remains a r e  t h e  tsemolandi 

of t h e  c e l l i  and bases on t h e  t one  F#. Since t h i s  

tone  l e a d s  d i r e c t l y  i n t o  C minor we may a c c e p t  t h e  

passage as  a r e i t e r a t i o n  of t h e  c o n f l i c t i n g  t r i t o n a l  

e lements  which have appeared i n  each movement. 

A - r e t u r n s ,  c l o s i n g  t h i s  s h o r t  i n t r o d u c t o r y  

s e c t i o n .  

The f i r s t  a c t  of t h e  F i n n l e 9 s  drama begins  as t h e  

v i o l i n s  g ive  out  t h e  main theme% 

Ex. 2 3  

Ex. 2 1  binda it t o  t h e  f i r s t  s u b s i d i a r y  theme: 



whose chromatic sequences may be traced to the 

brass accompaniment of Ex. 20 in the Trio of 

the foregoing movement, The triplet motion of 

the strings carries the music through a number 

of transitional measures until EX, 24 returns, 

fragmentized and passed from instrument to 

instrument. Ex. 24 is likewise repeated, first 

by the flutes and then in unison with the first 

violins, The triplet motion begins to subside 

toward measure 140, At 142 the indication, 

%"istesso , brings a new section in E flat 

major (2/4) in which a lyrical feminine subject: 

Ex, 25 

is exposed and developed into an unendliche Melodie. 



The extension of Ex, 25 is one of the finest 

pieces of lyrical evolution in kll music, with 

instrumentation changes playing as much a role 

as the actual metamorphosis. The theme itself 

comes from an inversion of Ex. 16 of the ; 

this is made evident when the melodic sequences 

reach their climax in: 

One could say that this entire section 1s parallel 

to the lyrical perlod in the second movement, As 

the melodic development of this 2/4 section comes 

to an end, the harmonies grope forward until the 

tritsne clash of E flat- A natural between celli 

and tympani leads to the return of the movementfs 

main tempo. What ensues is akin to a development 

section, but the tonality remains E flat major and 

the brighter quality of the major mode changes the 

character of the already exposed thematic elements. 

Ex, 22 commences the action and is answered by the 

horns chortling Ex, 21. A fragment of Ex, 23: 

EX. 27 



then takes  over and i s  given extensive development, 

passed around the  o rches t ra  and p layfu l ly  

decorated and. e laborated.  The descent  of the  

v i o l i n s  from t h e i r  h ighes t  r e g i s t e r  a t  bar  256 

c r e a t e s  a  heady motion which sweeps t h e  l i s t e n e r  

through a s e r i e s  of stunning modulations u n t i l  

Ex. 27 i s  reca l l ed .  The cont inual  t r i p l e t  8 t h  

note  motion becomes impregnated with d i s t u r b i n g  

chromatic elements and with a huge t h r u s t ,  t he  

music is  pushed i n t o  C minor where Exs. 23 and 24 

a r e  given f u l l  o r c h e s t r a l  presenta t ion .  The musio 

e rup t s  with t h e  vehemence of a volcano: as Ex. 23 

f i n i s h e s  t h e  trombones and t u b  pound out Ex. 21; 

Ex. 24 i s  shot  upward i n  t h e  v i s l l n s  and woodwinds 

as the  horns menacingly emphasize the  counterpoint :  

Ex. 28 

The whole orchestra  p i l e s  i n t o  t h e  frenzy f o r  a 

r e p e t i t i o n  of the  passage; f o r  a moment t h e  music 

seams t o  want t o  hold back, but the  t r i p l e t  8 t h  

notes  push chromatical ly  higher  and higher  u n t i l ,  

a t  measure 335, the  music b u r s t s  the  b a r r i e r s  of 

t h e  development s e c t i o n  and t h e  horns b l a r e  f o r t h :  



Ex. 29 

With t h i s  theme the  second a c t  of the  Fina le  

begins. 

The t r i p l e t  motion of t h e  preceding s e c t i o n  is 

re ta ined  t o  keep the  motion flowing, but over 

t h i s  Ex. 29 - which i s  an a l t e r e d  vers ion  of 

Ex. 14 from t h e  - i s  t r e a t e d  canonioally.  

A f t e r  i ts  statement by trumpet and oboe the  lower 

s t r i n g s  take it up i n  diminution, Both vers ions  

a r e  u t i l i z e d  a g a i n s t  themselves s o  t h a t  a double 

canon r e s u l t s .  A s  t he  s t e r n  q u a l i t y  of minor 

t o n a l i t i e s  a r e  superceded by the  diminished form 

of Ex. 29 i n  F major the  canonie sec t ion  begins 

t o  d i s i n t e g r a t e .  A sudden chromatic sweep downward 

throughout t h e  orchestra  a c t s  l i k e  a huge suc t ion:  

the  l i s t e n e r  i s  ba f f l ed  by t h e  music and wonders 

what i s  happening, Suddenly t h e  modulations bob 

buoyantly upward and. as a 2/4 meter i s  e f f e c t e d ,  

the  s t r i n g s  q u i e t l y  present  t h i s  melody of sublimely 

simple tenderness:  

EX* 30 



As the melody is extended the music begins to 

decrease in power; then, with a single upward 

stroke, Ex. 30 fa sung forth throughout the 

orchestra, casting its radiance and showering 

the listener with its joyful, manly tones, 

This section in A flat is ended by the return 

of Ex. 21. The theme is in no way as aggressive 

as it has been, and it simply provides transition 

to the return of Ex, 27. What folEows are among 

the most imaginatively delicate pages in Draesekeqs 

orchestral writing, Ex. 21 disappears into the 

distance and as Ex. 27 is tootled from the woodwinds, 

a gentle pizzicato accompaniment charms the listener. 

With a masterstroke of orchestration the accompanying 

strings make their presence felt wlth the delicious 

trilling figure: 

Ex. 31 

The section comes to a concluslon as elements of 

the minor mode intrude. The triplets QS the strings 

move ever upward to a cut-off. Eika some snarling 

monster the tone F# growls from the lower instruments 

of the orchestra, Three times the music tries to 

escape the grasp of this tone, each time failing, 



~ o l o s s ~ l  climax. Two measures Eater the listener 

is startled by the FPF proclamation of Ex. 19 

on the horns and this carries the thematic summation 

to a period of denouement. 6 %  should be stated 

however that Exs, 9, 6 and 14 are obviously present 

during the general dee~escendo, A chromatic rush 

from the strings moves the music to a new wave of 

sound, which is broken off while the woodwinds are 

still playing Ex. 24, Out of the depths rises this 

magnificent melody8 

which brings the listener into the world of Strauss" 

Rosenkavalier, In vast lyrical gestures the strings 

pour forth melody after melody, but each sequence 

is clearly based on the contours of Ex, 2 from the 

first movement" introduetisn. Just as the listener 

believes the invention of the composer to be 

exhausted, Ex, 21 returns and in an movement 

builds the music to an  ear-splitting dissonance: 

G-C-€3 flat-F#-B flat. The music shakes at Its 

foundations. Five times the music attempts to find 

some direction as it crescendos from to FFF poised 

on this dissonance. At the East attempt, two orchestral 

chords stagger forward, With a single terrifying 



A compromise i s  reached a t  bar  343 where a 

t e n t a t i v e  G major takes  over the  proceedings, 

Hal t ingly the  s t r i n g s  br ing back reminiscences 

of Ex, 25, but f i n a l l y  the  t r i p l e t  8 t h  no tes  

a r e  a l l  t h a t  keep the  music together ,  A t  measure 

375 C minor r e t u r n s  and the  s tage  i s  s e t  f o r  

the  f i n a l  a c t  of the  drama, 

A s  C minor becomes d is turbed  by chromatic elements 

the  g r e a t  thematic summary begins,  Like the  s t i n g  

of an  adder t h e  v i o l i n s  and f l u t e s  s p i t  out Ex, 6 

from the  f i r s t  movement; underneath, Ex. 22 provides 

the  aceompanirnent, A s  these  two motives a r e  worked 

a g a i n s t  themselves the  trumpets a t  measure 588 

intone the  main theme of the  ( E x ,  1 3 ) ;  as 

t h i s  comes t o  i t s  concLusion the  woodwinds br ing i n  

the  second theme of the  sonata-al legro ( E x ,  9 )  and 

i s  given a f a l s e  imi ta t ion  by the  horns i n  high 

t e s s i t u r a ,  The t r i p l e t s  l a s h  the  music t o  fever  

p i t c h  as the  brass  and woodwinds combine t o  r e c a l l  

t h e  second theme of the  Adagio (Ex. 14) while Ex. 6 

i s  used a g a i n s t  i t s e l f  i n  canonle i m i t a t i o n  through- 

out the  s t r i n g  obnt ingant ,  Suddenly the  theme of 

the  Tr io  can be heard i n  the  inner  vs lees  (Ex ,  2 9 ) .  

A l l  the  aforementioned thematic elements come a g a i n s t  

one another  a t  t h e  same time: with a t i t a n i c  seream 

t h e  trumpets br ing  the  thematic summary to i t s  



crash the cymbals shatter the music into 

thundering fragments, After this blinding 

flash the sounds of empty, crushing octaves 

come cascading throughout the orchestra. The 

octave-symbol casts its omnipotent presence 

over the Finale, Under the weight of the 

octave G @ s  the heavy brass bring back the 

chords of Ex.1, The has 

come full circle: the prolog returns as 

flaming epilog. With perfect control Uraeseke 

brings back all the elements of the introduction, 

but changed by the pounding triplet motion 

which has permeated the entire Finale, With a 

reminiscence of Ex, 22 the strings attempt to 

escape the ho2ocaust; four times this is 

attempted and suddenly the tonality of F# minor 

is established, With tortured intensity the 

violins climb to the utmost extremes where 

the music remains poised for a few breathtaking 

moments, With a single moduLa,tion C minor is 

reinstated and out of the woodwinds comes the 

beautiful, absolving tones of Ex. 2, Its glorious 

longeurs calm the listener with profound pathos 

as the music ~radually sinks to nothingness. 

A short 4./4 passage at bar 799 leads to the 



establishment of C major and the return of 

the accompanimental figure of Ex, 3. For the 

last time Ex. 4, the f i x e  is heard, A 

short melodic extension establishes a East 

calm as the slowly expanding sonorities reach 

to the limits of the orchestra. In a coda of 

ethereal tones, the concludes. 

The represents the pinnacle of 

Braeseke" seareer as symphonist, All the struggles 

with problems of diversity within unity in 

cEassicaE symphonic form find so%ution here, 

The direction which the composes entered with 

the sf 1856 and which led to the 

f orrnal speculcatisrls in t h e  

ends with the 

that the work may be regarded as the sumat%on 

of the composer" symphonic efforts, But the 

is not important merely as a 

milestone in Draeseke's career:  it may also be 

seen to be the culminating point of Romantic 

aymphonism. In it are  to be found all the principles 

of organization which exoited the imagination 0% 

composers from Berlioz to Bruchner, and manipulated 

with such consummate mastery that no other symphony 

of the time (and few thereafter) can stand in 



comparison, 

In the analysis of the it has 

been pointed out that Draeseke works with 

principles of polarity, of thesis and 

The conflict of these elements brings to the 

symphony the necessary diversity required by 

symphonic thinking. We have noted polarity in 

the thematic materials, the harmonic structure 

and the movemental outline, Encompassing these 

diverse elements are principles of unity: the 

use of the octave-symbol in all the movements, 

the recurrence of an antithetical idee fixe, 

the concept of the characteristic interval and 

the principle of thematic metamorphosis, To these 

may be added the important section of the Finale 

in which the major thematic entities of all the 

movements are recapitulated in one mammoth 

contrapuntal summation, while the return of the 

symphony" introduction as coda-epilog brings 

the work full circle. 

The is, of course, cyclic: all 

its principles of construction show this8 but 

Draeseke has gone one step farther than such of 

his contemporaries as Bruckner, Saint-Saens or 

Cesar Franck: his symphony has a new form, what 

this writer terms Kre%sform, wherein the develop- 



mental processes not only lead to a re~ta~tement 

of materials from movement to movement, but bring 

the entire symphonic ideal through a course of 

events which unites beginning with end. St would 

not be difficult to imagine the 

comrnenoing once again, exactly where it concludes.! 
i 

Much attention has been given to the technical 

achievements of the ; this has 

been so because they are tangible and can be 

objectively described. They are only a part of 

the greatness of the work however, for the technical 

means in any work of art are worth no more than 

the emotional results which they engender, no 

matter what the style, no matter what the era. 

The total spiritual experience is a combination 

of both, the balance with which they have been 

juxtaposed. By all aesthetic considerations the 

is a masterpiece. No listener 

who takes the time to acquaint himself with the 

work will ever turn away from it, any more than 

he would turn away from the greatest symphonies 

of Mozart, Haydn, Beethoven, Schubert, Schumann, 

Brahms, Tchaikovsky, Bruckner or Mahler. The 

represents an unique artistic 

experience, but until the time and conditions arise 



where a large international audkence can make 

its acquaintanoe, it will remain, as it has since 

its completion, the curiosity of a Nebenmeister. 

To this, the present author can only shake his 

head and utter: sad. 



SYMPHONY No. b In E MINOR 

( "Symphonia Comica" - 1912) 

The Comica is not only Draeseke's last 

symphony, it is also his last complete work in 

extended form. Between its composition and that 

of the a quarter century earlier, 

tho composer had turned his energies to other 

musical genres: most of the large chamber music 

works, the Grand Mass @ minor* the operas 

Bertran & Born and Merlin, and the oratorios 

of the great Christus . Draesske had 
considered the his final comment 

on symphonic form; for all practical purposes it 

was, for the Comica does not offer 

anything shatteringly new. The position of the 

work in Draeseke's career is that of a last 

testament. After the exertions of producing the 

, the two operas mentioned above, and 
certainly the gargantuan task of all 

Braeseke could show for his efforts were a few 

honorary titles and the respect, if neither the 

attention nor interest of his fellow musicians. 

He was a bitterly disappointed man in the years 

before his death and if, in the last two years 

of his life he was able to find some reconciliation, 



it was a peace disturbed by the awareness of 

neglect. Draeseke did not become a misanthrope 

however; instead, he turned to where all artists 

must eventually turn to find strength, to himself, 

In the middle of June, 1912, Draeseke wrote to 

his friend and protagonist, the young choral 

conductor, Bruno Kittel: 28 

In Deutsohland Musiker zu ssin, gehbrt 
einem Kapitel an, das in der Danteschen 
Hblle fehlt. Aber den Humor habe ich mir 
nicht verderben lassen, wie mein neuestes 
Opus beweist . 

The humor to which Draeseke alludes has become 

a central problem in the consideration of the 

Comica: in the margins of his manuscript 

the composer has made little references to an 

occurrence of the preceding summer. A nephew 

had visited Draeseke and his wife and one afternoon 

decided to amuse himself by swatting flies, Draeseke 

recalled the occasion while working on the Comicaqs 

slow movement and decided to use it as the basis 

for the aection, A realistic 

the movement. A s  a result the entire 

Comica has come to be regarded as a programm 

symphony which, except for the slow movement, it 

isn?. The two sources for information concerning 

Draeseke9s , Erich Roeder8s biography 29 

and the section on Draeseke in Johannes Reichelt@s 



memoires , Erlebte ~ostbarkeiten?%ave done much 
to promote this misunderstanding. In actual fact 

the Comica is most classically 

conceived of Draeseke9s symphonies. It is not 

of the second movement which 

Comica its humor - although 
a maas audience could never be convinced otherwise - 
but the composer's personal ironic motivations. 

In 1906 Draeseke published a testy rebuke of 

modern musical trends as exemplified in Richard 

Strausst Salome. Die Konfusion in der Musik made / ' ' { t  
,/i 

Draeseke a target fox the avant-garde. Since 

Draeseke was not protected by wide public recognition, 

and since he had been forced to earn his living 
I ' ?' 

as r pedagogue (a sure sign of ill-successl~ the I 
I 

,i I 

younger generation saw in him fair game fox attack. 

He was denounced, sometimes moat cruelly, with 

possibly the nastiest rebuttal coming from Max 
31 

Beger. Die Konfusion 2 _der IvIusik became Draaseke's 

most famous opus overnight; men who had never 

examined a note of' his music made him the personi- 

fication of a11 that was pedantic and uninspired. 

Draeseke himself was aware of the situation - and 
it continued until well after his death - but he 
neither retracted his statements nor altered his 

position. Instead, he gave vent to his reactions 

in musical. form: the Comica . 



Draeseke was much responsible for the attention 

given tho programmntic aspect of his symphony. 

Perhaps this waa conscious, as oamouflage for 

other intentions, There is something suspicious 

about the , a slyly implied irony 

which can be interpreted as a reference to the 

attacks of the little pests who made Draeseke's 

professional life so uncomfortable. 

In the Comica there Is a hint that 

Draeseke once again took a stand in opposition 

to Strauasia,n ideals, by parodying another of 

Stxausst works, the Domestics - this, 
one may conclude, from the "domestic" incident 

of the , Likewise, by making the 

Comicn the most classically oriented symphony 

in his output, Draeseke demonstrated both his own 

position (we must recall that, despite his allegiances 

to Wagner and Liszt, Draeseke never disavowed 

classical procedures, on1.y modified them as did 

Bruclcner) and his objection to the Strauss of 

the Domestics. 

The composition of the Cornl.cn extended 

over a period of six months, from March to Auguat 

of 1912, The first movement was complete as early 

as April 8th; the others were completed during the 

summer: the third movement on July 25th, the second 

on August 8th. and the Finale on August 22nd. 



Draeseke did not live to hear the work premiered: 

it was given for the first time by the Bresdener 

Stadtkapelle under Hermann Kutzschbach a year 

after Draeseke's death, on February 6th, 1914, 

As far as can be ascertained, it has been given 

only twice since then, the last time in the fall 

of 1925. Except for the of 1856, 

the Comica is the least known of Draeseke's 

five, It has never been published and acquaintance 

with it can be made only by way of microfilm or 

photostat. The autograph eopy is preserved in 

the manuscript archives of the Dresden Stadtbibliothek. 

The clear-cut classical form of the 

Comica makes detailea analysis unnecessary, The 
! $ * I  

choice of key - E minor - is perplkxing only if 
one dismisses the element,of irony. The 

i 

possesses an equally strjnge key signature, 

C major, and there is little doubt that the Third 

and Fourth were meant to form a polarity, 

The orchestra utilized in the Comica is no larger 

than that of its predecessor, though it must be 

mentioned that the brass are handled in a way 

which Draeseke would not have attempted 25 years 

earlier. 

The first movement begins , in 2/4. 



This is the first time in his symphonies that 

Draeseke uses German expressions for the headings 

of his movements, The key of E minor is established 

immediately by two introductory chords; these 

are followed by the movement's main theme: 

Ex, 1 

a sequence characterized by its uneven 3 4- 3 

formula. This unevenness is filled out one measure 

l a . t e r  by Ex, 2, a little rhythmio turn which could 

very easily have been attached to Ex, 1: 

Ex. 

but which is at first left to itself, Ex, 2 is 

later united with Ex, 1 to produce the customary 

eight bar thematic structure. Therein lies a touch 

of humor, one which amounts to self-parody: as 

may have been observed in Draeseke" other symphonies 

the composer is fond of creating thematic groups 
I 

divided into two 4 measure entities; these are 

then utilized freely, often combining with segments 

from other themes, Draeseke does this here as well, 

except that the parts are unequal, Despite the humor 



apparent in the thematic structure, the music 

does not sound particularly jovial. The E minor 

tonality imparts a frowning quality and the nervous 

movement of the strings sounds sinister, but this 

is all part of the comedy, The repetition of 

Exs, 1 and 2 comes too early; after the full 

orchestral presentation the music suddenly stops, 

then moves into B minor-major. The strings sigh 

back and forth with: 

The grace note in the material is the only "humorous" 

effect and it is this which the flute picks up to 

carry the material forward. The tail end of the 

flute" solo is then taken up by the strings and 

the result is: 

Ex. 4 

the lyrical feminine subjeot, Exs, 1 and. 2 return 

and the listener is plunged into a whirlpool of 

sound. At the second statement of these thematic 

elements, the E minor home tona.lity is restored. 

There is a final statement of themes oulminating 

in a general helter-skelter, to which the tympani 



add some raucous pounding, A sudden end to the 

proceedings and the basses take over with a 

two measure transition. On page 7 of the manuscript 

a double bar and the elimination of aocidentals 

indicate the end of the exposition. 

The development section begins with a little joke: 

instead of the A minor toward which the music seemed 

to be moving, the entrance of that key is delayed 

by the resistant sounds of E minor which slip over 

from the preceding part. A two bar hold of the tone 

C in the celli protests the retention of E minor 

and then the music moves on its predestined course 

through A minor, A full orchestra cresoendo in D 

minor is followed by a denouement, with a pull 

toward E minor. The music then passes through C 

minor and C minor at the height of the development, 

where little fanfares from the brass give decided 

emphasis to the interplay of the main themes. The 

canonic play subsides into the more lyrical outpouring 

of Ex, 4 in A minor, then C major, The music grows 

in intensity until, on page 13, A flat major is 

introduced and an expanded version of EX, 2 is 

presented. A 16th note motion surges through the 

orchestra; via E flat major the music modulates 

back to E minor; a defiant outburst for full orchestra 

brings the development section to a close. 

The recapitulation is extensive, but not longer than 



the preceding sections. The basic thematic elements 

return according to the sequence of the exposition, 

though often accompanied by each other and in 

greater orchestral sonorities. At the beginning of 

the recapitulation the brass bring in Ex. 1 in 

retrograde motion and from then on, it's each 

orchestra section for itself. The contrapuntal 

manipulation of the material hardens into sharp, 

forward marching chordal entities around page 20. 

There follows the coda? after the main themes have 

once again been presented, the chordal sounds 

return and the movement comes to a swift, thrilling 

conclusion. 

The slow movement, 9 ( 3/4) , stands 
mostly in the tonality of C major. It carries the 

notorious program of the which seems 

to have become the Comica's chief claim for 

attention. Despite the programmatic overtones, the 
32% I ' 

movement is a, strict formal entity, a, rondo/, with I i 1 %  

the simple pattern A-B-C-A-C-B-A at its basis, to 

which a little closing music is tacked on as coda. 

The entire movement is barely 10 pages of manuscript 

and, with the swatting and battling attaining a 

fairly brisk tempo, cannot last longer than 5-6 

minutes. 

The movement begins with a long, drawn out melody 



for the violins : 

EX, 5 

which begins to shift toward G minor before 

settling comfortably in the home key. The concertante 

solo violin adds this disturbing little figure: 

Ex. 

which Draeseke himself has labeled e 

Several little slaps frorn the woodwind bring back 

C major. At the double bar the music modulates into 

F major, the meter changes to 9 / 8 ,  the tempo indication 

becomes - und lebhaft and the following theme 

is introduoed: 

This is the motive of the nephew or, as Draeseke prefers 

to call it, the Enkelmotive, This is followed by a 

whomping, stamping fragment for the trombones and 



tub, : 

Ex, 8 

which Roedcr recognizes as the Xlatschenmotiv, 

A new section is built on this material, wherein 

we recognize Exs. 6,7 and 8 struggling against each 

other. According to the program, this is part of 

the , The aura of the movement"s C 

major opening interevenes momentarily and then the 

hurly-burly chase resumes with Ex. 7 triumphant. 

The solo violin hops around like the wounded insect 

it is imitating and finally spirals out of the music. 

With this the 9/8.section closes and the C major 

opening returns once again. Ex. 6 returns momentarily, 

in a somewhat lame manner, The orchestra makes a 

final grab for it and the little pest is eliminated, 

The movement ends as it began, with comfort and 

peaceful satisfaction, 

The Scherzo which folLows, , flott (6/8)  

is, for this writer, one of the best movements 

of its kind from any composer. It reaches back to 

the freshness and spontaneity of the Scherzo in 

Draeseke's 5 (though this one does 



have R Trio) and certainly outstrips its predecessor 

for surprising, charming little turns, Roeder 

believed to have found a programmatic basis for 

this movement, but the reader is spared his puerile 

speculations since they have no foundation in fact. 

The main theme: 

ex. 9 

enters on the violas, supported by the bassoons 

and the pizzicati of the basses. The B minor 

tonality - this is Draesekeqs sole symphonic 
Scherzo in a minor key - imparts a dusky, twilight 
quality, Ex,  9 is repeated by the violins, after 

which the upper woodwinds enter with a 16th note 

extension which leads to: 

in the strings. Ex. 10 is not essentially a theme 

se but it is thematic and the only figure which 
- @  

Draeseke adds in contrast to Ex, 9. within the 

Scherzo proper, The entire expositional section 



fifteen measures* with an obligatory repeat 

indicated, For a period of thirty measures 

therefore, not a murmur above the dynamic level 

MF can be heard, After the repeat the music grows - 
louder and more intense, with Ex, 9 the object 

of discourse. B minor is held to tenaciously 

while the brass and percussion punctuate with 

heavy accents. On page 39 the triple-tonguing 

of the trumpets and the grunts from the trombones 

produce an hysterical effect, There is a short 

climax, followed by a pyramid crescendo throughout 

the orchestra, during which the fluttering action 

of Ex, 10 plays the main role. The music begins 

to buzz and whirl like a hive of bees. The two 

thematic components (Exs,~ and 10) are presented 

as at the opening of the movement, but at a 

different dynamic marking, The grace note figuration 

on the muted horns and trumpets $end a sound akin 

to Prokofiev. A rush to the upper extreme of the 

orchestra leaves the flutes dangling alone; a one 

measure pizzicato reference to E x ,  9 in the strings 

followed by a bowed repeat and the section - which 
is supposed to be replayed - closes, 
The Trio sets in immediately: C major, 2/4, with 

the indication, Schwer, , It begins with 

the pompous accents of the brass accompanying: 



The music is dance-like in character, but too 

heavy to be the Landler which ~oedea'insists upon. 

The tone is in complete contrast to the wispy, 

dark-hued Scherzo. Ex. 11 is repeated and the 

woodwinds present this contrasting idea: 

Ex, 12 

It is a counterpart to Ex, 10 of the Scherzo,for 

it is too tenuous to be called a theme, but it is 

a charming little thought and provides the necessary 

contrast to the somewhat droning effect of Ex. 11, 

A a upswing from basses and trombones bring back 
the Trio" s i n  theme; this alternates once with 

Ex. 12 and brings the Trio to its close. The Scherzo 

proper is repeated and a four measure coda ends 

the movement with a forte punctuation. 

It is worth noting that the Scherzo occupies no 

more than ten pages of soore. With repetitions 

considered, the music cannot last more than 4-5 

minutes. 



The Fina le  (Lebhaft ,  sohne l l )  is  l ikewise  of 

s h o r t  durat ion.  Its E minor t o n a l i t y  and meter 

marking of' 2/4 r e l a t e s  it t o  t h e  symphony's f i r s t  

movement, though i t s  feminine sub jec t  - fa r  more 

expansive than i t s  counterpart  i n  the  opening 

movement - promotes f a r  g r e a t e r  con t ras t s .  The 

p resen ta t ion  of t h e  main theme i s  i t s e l f  a study 

i n  opposing forces :  

EX, 13 

V i a  a s h o r t  t r a n s i t i o n a l  passage the  music moves 

i n t o  t h e  sunny regions of t h e  r e l a t i v e  major, where 

t h e  feminine sub jec t  1s immediately exposed: 

Ex, 14 

With t h e  expos i t ion  of t h i s  theme begins one of 

t h e  l o v e l i e s t  passages of the  Fourth : a g a i n s t  

t h e  s o f t l y  syncopating chords of t h e  f l u t e s  and c l a r i n e t s  



Ex. 14 is presented in the middle register of 

the violins, then given in expanded orchestral 

dress with a brilliant turn toward C major. As 

this ends the brass, against syncopated chords 

in the strings and a bold counterpoint from the 

tuba, enter with this tarantella-like motive: 

EX. 15 

which is followed by another repetition of Ex. 14. 

At five measures after the pencilled 5 in the 

manuscript, the music turns to E minor and Ex. 13 

takes over the proceedings. This marks the beginning 

of the development. In the seventh measure after 6, 

we hear a new little fragment, transitional in 

character, but suffiaiently independent to be 

quoted here: 

EX. 16 

Out of E major the music modulates to C major and 

takes an unexpected turn into F# minor, where Ex. 14 

is presented, transposed to the minor for the first 

time. A joyous romp in D major ends with an outburst 

from the tuba and the quiet chattering of Ex. 13 



begins anew and leads the music to G major 

where Ex, 14 returns, This marks the highpoint 

of the Finale and indeed, is one of the finest, 

most effective and memorable passages in Draesekeqs 

orchestral music, 

In the eighth measure after 1.5, E minor is 

re-established and the recapitulation commences, 

The fu1.l orchestra participates in the statement 

of Ex, 13 and here Draeseke provides the listener 

with some stunning sounds (particularly in the 

fanfare material built from Ex. 15, hidden in 

the inner voices). All the themes are brought 

back and six measures before 19 there ensues a 

short, prickly coda which brings the 

Comica to its chortling conclusion, 

As intimated at the beginning of this chapter, 

Draeseke" Fourth is not an attempt at 

important utterings, After the 

of 1886, the composer did not consider himself 

capable of this, at least not in the form of the 

symphony, The is a personal 

document, a work which, though effective and 

musically satisfying, cannot be termed a @greattt 

masterpiece. But it is masterful however and the 

ooncert public %a much the poorer for the work's 

unavailability. 



Despite l i t t l e  humoristic touches (e ,g ,  t h e  

unevenness of melodic s t r u c t u r e  i n  the  first 

theme of t h e  first movement, t h e  program of 

the  second movement, e t c , )  t h e  Comica 

remains c l a s s i c a l  i n  nature.  There is no s t rugg le  

with u n i t f y i n g  f e a t u r e s ,  t h e r e  a r e  no problems 

of formal design,  I n  t h i s  r e spec t  i t  s tands  i n  

complete c o n t r a s t  t o  i t s  four  predecessors ,  and 

t h e r e i n  l i e s  i t s  importance i n  Draeseke's ca ree r  

as symphonist, 

What does a master craftsman do when he has 

achieved t h e  u l t imate  i n  a p a r t i c u l a r  form? 

If hc can go no f a r t h e r ,  he t u r n s  t o  o the r  

forms and perhaps - and here is t h e  p a r a l l e l  

t o  t h e  Comica - when he has  time f o r  

r e f l e c t i o n  he w i l l  c r e a t e  a work f o r  himself.  

For poss ib ly  t h e  last  time he w i l l  u t i l i z e  h i s  

a b i l i t i e s  and manipulate ideas  f o r  nothing more 

than personal  s a t i s f a c t i o n .  So it i s  with Fe l ix  

Draeseke i n  h i s  last  symphony. 



The symphonies of Felix August Bernhard Draeseke 

(1835-1913) have been the subject of this 

dissertation, The discussion of the individual 

works was preceded by orientation on the state 

of research concerning the composer, a biographical 

section covering the highlights of his career, 

his heritage as a symphonist and his position 

in the history of the symphony. EIis contributions 

to symphonic form and elements of his style were 

covered in the material which forms the analyses 

for his five symphonies. 

Felix Draeseke began his series of' symphonies 

at the age of 21, with his lost 

in 2 - (1854-1856), Though no score to this 

work has ever been found, a fairly accurate account 

of the first and only performance 

was utilized for what the present author contends 

to be sound speculation. It has been contended that, 

in his - in of 1856, Draeseke attempted 

to achieve some form of within t h e  

of classical symphonic form, a fact which would 

place the youthful composer above the routine of 

his time, Adrnitted%y,the attempt at unity seems to 

have had its cue from the introduction to the Finale 

of Beethoveno s namely references to 



material from preceding movements, It did not 

seem that any contrapuntal presentation of the 

themes were attempted however, This effort at 

unity so early in the composerqs career is important 

nonetheless, for it shows that the symphonist 

Draeseke began his preoccupation with unifying 

elements at an early age and therefore points the 

way to the ensuing pattern in his symphonic 

achievements. The was also peculiar 

in that it had a march with two trios instead of 

a Scherzo. 

In the - Noe & 5 (1868-1872) 

Draeseke's striving toward formal unity is made 

even clearer. The work opens with an introduction 

in which melodies and thematic fragments for the 

first movement sonata-allegro and third movement 

are presented. Likewise, the use of a 

characteristic interval - that of the 4th - relates 
much of the material in a11 the movements, These 

are not the only unifying elements in Draesekeos 

First y, for the composer goes one step 

further and produces even greater formal unity 

than attempted previously, by altering the design 

of the movements so that they all correspond to 

one another, The procedure is to telescope development 

and recapitulation so that the second half of 

each of the movements becomes almost twice the 



l e n g t h  s f  t h e  formal  expos i t i on  and development 

s e c t i o n s  t o g e t h e r ,  For t h i s  r ea son ,  each movement 

has  a semblance of sona t a  form, and f o r  t h e  same 

r eason ,  t h e  Scherzo of t h e  5 has  

no c o n t r a s t i n g  T r i o  s e c t i o n ,  The h i g h l i g h t  of 

t h e  symphony, as was poin ted  o u t ,  i s  t h e  workBs 

a movement which p o i n t s  ahead,  both i n  

manner and s t r u c t u r e ,  t o  t h e  

B x u c k n e r @ ~  

In h i s  

Braeseke a t tempted s t I P l  ano the r  s o l u t i o n  'to t h e  

problem of u n i t y  w i th in  d i v e r s i t y :  themat ie  

metamorphosis, The t h r e e  main themes of t h e  

symphony" f i r s t  movement a r e  t aken  i n d i v i d u a l l y  

and nnanipulated t o  provide t h e  main m a t e r i a l  f o r  

t h e  second,  t h i r d  and f o u r t h  movements, wi th  t h e  

f i n a l  movement i t s e l f  p r e sen t ing  a tour-de-force 

of themat ic  t r ans fo rma t ion  wi th in  i t s  rondo form. 

I t  was s t a t e d  t h a t  t h e  Second i n  i t s  

o r c h e s t r a l  t a p e s t r y  a n t i c i p a t e d  t h e  sounds of 

Richard S t r a u s s  i n  h i s  e a r l y  tone poems, p a r t i c u l a r l y  

those  i n  t h e  f i r s t  movement, Fu r the r  c h a r a c t e r i s t i c  

of Draesekeqs  work was i t s  unique con t r apun ta l  

workmanship. I n  des ign  I t  w a s  unusual ,  inasmuch as 

it  contained no slow movement, The 

retains  c l a s s i c a l  p ropor t ions  however, and i s  n o t  a 



Finalsinfonie, 

NO, 3 g - ( 

1877-1885-86), Draeseke reached the 

pinnacle of his career as symphonist, The present 

author has stated that the work belongs with the 

No, 8 by Anton Brucknes as one of the - 
two summary points of symphonic thinking in the 

second half of the 19th century, In his 

Uraeseke looks back over his previous 

symphonic productions: from the 

he takes the idea of an introduction in which 

basic elements of the symphony are presented, 

also the concept of characteristic intervals; 

from the he retains the concept 

of thematic metamorphosis; from his 

he is once again inspired by the possibilities 

of thematic summary in the Finale. Still however 

Braeseke is interested in solving the problems of 

within , With almost mathematical 

precision he maps out his : polarity 

is the basic principle - polarity among the sections, 
polarity in the thematic material, polarity in the 

harmonic thinking, It is thesis and anti-thesis which 

rules the and these two elements 

are characterized by two things: the octave-symbol 

which shows the concept of the characteristic interval 



and which represents the idea of or 

and the main theme of the introduction, the 

symphony8 s - fixe which is subject to thematic 

metamorphosis and which represents the ideal of 

anti-thesis or . The conflicting elements 
are brought out in each movement, but without 

destroying balance. In the slow movement, Draeseke 

may be said to have resorted to an old, strict form, 

that of a sarabande or pavane. In the Finale the 

composer presents n sectiona%ized moven~ent which 

moves to its climax where all the main themes of 

the preceding movements return, The form of the 

symphony comes full circle as the introduction to 

the first movement returns, in altered form, to 

conclude the work. The present author has stated 

that the success with which Draeseke achieves his 

purpose of unity within diversity, places the 

on a level with the greatest 

musical creationgb 

After the Braeseke did not return 

to the symphony for more than a quarter of a century. 

In his final symphonic essay, the - No, 5 
in g - ( Comica), the composer did 

not attempt anything new. H e  produced a masterful 

symphonic creation - the most fully classical of 
al-l his symphonies, since it eschews psoblems of 

unity - but he did not attempt to surpass his 



. In t h e  second movement of t h e  

was found t h e  o u t l i n e s  of a small program, 

t h e  so-owlled which t h i s  a u t h o r  

contends has  been wrongly I n t e r p r e t e d  as t h e  

comic elemen"en t h e  work. I t  has been exaphasized 

t h a t  t h e  i s  no t  a program work 

I n  i t s e l f ,  bu t  r a t h e r  t h e  workbench product  of 

a g r e a t  master who, f o r  p r i v a t e  r ea sons ,  wrote 

himself  a l i t t l e  symphony wi th  a s e c t i o n  e n t i t l e d  

. The a u t h o r  has suggested t h a t  t h e  

a c t u a l  r e f e renoe  i n  t h e  t i t l e  may be more t o  

t h e  composer@s c r i t i c s  t han  t o  a c t u a l  i n s e c t s ,  

With t h i s  s u m a r y ,  t h e  df s s e r t a t i o n ,  $he 

i s  concluded. The au tho r  would 

l i k e  t o  s t a t e  however, "eat t h e  work is 11o.t simp%y 

a c o l l e e t f s n  of d a t a ,  It i s  t h e  f i r s t  s e r i o u s  

s tudy  of one s e c t i o n  of a ve ry  g rea t  and very  

neg lec ted  cornposerss ou tpu t ,  I f  i t  i n  any way 

he lps  t o  e r a d i c a t e  the  n e g l e c t  and t o  engender 

i n t e r e s t  f n  F e l i x  Draeseke,  t hen  t h e  e f f o r t s  of 

t h i s  au tho r  have no t  been wasted. 
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FOOTNOTES 

1. 
Available from the Marlsruhe Stadbbibliothek. 

2 6 

All of the biographical details in the present 
study are based on Erich Roeder" account of 
Draesekeqs life; henceforth all references to 
pLnces in Hoedex" book will be labelled simply 
Boeder . 

3 * 
For a complete account of the visit, see WagnerBs 
Mein Leben. 
P 

4. 
Roeder, Vol. 1, p. 56 

5. 
The fiancee was named Luisa de Trey, for whom 
Draeseke composed the pinno suite, Petite Histoire; 
the girlqs mother was violently pro-French and 
claimed in a court suit that Draeseke had insulted 
her and then had broken the engagement with her 
daughter; as a result of the law proceedings 
Draeseke was forced to pay a fine. 

Besides the analyses of DraesekeQs 
a,nd serenade Orchestra, 

devoted time to the composer's choral works; 
these may be found in the ~onzert?Uhrer for 
ohoraf music, 

7 
Like Kretzschmnr, Riemann was attracted to 
Draesekeqs choral works; the remarks in Riemannos 

I11 Teil, pp, 203- 205 will hear 
this out, 

8. 
The article appeared in the 
Musikzeitung for October, 19 
P 

e same year 
it was released as a brochure bs the firm 



9 
The correspondence here r e fe r red  t o  i s  t h a t  
which i s  provided i n  Roeder. 

10. 
Roeder, Vol. 1, p. 64, 

11, 
Roeder, Vole 1, pe 650 

12, 
Hoeder, Vol. 2 ,  pp, 65-67. 

13. 
This idea i s  not  encountered n s  f requent ly :  the  
Fina le  of Bruclkner" F i f t h  (with i t s  at tempt  a t  
combining sonata  form and fugue) ,  
the  projected Fina le  of the  Ninth 
publ ica t ion  i n  t h e  Bruclcner Gesel1 
i n  Mahlerts middle symphonies - p a r t i c u l a r l y  
the  corner movements of the  Six th  and Seventh 
a similar a t t i t u d e  i s  t o  be observed; these  a r e  
a l l  ins tances  i n  t o  be s u r e ;  t h e  
p r i n c i p l e  under d 
l a t e  Beethoven ( e  
on po  73, a l s o  t 

13a, 
The tension crea ted  by the  upward swing of the  
c e l l 1  i n t o  t h e i r  high r e g i s t e r  i s  a touch t y p i c a l  
of Richard Strrauss (examples: & I t a l i e n ,  ek?d.f'eSt~s, 
f i r s t  s l _  Also % e l l 1  
ensem e r  t h e  j.  fib^> p. I I or wa rr l )  

140 
Roeder, Vole 1, P a  228.  

14a. 
Ber l ioz ,  Romeo & J u l i e t t e  : Queen Mab 
Scherzo; YIendelssohn: openi ee 
of the  f i r s t  movement of t h  (No, L C ) ,  



14b. 
The themat ic  segment i s  of course  r e l a t e d  
t o  Ex. 10a as we l l  as l o b ;  t h i s  p o i n t s  t o  
monothematism i n  t h e  movement bu t  t h e  example 
he re  p r e s e n t s  i t s  emphasis i n  t h e  second 
measure (16 th  no te  motion) whereas i n  t h e  
o t h e r  two examples t h e  16 th  no te  motion comes 
a t  t h e  end of t h e  phrases  i n  q u e s t i o n  and is 
sensed as cadent ia , l  r a t h e r  t han  motor ic ,  

14c,  
Compare t h e  ending of Draeseke ' s  Scherzo with  
t h a t  of t h e  f i r s t  movement i n  Franz BerwaldQs 
e - Sinf  onie  (1.845). 

15. 
Score ,  pp. 156-1570 

16. 
Roeder, Vol. 11, p .  15. 

17 0 

.&%stners Musikzeitung f o r  t h e  years  1883-1087 
c o n t a i n s  a c o l l a t i o n  of performances of i n d i v i d u a l  
symphonies which may be consu l ted  for R i c h t e r ' s  
programming of Draeseke 's  . 

18. 
Hoeder, Vol. 11, p. 16 

18b. 
The au tho r  t h l n k s  here  e s p e c i a l l y  on t h e  middle 
s e c t i o n  of Mahler" Third - s f i r s t  movement 
i n  regard  t o  t h e  c e n t r a l  p  Draeseket s 
march; l i kewise  t h e  f l a g e o l e t - p i z z i c a t o  c o l o r i n g  

ch t h e  second movement of Piahler 's  F i f t h  
concludes seems q u i t e  c l o s e  t o  t h e  

ending OF Draeseke" movement; a t t e n t i o n  might 
a l s o  be c a l l e d  t o  t h e  r e i t e r a t e d  f a n f a r e  e f f e c t  
of Ex. 13, l i kewise  c l o s e  t o  filahLerPs r e l i a n c e  
on such " m i l i t a r y "  motives of march c h a r a c t e r .  

18a. 
A t t e n t i o n  i s  c a l l e d  t o  a comparison of lix. 1 wi th  
Ex. 1 of t h e  chap te r  on the  5 ' ; such 
S t r a u s s i a n  touches  a r e  q u i t e  extraordina,ry.  



18c. 
As Professor Kurt von Fischer has pointed out, 
the concluding two measures seem strongly 
related to the last two of Ex, 18, a sort of 
comrnon extension. It is possible that the 
entire melody, because of its strange contours, 
is actually a proportioned manipulation of 
the main stresses in Ex) 18. This author 
wishes to retain Ex, 19 as independent in its 
own right because of its special tone, instrumental 
setting and harmonic coloring, 

19 * 
Roeder, Vol. 11, p* 2%. 

20 , 
Boeder , Vol, 11, pp. 173-17'4. 

21. 
Kretzschmar, FUhrer den Konzertsaal, 2 ,  
5th ed., pp. 720-735. 

21a. 
Compare Ex, 1, p, 108; here the octave-symbol 
is contained within the unison; the chords 
f ollowinp; each presentation of the unison 5 
do however retain this tone, despite the 
modulatory sequences; therefore this author 
speaks of octave as being present, though 
admittedly in a weaker form than otherwise 
in the symphony. 

22 , 
The structure of D@I.ndyqs work (composed 1902) 

uncanny similarity to Draeseke's 
; as mentioned above it contains 

anti-these, likewise thematic metamorphosis a n r  
ends with a thematic summary, though this is 
executed n manner unlike Draeseke; in his Finale 
DoIndy unites his main themes within n chorale - 
in keeping with his Franckian heritage: this type 
of synthesis is less adventurous than by Draeseke 
or by Bruckner, since D'Indy works horizontally 
and makes the divergent elements come together 
not through counterpoint, but through chordal 
alterations, 



23. 
Kretzschmar, pp. 726-728. 

23a 
Ex, 25 may also be considered an 
in the Beethovenian sense as pointed out by 
Professor von Fischer. 

24. 
Roeder, Vole 11, p. 182 

25. 
Kretzschmar, P O  728, 

25a. 
The 312 rhythm with which t h e  movement opens 
and closes is rare among symphonic movements 
of the time; in this it accounts for 
the stepwise growth of the melodic elements 
and therefore the somewhat baroque plotting 
which the tone of the movement exhudes; it is 
at the basis of the intonation of the trinde 
and governs %he answering melodic segments; 
the breath-e~halatibn~, almost human respiratory 
condition of this 3 / 2  rhythm is what accounts 
for thg feeling of ttgrowth" among the themes 
and t h e i r  interplay. 

25b, 
The present author does not find any one 
suitable formal principle with which to. 
characterize the movement. It has, as stated 
in the text, aspects of passacaglia and chaconne, 
also of rondo to n limited extent; the simple 
contrast of the middle lyrical section could 
almost lead one t o  be l i eve  i n  song-f Q T ~  of 
the primitive A-B-A pattern; it has all these 
things and no houbt others could be added; one 
particular formal principle is not sufficient 
to characterize the movement however. 

26. 
Roeder, Vol. 11, p~ 1860 

27 * 
Kretzschmtr, pp. 730-731e 



27a a 

This can be compared somewhat to Debussy's 
Pelleas & Melisande, Bczrtak's Bluebeardqs 
Castle and Berg's Wozzeck, all of which 
form a musical circle, bringing back elements 
of their beginning at their conclusion; in 
the realm of the symphony Draeseke's 
seems unique in the application or at least 
the idea of this application. 

28.  
Roeder, Vole 11, P O  459 0 

29 
Roeder, Vol. 11, pp. 459-463a 

30. 
Reichelt, Erlebte Kostbarkeiten, (Lelpzig,1936), 
pp. 276-270. 

32 ,  
Easse, Karl, 

32 0 

Roeder, Vole 11, p. 442. 

42a. 
This i s  equal to what is covered by the German term 

though the movement remains essentially 
rondo. 
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