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BIBLIOGRAPHICAL ORIENTATION 

A t  present there i s  no oomprehensive work concerning the 

l i f e  and music of Felix Draeseke* The most valuable suttunaqy of 

the composer*s career i s  the excellent a r t i c l e ,  

i n  the third volume of the series, pia is 

. This essay was written by the one time Draeseke 

pupil and relentless champion of the master, the l a t e  Professor 

Hermann Stephani and it supercedes other ar t ic les  by him t o  be 

found i n  the September-October, 1935 issue of the 

& &&& and the seven dif f icul t  t o  obtain 

&Ux lJuaak from 1932-1939. 

An extensive chapter on Draeseke in the currently 

circulating by Hans Joachim Moser 

i s  likewise useful. Moser i s  less  detailed than Stephani and 

guilty of occasional error,  but he i s  sympathetic and presents 

certain worthy insights. 

The reference ar t ic les  on Draeseke in the leading 

international music lexika are, with exception of the abovemen- 

tioned Sbphani effort ,  of minimal value. Most are too short end 

none equal the achievements of either Stephani or Moser. 

During the Firs t  World War the composer Heinrich Cassimir 

began a f u l l  length biography of Draeseke. A t  the time it aroused 



much comment, but never fu l ly  materialized: when C a s s M r  died 
a 

i n  1946 the project showed signs of having been abandoned quite 

soon a f t e r  having been begun. It covers barely th i r ty  years of 

Draeseke's career and nothing from it was ever published.1 

Another biographical attempt was made by the pianist  and con- 

ductor, Bernhard Engelke. To what extent Engelke f inished h i s  

project was not known, since it could not be located. It is  

assumed tha t  a t  the time of h i s  death in 1950, only fragments 

had been assembled. 

Several studies concerning sections of Draeseke's output, 

as  well a s  indiddual  analyses of h i s  Symphonia T r a ~ i c a ,  preceded 

Erich Roeder's two volume basic work on the oomposer. In  1925, 

Otto eur Nedden presented h i s  dissertation, Felix Draesekes 

Opern und Oratorien a t  the University of Marburg and the next 

year published a monograph, Felix Draeseke, Ein Beitrag cur 
neueren Musikgeschichh. Three years l a t e r  he published a f a i r l y  - 
accurate catalog of Draeseke's works. Erich Roeder cormnenoed 

research f o r  h i s  la rger  work with h i s  1926 dissertat ion a t  the 

University of Heidelberg, ent i t led  F e  Draeseke 

Proarammusiker and t h i s  brings us t o  consideration of Roeder's 

two volume study, Felix Draeseke, Der Lebens-und Leidensweg eines 

deutschen Meisters. The f i r s t  volume of the undertaking appeared 

in 1932 and covers the composer's lFfe u n t i l  1870. The sub- 

sequent volume was published f ive  years l a t e r ,  i s  twice the 

length of i t s  predecessor and follows Draeseke's career t o  i ts 

end. Since these two volumes represent the f i r s t  and u n t i l  now, 



only attempt to collate facts concerning Draesekels life and 

works, it remains the most comprehensive and therefore basic 

study. It is of uneven quality however, filled with unsupported 

value judgments and outlandish assertions. These are in part 

traceable to Roederls political affiliations: as a member of the 

National Socialist party he considered it his duty to stress 

Draeseke's superiority by emphasizing the composer's German heri- 

tage; they are also traceable to a certain type of critical men- 

tality - not necessarily Germanic - which finds it necessary to 
minimize the achievements of others in order to champion those of 

someone else. 

As a purely biographical work, Roeder's 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 i n  his research how- 

ever, advantages which today are either no longer available or 

which have been minimized by the political situation of the past 

twenty years; access to all of Draesekels correspondence and 

diaries, the assistance of the composerls widow, personal contact 

with a considerable number of Draeseke's pupils, and the aid of 

the short-lived w s e k e  Gesellschaft (1932-1939). 

Along with the task of collating the biographical 

material, Roeder undertook the analysis of each work in Dreeseke's 

output, and he must be praised for his stamina and diligence. He 

attempted too much however, and the result ranges from the ac- 

ceptably mediocre to the uselessly superficial. Whatever value 



the analyses could have had, was negated by the fac t  that  the 

author failed t o  provide even a minimum of practical material. 

In the entire study, w i t h  exception of a few photographic repro- 

ductions of pages from select works, not a single musical example 

is givenl This i s  unforgivable, especially since a huge quantity 

of Draeseke's works remain in manuscript and those which achieved 

publication have long since ceased general circulation. Any 

prospective reader must therefore be either a Draeseke scholar 

himself or - perhaps a s  Roeder had expected - willing t o  accept 

the analyses without reservation. From what the present author 

has encountered in Roeder's analyses of Draesekets symphonies, 

words of caution are in order, Roeder i s  not only superficial, 

he is  often incorrect in application of technical terminology, 

lacking in historical  perspective, poor a t  formal definition and, 

in the case of the symphonies, blind to  Draesekets contributions. 

These are points t o  be considered however, fo r  they point t o  the 

necessity of a new and complete study of Draeseke and his  works. 

In compiling h i s  research f o r  the present dissertation, 

the author has had recourse to several other sources of i n f o r  

mation; these pertain t o  the symphonies alone. Walter Engels- 

mann's pia-h- III, could 

not be found and i s  mentioned f o r  the sake of completeness. The 

study was never published and i s  believed t o  have been e i ther  

l o s t  or  destroyed during the l a s t  war. The analysis of the 

i n  Henaann Kret*schmarts & 
was consulted and proved t o  be of same value. For 



the , deta i l s  concerning i ts composition and 

f i r s t  performance were culled from the chapter on Ilraeseke in 

Johannes Reichelt's memoirs, . Spurious 

information was a l so  gleaned from a host of other books and ar- 

t i c l e s  (music histories,  surveys, etc.) which need not be men- 

tioned in d e t a i l  since they provided no insight  into Draesekets 

position as  symphonist. A q y  undertaking along biographical l ines  

w i l l ,  in the future, have recourse t o  Draesekets own autobio- 

graphical writings, the W B B ~  which appeared 

in Tonger's &iusikzeitung during 1886 and the ,Lebense&- 

m, unpublished but available on microfilm from the  Dresden 

Stadtbibliothek. 



Felix August Bernhard Draeseke was born October 7th, 

1835.' His mother was the victim of labor exhaustion and died 

a few days later, so that the maternal side of Draeseke's child- 

hood was left to the care of a stepmother. His father was a 

protestant minister in the service of the Duke of Saxe-Coburg, 

while the grandfather was none other than the eminent theologian 

Bernhard Draeseke, the eloquent opponent of Friedrich 

Schleiemnacher. 

During his youth Draeseke was often taken on extensive 
3 

trips; during his later years this became one of his major diver- 

sions. At the age of six he contracted a serious case of 

whooping cough which left him with impaired hearing, an afflic- 

tion which asserted itself throughout his life and often amounted 

to periods of almost total deafness. 

Though Draeseke showed no particular predilection for 

music before adolescence, he was permitted the rudimentary piano 

lessons considered proper for good development during youth. His 

first real interest in music however, seems to have come when his 

godmother took him to see a production of Boieldieuls La 

klanche. 



After elementary education a t  t h e  Coburg Ratschule 

Draeseke was sen t  t o  t h e  Casimirianum f o r  h i s  gymnasia1 period. 

During t h i s  time h i s  i n t e r e s t  i n  music began t o  grow, occupying 

most of h i s  f r e e  time and occasionally i n t e r f e r i n g  with h i s  

studies. I n  1849, accompanied by h i s  grandfather, Draeseke 

v i s i t e d  the ageing Aloys Schmitt i n  Frankfurt  and impressed t h e  

reknowned Beethoven i n t e r p r e t e r  with improvisational a b i l i t y .  

The following year  saw the  youngster working d i l i g e n t l y  a t  har- 

mony and thorough-bass, though h i s  ca reer  a s  a musician was f a r  

from se t .  A s  the  first born i n  a family with extensive theolog- 

i c a l  t rad i t ions ,  it had more o r  l e s s  been accepted t h a t  he would 

e n t e r  the service of God. It was i n  January of 1852 t h a t  

Draeseke declared h i s  in ten t ions  otherwise; music was t o  be h i s  

l i f e .  After  some paternal  rebuke a n d a  s h o r t  period of haggling, 

h i s  f a t h e r  acquiesced. I n  Apr i l  of the  same year Draeseke was 

sen t  t o  Leipzig, passed the entrance requirements, was accepted, 

and began a course of study which l e d  him t o  the  composition 

c l a s s  of J u l i u s  Rietz. 

It was during h i s  f i r s t  year  i n  Leipzig t h a t  Draeseke 

became acquainted with the  Zukunftsmusik of Richard Wagner: a 

v i s i t  t o  Weimar coincided with a production of Wagner's L~P~marin. 

From then on Draeseke h e w  t h e  d i rec t ion  he would follow. 

As a vociferous protagonist  of Wagner and l a t e r  L isz t ,  

Draesake antagonized h i s  teachers  i n  Leipzig, nos t  of whom ad- 

hered t o  the  p r i n c i p l s s  of klendelssohn's wgentlernan" scbool. The 

only sympathizer Draeseke had on the  s t a f f  of the cor~servatory 



was Franz Brendel, who watched the young man with keen in teres t  

and encouraged Draeseke in most undertakings. It was Brendel who 

secured a post fo r  Draeseke a s  c r i t i c  f o r  the W Z e i t s c h r i f t  

& . Viewed from a distance t h i s  occurrence did more harm 

than good, f o r  it allowed Draeseke t o  express rather uncomplimen- 

tary opinions about the works of h i s  teachers, usually with a 

good dose of v i t r io l .  By 1855 Draeseke had engendered so much 

i l l-feeling a t  the conservatory tha t  he was dismissed, the  ulti- 

mate cause being a clash with the conservatory director over the 

rejection f o r  orchestral performance of a & u s t s ~ i e l p v e r t u r e  

which Draeseke had composed. 

After h i s  dismissal Draeseke continued l iving i n  Leipzig, 

taking private lessons from Jul ius  Rietz. By 1856 the young 

composer had assembled a f a i r l y  decent catalog8 a number of 

songs and piano pieces, a String Quartet  & C minor,3 the 

aforementioned & u s t s ~ i e l  Qverture, sketches f o r  a symphonic poem 

on the Fri thjof legend, a large par t  of h i s  f i r s t  opera, 

Sipurd, and h i s  in 2 & (~wendsinfonie) .  In the 

f a l l  of the same year Draeseke heard the l a t t e r  work perfomed 

f o r  the f i r s t  time, the f i r s t  performance of any orchestral work 

by him. 

The following years saw a weakening of t i e s  with Leipzig. 

Drawn by the personality of Franz Liszt  and encouraged by h i s  new 

found fr iend,  Hans von S ~ L O T J ,  Draeseke went t o  Weimar, though 

f i r s t  detouring by way of Berlin and Dresden where he made the 

acquaintance of other young men with ideals similar to h i s  own: 

Peter Cornelius and Alexander R i t t e r  among others. 



In the summer of 1858, Draeseke was invited by Liset  t o  

bring Ule sc0r.e of t o  Weimar, with the possibil i ty 

of a production, Though Draeseke had corresponded with t h i s  mas- 

ter, he had never met Liset  personally, After the M t i a l m e e t -  

h g  Draeseke was t o  return aany times, remaining rather long 

periods a s  guest and consulting Lisz t  on musical projects. 

Though Liset  had promised a performance of &&g -, 
the f iasco  with Peter Cornelius' qpa pavdaq i n  December 

of 1858 put a temporary end t o  Lise t l  s sovereignty and 

baeseke's f i r s t  opera had t o  be put aside; it never reached 

production a t  any time. The setback did not weaken Draesekets 

belief i n  the Weimar master however, and Lisz t  reciprocated with 

valuable aid, not l e a s t  among which was securing f o r  Draeseke a 

f i r s t  publication - of the ballad f o r  voice and 

piano. In the summer of 1859, .Liszt sent  Draeseke t o  v i s i t  

Wagner i n  ~ u z e r n . ~  The two did not  immediately get  along, though 

the f a c t  t ha t  Draeseke stayed f o r  a f ive  week period seems t o  

indicate tha t  the original  subjects of i r r i t a t i o n  were overcome. 

It i s  now history tha t  Draeseke was l i t e r a l l y  peeking over 

Wagner's shoulder as  the l a s t  pages f o r  ~ y & ~ s o l d e  were 

written. Wagner himself ultimately found words of praise f o r  

h i s  young visi tor .  In l a t e r  lFfe  Draeseke recalled the visit 

a s  one of the most momentous occasions i n  h i s  l i f e .  It was 

during this stay in Lueern tha t  Draeseke was accorded a Wagner 

interpretat ion of Beethoven's m; aocording t o  ~ r a e s e k d i t  

was one of the most profound experiences of h i s  career and one 



which al tered h i s  outlook on music. 

Between 1859 and 1863 Draeselce composed steadily, 

producing among other items, two symphonic poems, Frith.iof and 

Caesar and two cantatas a f t e r  Kleist  and Strachwitz res- 

pectively, ent i t led  , Q Q .  It was material from these two 

cantatas which gave r i s e  t o  the infamous Gennania varsch 

of 1861 - which produced a scandal a t  i ts  f i r s t  performance - and 

which caused Draeseke t o  be nicknamed, & m. 
In  1864 Draeseke was 29 years old. Since commencing h i s  

studies i n  Leipzig he had l ived e i ther  from money supplied by 

re la t ives  o r  t ha t  which he had earned as music cr i t ic .  Though 

h i s  career had been f i l l e d  with exciting events, it had not 

brought very much reward financially. The existence was unstable, 

often frustrat ing.  Consequently he sought a secure position a s  

teacher and, sensing Switzerland t o  be a good place t o  start, re- 

moved himself t o  tha t  country's French-speaking part. 

For almost ten years Draeseke remained away from Germany, 

l iving al ternatively i n  Yverdon, Lausanne and Geneva. A position 

a t  the Lausanne conservatory was acquired in 1865 and t h i s  pro- 

vided a modest income which allowed Draeseke t o  l i v e  comfortably 

and dedicate himself t o  h i s  compositions: before he l e f t  

Switzerland i n  1876 he had completed some of h i s  most important 

works - the sonata & &Q.c, the _Svmnhonv IB w, 
most of the E & -, the choral works & Schvw 

&t,JJ, and m, plus the beginnings of the R e a u i a  

and the set t ing of the gsterszene from Goethels &g&. 



1872 marked the low point of the Swiss years: h i s  fa ther  died 

and Draeseke had t o  assume care of a younger stepsister;  plans 

f o r  marriage with a young woman from Lausanne were destroyed by 

a violent argument between Draeselce and the g i r l ' s  parents, over 

the events of the Franco-Prussian war.6 

By 1876 Draeseke had had enough of Switzerland and began 

to seek positions i n  h i s  native country. These were not so easy 

t o  f ind however, and it was only a f t e r  four years of wandering 

from center t o  center that  he f ina l ly  found a suitable position 

a t  the &J@Q &g&&g ~ u s s  i n  Dresden. This was fo l -  

lowed by an appointment t o  the Dresden conservatory in 1884, a 

position which he was t o  re ta in  u n t i l  the end of h i s  l i f e .  

By 1884 Draeseke had moved in to  middle-age. Some of h i s  

greatest  masterworks had been e i ther  completed o r  begun: the 

operas and m, sketches f o r  the Christus tetralogy, 

the Concerto in & ;pJnnr, and the f i r s t  chamber music work 

of knportance, the St r inq  guar te t  &. Despite h i s  

continued productivity Draeseke did not achieve the at tention 

which would have led  t o  wide public acceptance. The succeeding 

years did not change th i s  part icular  aspect of h i s  l i f e .  A few 

people recognized h i s  worth, Hermann ~reteschmar7 and Hugo 

Riemann8 wrote about him with enthusiasm and wonder, Hans von 

B ~ O W  and Hans Richter occasionally played h i s  orchestral  music 

a f t e r  the %econd -, but these things did not a l t e r  the 

situation. A new generation was arriving and tha t  t o  which 

Draeseke belonged was on i t s  way out. Others of h i s  generation 



had passed him i n  publ ic  recognition: Brahms, Bruch, Bruckner, 

Dvorak, a.nd Tchaikovskg. The shadow in which he was to remain 

u n t i l  the  end of h i s  l i f e  had been c a s t  and Draeseke was never 

t o  escape it. 

The composer could not  have rea l ized  these th ings  in 18& 

however. From h i s  posi t ion of r e l a t i v e  s t a b i l i t y  everything 

looked promising. Each of h i s  new works 7qa.s played, some %dth  

grea te r  success than others  t o  be sure, and many were even pub- 

lished. Under these circumstances Draeseke could f i n d  no reason 

t o  complain, Plasterpiece a f t e r  masterpiece came from h i s  pen: 

1886 saw the  conipletion of t h e  m a  T r a ~ i c a ,  the  m- 
e $ flat and the Second S t r i n e  Quar te t  E w; 
between 1888 and 1895 came t h e  opera Bertran de BOW - a work of 

tremendous depth and beauty - the  #and Mass i n  -, t h e  

symphonic poems -&a, and penthesi lea,  two of h i s  

g r e a t e s t  chamber music works, the  S t r inn  g u a r t e t  &. 2 & 

and the  B && Quintet f a  m, and S t r ines ,  

plus  t h e  singular-ly o r i g i n a l  piano Kanons of &Q. 2 and 4.2. To 

t h i s  period a l s o  belongs the  Serenade g f o r  orchestra ,  

one of the f i n e s t  works i n  i t s  genre. 

I n  1893 t h e  59 year,old Draeseke caused something of a 

scandal: he became engaged. When he married the  35 year  o ld  

Frieda Neuhaus on Play 16, 1894 there  were even rumors of 

-I This marriage i s  purported t o  have been 

p a r t i c u l a r l y  happy. I n  consideration of Draeseke's mounting 



sense of neglect  professional ly,  the comfort of domestic l i f e  

must have acted a s  a per fec t  counterbalance. 

The period from 1895 t o  1913 brought with it l i t t l e  

a l t e r a t i o n  i n  Draeseke's l i f e .  True, h i s  deafness had increased, 

h i s  h a i r  turned white and he became heavier i n  appearance, b u t  

h i s  work continued a t  i t s  usual pace. I n  1895 he began assembling 

h i s  sketches f o r  Christus, a Mystari-ium i n  th ree  ora tor ies  and a 

cantata- l ike prelude. This was t o  be the crowning achievoment of 

h i s  career;  plans f o r  It da te  back a s  e a r l y  a s  the 1860*s, but 

the g rea te r  p a r t  of it was wr i t t en  i n  the  l a s t  years of the  19 th  

century. The new century was opened by a s e r i e s  of chamber music 

works; the supreme F ma.Ior S t r i n g  Quintet ,  the second of two 

sonatas f o r  v i o l a  and piano, and various smaller works. Two 

symphonic poems, Thuner See and T r a m  e i n  Leben followed one 

another between 1903-1904 and from then on Draeseke devoted him- 

self  t o  h i s  f i n a l  opera, Merlin, which he hoped would a t  l a s t  

e s t a b l i s h  him i n  opera houses around the  world. When Merlin was 

concluded i n  1905, i t s  composer turned t o  a-cepella composition: 

the Grand Mass i n  A minor of 1938-1909, and the  extraordFtary 

Requiem i n  E minor of the  next  year. H i s  l a s t  extended com- 

posi t ion was the S.vmohonia Comica, h i s  Fourth Sm~l~onv, which 

shares  the  t o n a l i t y  of t h e  a-capella Requiem and which rras con- 

pleted during the  summer before h i s  death. 

Though the  l a s t  years  of Draeseke's l i f e  did not witness 

any upswing of i n t e r e s t  i n  the  master's music, he nevertheless 

managed t o  r e a s s e r t  himself i n  the guise of the &c&, when, i n  



h i s  now famous a r t i c l e ,  .Qlg Konfusion -,9 he lashed 

out a t  the  extravagances of the  new music of Strauss '  Falome. 

It is  one of the  most f o r t h r i g h t  examples of pamphleteering which 

came from t h e  period j u s t  preceding the  F i r s t  World War, and 

though we would no t  agree with most of what Draeseke contends, 

it cer ta in ly  exh ib i t s  q u a l i t i e s  of understanding which i t s  oppon- 

e n t s  lacked. Aside from making himself unpopular with the avant- 

garde of the  time, Draeseke managed t o  acquire other  d i s t i n c t i o n s  

however: i n  1906 a l s o  he was made Geheim Hofra$ and i n  1912 was 

given an honorary doctorate by the University of Berlin, with the  

c i t y  of Dresden adding t o  t h i s  a pension. It was i n  1912 t h a t  

Draeseke experienced what was probably the s ing le  g rea tes t  achieve- 

ment of h i s  career8 an i n t e g r a l  performance of the  Christus 

Evsteriym, with fo rces  under the  d i rec t ion  of the  young Bruno 

K i t t e l ,  i n  Ber l in  and then i n  Dresden. 

I n  the l a t t e r  p a r t  of January, 1913 Draeseke was taken 

ill. He managed t o  s t ruggle on f o r  almost a month, I n  the  e a r l y  

hours of February 26, with h i s  wife by h i s  s ide,  F e l i x  Draeseke 

drew h i s  l a s t  mortal breath. A few days l a t e r  he was cremated a s  

he had wished. H i s  wife, Frieda, l ived  u n t i l  1936, supervising 

her  l a t e  husband's e s t a t e  and doing a l l  t h a t  was possible  t o  pro- 

mote h i s  music. 



THE SYMPHONY IN THE FIRST HALF OF 
THE NINETEENTH CENTUKY 

In the  f i r s t  half  of the 19th century, the term 

denoted an orches t ra l  work in f o u r  contrasting movements: an 

opening sonata-allegro which could be preceded by a slow intro-  

duction; a l y r i c a l  slow movement usual ly in  the  form of a simple 

A-&A pat tern;  a Minuet and Trio o r ,  a s  it became known, a 

Scherzo; and a concluding movement which could be c a s t  in any 

form, so  long a s  it provided a properly conclusive tone, which a t  

the  time meant something vigorously propulsive. This was the  

general ou t l ine  which the  Viennese c l a s s i c i s t s  Haydn and Mozart 

had developed and it was the form which Ludwig van Beethoven 

brought t o  perfect ion i n  h i s  s e r i e s  of nine symphonies. For  the  

e a r l y  Romantics who accepted Beethoven's achievement - and there  

were some who considered such masterpieces a s  the  Eroica, the  

m-e and the  perversions of the c l a s s i c a l  i d e a l  - the  

development of the  symphony a s  a f o m  had ended. For them, equal- 

l i n g  Beethoven was the  highest  goal, surpassing him, impossible. 

So powerful was Beethoven's posi t ion i n  t h e  period 1830-1870 t h a t  

even the  most ta lented men shrank from t h i s  symphonic god l i k e  

peni tent  apos t les  s t ruck dumb with awe. Richard Wagner, a f t e r  

two youthful attempts, considered the symphony a dead f o m  and 

f l a t l y  s tated:  ;EEh schreibe keine &LQ&&?& &t 
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Not a l l  of Wagner's contemporaries were so  r e c a l c i t r a n t  

however. Those who were wil l ing t o  accept  t h e i r  i n f e r i o r  posi- 

t i o n  retained the c l a s s i c a l  formula and, i n s t i l l i n g  grace and 

charm, created a prototype which is  today associated with the  

Itgentlemanf1 school and whose main representat ive i s  Fe l ix  

Mendelssohn-Bartholdy. The polished e x t e r i o r  of the  Mendelssohn 10 

group was no f o i l  to the dangers of academicism however, and 

eventually the l ack  of speculation l e d  t o  nothing more than 

routine production. Much the  same thing happened t o  t h e  men 

around Schumann but ,  before t h e i r  period of decline s e t  in, some 

had begun t o  r e a l i z e  t h a t  new pr inc ip les  of organization could be 

introduced within the symphonic a e s t h e t i c  of diversi tv .  With the 

Bchumannianep an awakening sense of a became a preoccupation 

i n  symphonic production, Schumann himself pointed the  way8 i n  

the  1851 version of h i s  Q Dhppr Svmohoqy (or ig ina l ly  composed 

1840-41) where he attempted t o  fuse  the  f o u r  movements of the  

c l a s s i c a l  symphony i n t o  one v a s t  whole and then i n  h i s  E& 

-where the  use of a motto theme i n  the f i r s t  movement's 

introduction, recurs  throughout the work and a c t s  a s  a unifying 

element. Schumann however, d id  no t  go f a r  enough: despi te  the  

in ten t ion  of a one movement work, the  Q minor Svm~honv a l l  too 

obviously breaks down i n t o  the  customary f o u r  movement design and 

the  composition goes no f u r t h e r  a t  unifying t h e  diverse sect ions 

than does ~ee thoven ' s  G -. The use of the  horn c a l l  

in the  i s  likewise too cautious i n  appl icat ion:  

though it returns over and over, it does not  develop; though it 

l i n k s  psychologically, it does not  uni te  formally. 



The use of a recurr ing motif a s  a l inking element had 

already been used some twenty years  previous to  Schumann, i n  the  

Fantast iaue by Hector Berlioz. This Frenchman's con- 

cept  of the & & is  one of t h e  few formal ideas n o t  an t io i -  

pated by Beethoven. The appl icat ion of it was not within the  con- 

f i n e s  of c l a s s i c a l  symphonic form however. Taking h i s  cue from 

Beethoven's , Berlioe reached the conclusion 

t h a t  t h e  symphony of the  f u t u r e  would be p r o g r a m t i c  i n  b a s i s  

and t h a t ,  i n  order  f o r  the publ ic  t o  understand the  poet ic  inten- 

t ions  of the  composer, c e r t a i n  recurring themes would be necessary 

t o  iden t i fy  bas ic  elements of a given program. It was bu t  a shor t  

s tep  from Berlioz* &$e f i x e  t o  Wagner's concept of t h e  opera t ic  

, with i t s  purpose of both uni ty and development. As 

h is to ry  has shown, it was Wagner's p rac t ice  outside t h e  realm of 

purely instrumental music which proved t o  have the g r e a t e r  oon- 

sequences f o r  symphonic form in the  second half  of t h e  century. 

Between Berlioe and Wagner however, comes one o ther  

leader  of the new musioal. tendencies: Frane Liszt.  With Berlioe, 

L i s z t  became the  outspoken defender of program music - but  he 

recognized the  l imi ta t ions  of && a. Out of the  Berl ioe idea 

came the Lisz t ian  prac t ice  of thematic metamorphosis, a technique 

which was perfected i n  a s e r i e s  of s ingle  movement symphonic 

poems. It was only a f t e r  the  l a s t  of these1' had been completed 

t h a t  L i s e t  appl ied h i s  conception of motivlo transformation t o  

the  symphony - with adnirable philosophic di l igence - i n  h i s  

&& of 1855. 



But the program symphony, despite the more progressive 

elements which it fostered, destroyed the c lass ica l  basis of the 

Beethoven model. For the adherents of program music, t h i s  was 

the only solution f o r  escaping Beethoven's pre-eminence; f o r  t h e i r  

opponents, the often lopsided musical forin which resulted from 

following a def in i te  program proved t o  be too much of a barrier. 

It was the confl ict  between the two aesthetic factions which l ed  

to speculative compromises i n  symphonies of the second half of 

the century. By then composers had become pragmatic enough t o  

realiee tha t  the principle contributions of Berlioe, Liset  and 

Wagner could be wedded to the f o m l  principles of Beethovenian 

symphonic form so cherished by the conservatives. It was t h i s  

struggle which was t o  bring synrphonism t o  new heights and which 

was t o  expand symphonic form beyond the l M t s  of Beethoven. 



DRAESEKE'S POSITION 
AS SYM.PHONIST 

For t h e  publ ic  a t  l a rge ,  the  two g ian ts  of symphonism in 

the second half  of t h e  19th century a r e  Johannes Brahms and Anton 

Brucher .  Tradi t ion has allowed no one t o  be placed on t h e i r  

l e v e l ,  b u t  t h i s  mirrors nothing more than sheet  convenience on 

t h e  p a r t  of musicians and musicologists. Tme, Brahms and Bmck- 

ner  represent  a n t i t h e t i c a l  fo rces  i n  symphonic thinking and both 

g r e a t  masters, bu t  these f a c t s  do not  eliminate the  possi- 

b i l i t y  t h a t  among t h e i r  contemporaries, there a r e  equally g r e a t  

symphonists. 

History has shown t h a t  the d i rec t ion  which Brahms 

maintained i n  h i s  f o u r  symphonies, t h a t  of Romantic-classicism, 

l e d  nowhere; it simply upheld a manner of symphonic thought 

present  from Beethoven through Schumann. Bruckner on the  o ther  

hand, because he was influenced by the  techniques of Wagner and, 

t o  a l e s s e r  extent ,  L i sz t ,  inadvertent ly enlarged symphonic f o m ,  

and t o  a degree which f i n a l l y  l e d  t o  degeneration i n  the  hands of 

h i s  successors, It may be, s a i d  t h a t  a l l  the  s t r iv lngs  of sym- 

phonic thinking in the  l a t t e r  half of the  l a s t  century found 

t h e i r  culminating point  i n  t h e  symphonies of Anton Bsuckner, 



It i s  no t  t h e  author's attempt t o  place Draeseke between 

Brahms and Brmckner, t o  hope t h a t  the  compromise pos i t ion  w i l l  i n  

some way mollify t h e  anx ie t ies  of tradition-bound pedagogs. 

Draeseke i s  not  a combination of h i s  two contemporaries: he 

possesses a fully recognizable ind iv idua l i ty  of his own; fu r ther -  

more h i s  music exh ib i t s  a degree of i n t e l l e c t u a l  speculation 

which, according t o  any aes the t ic  standards, would place him 

among the  grea tes t  musical thinkers  of h i s  time. Unfortunately, 

Draeseke never influenced t o  the  extent  which Brahms and Bruckner 

did; he was an i s o l a t e d  f igure  f o r  the most par t ,  though h i s  

o rches t ra l  music points  t o  Richard Strauss  a s  much a s  the  music 

of Brahms points  t o  Reger, o r  the  symphonies of Bruckner t o  those 

of Mahler. If anything, Draeseke's progress a s  a symphonist i s  

akin t o  Bruckner, though i n  a c t u a l  sound they have l i t t l e  i n  

common. ~hough  Draeseke wrote only half  the number of symphonies 

credi ted t o  Bruckner, each of Draesekels attempts i n  some manner 

o r  form e i t h e r  a n t i c i p a t e  some pr inc ip le  applied by Bruckner o r  

execute some idea  i n  common with a contemporary work of the  

Austrian master. It i s  one of t h e  most uncanny paral le l isms i n  

music h i s to ry  t h a t  Draeseke's and Brucknerls g rea tes t  achieve- 

ments !in symphonic form - t h e  -a Traaica and t h e  S m ~ h o n v  

h. & E. - were completed i n  the  same year, 1886. S t i l l  

more astounding is ,  t h a t  both works share pr inciples  of con- 

s t ruct ion:  ideas of po la r i ty ,  cyc l ic  design, both a r e  Finals in-  

fonien and both combine a l l  t h e  leading motives of preceding 

movsments a t  t h e  end. Neither composer could have known what t h e  



other  was doing, y e t  both u t i l i z e  similar means and achieve 

equally b r i l l i a n t  results. 

Draeseke and Bruckner have a number of things i n  common. 

Both are  the products of the new music of L i s z t  and Wagner, both 

have t h e i r  roo ts  i n  t h i s  milieu; i n  t h e i r  approach t o  symphony 

wri t ing ne i ther  i s  wi l l ing  t o  give up the general ou t l ines  of the  

Beethoven model; both attempt t o  i n s t i l l  something new i n t o  the  

design however, and t h i s  separates  them from the d i rec t ion  repre- 

sented by Brahms; both succeed i n  expanding symphonic dimensions 

and both seem t o  sum up t h e  s t r i v i n g s  of symphonists a f t e r  

Beethoven, There t h e  s i m i l a r i t i e s  end. Draeseke and Bruckner 

a r e  separated by t o t a l l y  d u f e r e n t  Weltanschauunaeq, by d i f f e r e n t  

-. Draeseke was a p ro tes tan t  of dis t inguished theo- 

l o g i c a l  her i tage,  b u t  he became agnostic toward the end of h i s  

l i f e ;  Bruckner came from humble beginnines, re tained a l i f e l o n g  

devotion t o  Roman Catholicism and allowed h i s  re l ig ion  to develop 

i n t o  the  nys t ica l ,  omnipotent fo rce  which governed h i s  thoughts 

and deeds. Draeseke was a cosmopolitan, widely t rave l led ,  well- 

read; Bruckner was r u s t i c ,  t r ave l led  l i t t l e  and read about a s  

much. On t h e  musical l e v e l  it may be s a i d  t h a t  Draesekefs world 

sprang, a s  with so many of h i s  contemporaries, from t h e  piano, 

while Brucknerfs conceptions may be t raced t o  the organ. Both 

were masters of orchestrat ion and the reader should not  be eager 

t o  in fe r  t h a t  Draeseke simply orohestrated piano sketches. The 

Dresden master possessed an uncommon sense of voice-leading and 

i f  Draeselce surpasses 3ruckner a m e r e ,  it i s  a s  contrapuntist.  



Pt is this aspect of Draeseke's art which makes it so difficult 

at first to penetrate to the composer's personality. His sym- 

phonies 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 

unisons, there are no sledge-hammer poundings of a basic theme; 

such examples of primitive power are, for the most part, lacking. 

This does not mean that Draeseke's symphonies are any less gripping 

than Brucknerqs, only that the reader, presented with an oppor- 

tunity to hear a symphony by Draeseke, should not expect the 

Bruckner  sounds,^^ 

Before proceeding to the analyses of Draeseke's symphonies 

a few words concerning the composer's symphonic style are in 

order, 

FORM8 Draeseke retains classical symphonic form as the - 
basis for his synphonism; as wi th  the vast majority of his con- 

temporaries Draeseke is indebted to Beethoven, but w i t h  the former 

there is a conscious attempt at amplFfication of the classical 

model; this is based on rather than the uter con- 

or exhibited in the symphonies of Ule classically 

oriented works of say, the Brahms school.12 

: The orchestra in Draeseke's symphonies 

reaches its maximum in the Traeica where the forces 

equal those of Brucknerqs middle symphonies, The composer is 

particularly fond of harmonizing instrumental groups in thirds, 

also of breaking up melodic lines and extending them by passing 



the phrases from instrument t o  instrument. Likewise there  i s  

something baroque i n  the  manner with which Draeseke combines 

opposing instrumental groups, inasmuch a s  p o l a r i t y  of e f f e c t  i s  

the goal. Percussion i s  r a r e  except f o r  t h e  tympani: a t r i a n g l e  

i n  t h e  S&,QQ& -, cymbals i n  the  M, both plus bass drum 

i n  the w. Perhaps the most s t r i k i n g  q u a l i t y  of 

Draesekets orchestrat ion i s  i t s  chameleon-like change8 t h e  

marvel i n  t h i s  i s  t h e  tremendous sub t le ty  of shading which the  

composer maintains without los ing  cumulative effect .  

- m m  One of Draesekets 

outstanding idiosyncrasies  i s  h i s  construct ion of thematic mater- 

i a l  and the mater ial ' s  subsequent development. P r a c t i c a l l y  a l l  

the  major themes of Draeseke3s sylnphonies a r e  character iaed by 

innate  harmonic v o l a t i l i t y :  chromatic elements a t  the  end of 

phrases o r  foreign tones i n t e r j e c t e d  i n  t h e  repe t i t ion  of a bas ic  

melodic sequence make the  themes subject  t o  unexpected t o n a l  

changes. Often the  composer trill present  various thematic seg- 

ments before exposing them a s  a s ingle  theme i n  t o t a l i t y  o r  he 

w i l l  s p l i t  up phrases of s p e c i f i c  themes and develop them sepa- 

r a t e l y  before combining o r  re-s tat ing them; these a r e  methods 

which f o r  too long have been a t t r i b u t e d  s o l e l y  t o  S ibe l ius  and it 

i s  c l e a r  t h a t ,  i n  the  Svm~>honia p a p i c a ,  Draeselce's concept of 

thematic metan~orphosis i s  as.tonishiingly pro lep t ic  of t h e  F h i l s h  

master 's w, Draeseke is a l s o  fond of inversion 

and r e t r ~ g ~ a c l e  a l t e r a t i o n  of h i s  mater ial ,  often using the one 21 

comnbination with the other. DI l y r i c a l  episodes Draeselce i s  very 



pelodie , much influenced by the  Wagnerian i d e a l  of 

though n6 l e s s  resourceful than the  Bayreuth master o r  the  Vien- 

nese Bmcknor. 

There a r e  too  Inany inc iden ta l  charac te r i s t i cs  

i n  t h i s  aspect  of Draeseke's s t y l e  to be l i s t e d ,  The foremost 

amonE them a r e  I..) a preference f o r  harmonies of the sub-dominant: 

Example 1 

(Symphonia Tragica:  ina ale) 

2 , )  chrozat ic  a l t e r a t i o n  by way of inverted chords: 

(symphonia7ragica: Introduct ion t o  f i r s t  movement) 

3.) use of f r e e  dissonances: 

3xample 3 

(Symphonia Tragica:  ina ale) 



4.) frequent modulation i n t o  p a r a l l e l  t o n a l i t i e s :  

Example 4 

(~ynphonia Tragica r Introduction to first 
movement and beginning of sonata-allegro) 

and 5.) use of sequence chords of the  7 t h ~  

(Symphonia Tragicas Scherzo (a)  and (b) Adagio) 

-t  Draesekels symphonic counterpoint i s  vocal  

in nature. The l i n e s  a r e  woven i n  and out  among the  instruments 

to achieve a continual flow of sound, Pedal points  are used with 

r e s t r a i n t  and discrimination. Canonic and f u g a l  insitstion a r e  i n  

constant play and f igure  among t h e  devices most used by t h e  qom- 

poser. Inversions and retrogrades a r e  frequent ly u t i l i s e d  i n  

counterpoint with t h e i r  o r i g i n a l  sourcas. The freedom of l i n e  

i s  accountable f o r  the  o f ten  pecu l ia r  harmonic clashes l i s t e d  

under dissonance in the  sect ion on harmony. 

With these c h a r a c t e r i s t i c s  i n  mind, we may now proceed t o  

the  analyses of Draeseltets symphonies. 





Draeseke a t  t he  time of en t rance  t o  t h e  

Leip2l.e: Conservatoyy. 



SYliPHONY i n  C FIAJOR (1854-1856) 

(trJugendsinfonie" - Lost) 

The or ig ina l  f irst  symphony of Draeseke was a product of 

h i s  student years  i n  Leipeig. The young composer had had thoughts 

concerning the  composition of a symphony a s  e a r l y  a s  1852. Evi- 

dent ly not  much was done i n  t h i s  d i rec t ion  u n t i l  a f t e r  h i s  d i s -  

missal from the Leipeig Conservatory, a s  a p r iva te  s tudent  of 

J u l i u s  Riete. From correspondence13 between Theodor Draeseke and 

both h i s  son and Rietz  there  i s  information avai lable  concerning 

the d i f f i c u l t i e s  which arose between teacher and apprentice while 

the symphony was i n  progress. That Draeseke was determined t o  

follow h i s  own i n s t i n c t s  goes without saying; of course Riete  

considered it h i s  duty t o  keep the  young man a s  much within 

routine a s  possible ,  and there  i s  l i t t l e  doubt t h a t  many an 

heated argument arose between the two before the symphony reached 

completion. From what can be ascertained,  Riete  seems t o  have 

been generally s a t i s f i e d  with the  work when it was f i n a l l y  

f in i shed ,  except t h a t  he complained of Draeseke's overuse of 

brass and too many "noisy" places. 

It i s  unfortunate t h a t  none of the  correspondence i n  

which mention of the Jueendsinfonie is  made can give us  an idea 

of the work's thematic material.  We can be r e l a t i v e l y  c e r t a i n  

t h a t  some of the  themes used i n  the symphony eventually found 



t h e i r  way i n t o  l a t e r ,  perhaps were shared by contemporary 

compositions, especial ly  i f  Roederls contention t h a t  Draeseke 

burned the  score a f t e r  the  f i r s t  performance has any t r u t h  behind 

it. Draeseke was addicted t o  self-quotat ion and, from what can 

be ascertained regarding t h i s  habi t ,  it seems t o  have been e a r l y  

induced. It i s  possible  t h a t  g n i p  Sipurd, the two Gennania 

choral works ( a f t e r  Kle i s t  and S t r a c h w i t ~  respect ively) ,  the sym- 

phonic poem m s  Caesar, and the  infamous Uarsch of 1861 a l l  

share mater ial  with t h i s  l o s t  Svm~honv of 1856. Whether 

such speculation has any t r u t h  about it we w i l l  never know, un- 

l e s s  t h e  score be found o r  the  par t s  recovered, This Jueendsin- 

&&is not  only important a s  Draeseke's f i r s t  composition i n  

extended form; i t  a l s o  has the d i s t i n c t i o n  (from a chronological 

point)  of being the  f i r s t  of h i s  works t o  achieve a publ ic  per- 

fonnance. How t h i s  came about begins with a matter of fa ther -  

pr ide,  f o r  the  young Draeseke was not responsible f o r  opening the  

negotiat ions which l e d  t o  the premiere. 

I n  a l e t t e r  dated July 31st ,  1855, Theodor Draeseke wrote 

h i s  son ( then in Leipzig) about an audience with Duke Erns t  von 

Saxe-Coburg. ~oede&& gives the following important e x t r a c t  from 

the  l e t t e r :  

",.. A l s  i c h  nun damit heraus kam, dass  mein 
Xl tes te r  Sohn s e i t  d r e i  Jahren s ich  d e r  Musik 
gewidmet habe, war e r  gana e rs taun t  d a d b e r ,  
dass  i c h  schon so einen erwachsenen Sohn hgt te ,  
aber  angenehm fiberrascht, besqnders a l s  e r  
hgrte ,  welchem Zweige Du Dich widmetest. W i r  
haben j e t e t  mehrere t a len tvo l le  junge Musiker, 
sagte  e r ,  aber  s i e  wollen a l l e  Klavierspieler  
werden. Ich b in  s e l b s t  etwas vom Fach, aber  



weniger Componist a l s  Kri t iker .  Und a l s  i c h  e s  
f(ir meine Schuldigkeit h i e l t ,  ihn  darauf 
aufmerksam zu machen, dass Du v i e 1  von Wagner 
ge le rn t  hg t tes t ,  sagte  e r :  Das t u t  m i r  l e i d ,  
aber  davon wollen wir  Ihren Sohn schon z d c k -  
bringen. W i r  nennen Wagner und seine ~nhgnger  
gew~hnlich d i e  musikalische auberbande,  denn 
s i e  componieren wider d i e  musikalischen Gesetee 
und Ordnungen nach dem Prinzip: Ein f r e i e s  Leben 
f h r e n  wir. Wagner i s t  a l s  Componist Demokrat 
und w i r f t  a l l e s  cber  den Haufen. E r  h a t  i n  
England e i n  ungeheures Fiasko gemacht. Aber 
wenn I h r  Sohn e i n  t(lchtiges Talent i s t ,  wird e r  
s ich  schon von ihm befreien, Ich b i n  Fern b e r e i t ,  
e a u f f p n  zu l a s ~ e ~ .  Es vers teh t  
s ich ,  dass s i e  dem P ungscomite ZUP ~rCifung 
eingesandt warden muss.. , . I *  

As soon a s  t h e  o rches t ra l  score of the was com- 

p l e t e ,  Draeseke sen t  the  manuscript t o  Coburg, a s  requested. 

Whatever anxiety the young composer may have had regarding the  

preliminary examination was d i spe l led  a few weeks l a t e r  by the 

repor t  t h a t  the  symphony had been accepted. A temporary date  f o r  

t h e  premiere was s e t  f o r  the l a s t  month of 1855, during a f e s t i v e  

evening of music and t h e a t e r  celebrat ing t h e  birthday of the 

Duchess of Saxe-Coburg, As t h e  time f o r  t h i s  projected perfor- 

mance approached, Draeseke was informed t h a t  the work would have 

t o  be layed astde. The disappointment could not  have been a s  

g r e a t  a s  Roeder would have us  bel ieve,  s ince Draeseke u t i l i z e d  

the  period of postponement f o r  making revis ions in t h e  score, so  

t h a t  it was e a r l y  i n  1856 t h a t  the symphony reached a sa t i s fao-  

to ry  f i n a l  form. After  t h i s  the s to ry  concerning the  Coburg 

negotiat ions beoomes a b i t  tangled, Following the  f i n a l  revis ions 

of h i s  score, Draeseke s e n t  the  symphony t o  Franz Liszt .  L i sz t ,  

wri t ing t o  Princess  Sayn-Wittgenstein i n  a letter15 dated Holy 



Saturday, 1856, mentions t h a t  t h e  symphony had been denied a 

performance i n  Weimar. This setback did not  de te r  Draeseke, 

s ince the score and corrected p a r t s  were then returned t o  the 

music d i r e c t o r  i n  Coburg. Again performance dates  were pushed 

forward and, a f t e r  much haggling, t h e  $ V ~ D ~ O ~ V  & E was 

f i n a l l y  premiered on November l l t h ,  1856 - a f u l l  year  a f t e r  the  

o r i g i n a l  promise - in the composer's home town, Coburg. 

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

data  regarding the  symphony's contents. The most per t inen t  f a c t s  

about the a r e  contained i n  a review wr i t t en  by 

Draeseke's Leipeig benefactor a t  the  time, Franz Brendel. The 

a r t i c l e  appeared i n  the L i ~ z i e e r  M u s i k e e i t u  of November 18, 

18-56. This a r t i c l e  i s  repr in ted  i n  Roeder's biography16 of 

Draeseke and it  i s  here given once again because of t h e  d i f f i -  

c u l t i e s  in obtaining both the  o r i g i n a l  and secondary sources: 

I1Von grossem In te resse  war d i e  ~ u f f h r u n ~  e i n e r  
grossen Sinfonie von Fe l ix  Draeseke, d i e  am 11. 
November i n  einem Theaterabend s ta t t fand .  F e l i x  
Draeseke ist  den Lesern d i e s e r  Z e i t s c h r i f t  a l s  
Verfasser e i n e r  Anzahl g r8ssere r  AufsEftse bekannt, 
a l s  Componist wahrscheinlich so  wenig, a l s  uns 
vor dem ~ 8 r e n  d e r  Sinfonie. I n  reger  Teilnahme 
erwarteten wir d i e  ~ o r f h r u n ~  des Werkes, da 
FelFx Uraeseke m i t  solchem zuers t  vor  d i e  
Oeffent l ichkei t  t r a t .  Unsere Spannwg wurde von 
den Kusikfreunden, sowie einem grossen T e i l  des 
Publikums g e t e i l t  und deshalb war der  Besuch des 
Theaters an jenem Abend sehr  eahlreich. Der 
Erfolg entsprach den Erwartungen, d i e  w i r  einen 
s o  begabten blusiker, a l s  F e l i x  Draeseke ist, zu 
s t e l l e n  und berech t ig t  glauben, Unser an e rns te  
Musik gedihntes Publikum schenkte dem Vortrag 
v i e 1  Aufmerksamkeit und spendete zumal dem ers ten  
und d r i t t e n  Sate  regen Beifal l .  Die Sinfonie 1st 
grbss ten te i l s  i n  a l t e r  Form geschrieben, n ich t  
Programmusik, trotzdem aber  durchaus n ich t  nach 



der  Schablone gearbei tet .  So i s t  z.B. d i e  S t e l l e  
des Scherzos durch einen Marsch vertreten,  Der 
Componist h a t  s ich  bemkt ,  sowohl f ormelle, a l s  
musikalische und ge i s t ige  Einhe i t  zu erzielen,  
und wir achten dieses  Streben a l s  vollkommen 
gelungen. Besonders anerkennenswert i s t  d i e  
krtlftige, f r i sche  Ausdrucksweise , d i e  durch a l l e  
~ 8 t z e  hindurchzieht und dem heroischen Charakter 
der  Composition entspricht .  Fe l ix  Draeseke h a t  
a l l e  neuen M i t t e l  der  Instrumentation angewendet 
und meist m i t  g l~ck l ichem Erfolg. An einigen 
S t e l l e n  hgt ten wir  Sparsamkeit in d e r  Verwendung 
des Bleches sehr  passend gefunden, w8re e s  auch 
nur, damit solches zur  Erziehlung des Effekts  
anderweit verwendbar gewesen %?$re. Abgesehen 
von der  h i e  und da hervorstechenden Verschwendung 
i s t  d i e  durchg8ngig vollendete Instrumentation 
e ines  aufr icht igen Lobes wert. Aus d e r  starken 
Verwendung d e ~  Bleches s t e l l t  s i ch  b e i  d e r  
~ u f f b r u n g  d i e  Notwendigkeit grosser  Massen von 
S t r e i c h i n s t m e n t e n  dringend heraus. Die 
S icherhe i t  de r  Wahl der  Mi t te l  i s t  v o r z ~ l i c h ,  
und d i e  Schreibweise i n  den eineelnen Instrumen- 
t en  zeugt von genauer Kenntnis i h r e s  Wesens. 
Noble und saubere Arbeit, r i c h t i g e r  Takt f(ir 
charakter is t ische Klangfarben, gelungene Anwendung 
derselben bekunden, dass der  Componist s ich  
g r h d l i c h e n  und umfassenden Studien hingegeben 
hat. Der e r s t e  Sate ,  i n  d r d i g e r ,  ruhiger Weise 
gehalten, zeichnet s ich  durch thematische Arbeit 
besonders aus. Das ansprechende bIotiv i s t  reizend 
d u r c h g e f k r t  und dem Horer durch d i e  ~timmf&rung 
hindurch immer i n  v o l l s t e r  Klarhei t  gezeigt.  
Ganz o r i g i n e l l  und harmonisch i n t e r e s s a n t  i s t  
der  darauffolgende Narsch nit seinen zwei Trios, 
A l s  iluhepunkt inmitten des ger8uschvollen Treibens 
t r i t t  das Adagio ein. Das l i e b l i c h e  Thema desselben 
h l t t e  d e r  Componist mehr ausbeuten und dem H8rer 
lgnger  bewahren sollen. Eine Nenge Pfodulationen 
und n i c h t  immer gerech t fe r t ig te  uebergange stBren 
d i e  Ruhe, d i e  i m  Adagio gefordert  werden kann und 
lassen  den ~ B r e r  n ich t  zu vollem Genuss kommen. 
Der Abwechselwg i s t  h i e r  zuviel ,  d i e  Aufeinan- 
derfolge der  Tonarten zu rasch, d i e  Perioden 
werden zu kurz und dadurch l e i d e t  d i e  Architech- 
tonik des Satzes. Grossartig i s t  der  Schlussate 
angelegt,  aber etwas b r e i t  durchgef(ihrt. Der 
Componist mag beabsicht igt  haben, d i e  Gedanken, 
d i e  ihn insp i r ie r ten ,  vollst8ndig wiederzugeben. 
Giir vermissen aber d i e  notwendige ~ & z e ,  i n  der  
d i e s  geschehen mcsste, und k8nnen narnentlich d i e  



d r e i  aufeinanderfolgenden Schlussteigerungen n ich t  
gerech t fe r t ig t  finden, Es i s t  sehr  n a t b l i c h ,  
dass eine Steigerung d ie  andere deckt und d i e  
h e r  gr8ssere Anwendung der  Massen, d i e  Steigerung 
des E zum a, sowie d i e  Beschleunigung des Tempos 
kannen n ich t  gemken, den Fehler eu verbessern. 
Sehen wir von dem Zuviel des  Schlussatzes ab und 
von den Bedenken,welchea wirin Betreff des Adagio 
aussprachen, so b l e i b t  uns immerhin das Resultat,  
dass wir  e i n  der  Beachtung sehr  wertes Werk e ines  
vielversprechenden Componisten vor uns haben. Dies 
Resul tat  i s t  um so  e r f reu l icher ,  a l s  wir von Fe l ix  
Draeseke n i c h t  wenig erwarten und das, was wir 
h i e r  f g r  Mange1 hal ten,  um so  ~ o k s i c h t s l o s e r  
aussprechen mussten, a l s  Fe l ix  Draeseke unserer 
Richtung angeh8rt . . . Die h i s t u n g e n  der  Capelle 
unter  der  vor t re f f l i chen  und f e s t e n  Leitung von 
Hof capellmeis t e r  Lampert waren vorzQglich, was 
umsomehr Dank verdient,  a l s  zu dem schwer aus- 
f h r b a r e n  Werk nur zwei Proben gehalten werden 
konnten. Die Ausdauer des Bleches war b e i  den 
g e s t e l l t e n  Forderungen fabe lhaf t l  Das ganze wurde 
i n  schgner Abrundung und mit vie1  E i f e r  d b ~ h ~ e f u h r t . ~ ~  

There a r e  a number of po in t s  i n  t h i s  review worth c loser  con- 

sideration. From the c r i t i c ' s  reference t o  ynserer  - we 

may assume t h a t  the Wagner-Liszt camp was meant. We should a l s o  

r e c a l l  t h a t  Brendel, a teacher  a t  the  Leipeig Conservatory, had 

been favorably impressed by Draeseke p r i o r  to the l a t t e r ' s  dis-  

missal  and had recognized i n  him an i n t e r e s t  sympathetic t o  his 

own. Hence it i s  not  d i f f i c u l t  t o  understand t h e  general tone of 

p ra i se  with which Brendel greeted Draeseke's symphony. Regarding 

the work i t s e l f  t h e  c r i t i c  has Listed c e r t a i n  charac te r i s t i cs  

which a r e  surpris ingly pro lep t ic  of Draeseke's mature symphonic 

s tyle .  A t  t he  beginning of the  a r t i c l e  Brendelmakes reference 

t o  the  symphony being wri t ten pr8ss ten te i l s  i n  a l t e r  F m  - which 

t h i s  w r i t e r  i n t e r p r e t s  a s  meaning an orches t ra l  work Fn f o u r  con- 

t r a s t i n g  sections. To judge from Brendel's juxtaposition of 



t e rns ,  t h e  new form would be the  symphonic poem. His qua l i f i -  

cat ions regarding Draeseke's planning within the  normal sym- 

phonic design of the time however, point  t o  a basic  concern of 

a l l  progressive symphony wr i te r s  in the  second half  of the 19th 

century1 d ivers i ty  within unity. What Brendel was re fe r r ing  t o  

when he wrote, gar !&~QQ&& && ,&& &, formelle, 

d+iZ-u Ejnhei t  574 e rz ie len ,  i s  d i f f i c u l t  

t o  determine, It i s  possible  t h a t  in t h i s  Juvendsinfonie 

Draeseke formulated the  groundwork f o ~  h i s  g rea t  a- 
Xlhmk of t h i r t y  years  l a t e r .  The bas ic  idea of the 

J&&&Q& Finale  (Ff t h e  c r i t i c a l  passage i s  here in te rpre ted  

cor rec t ly )  can be found i n  the Finale  of t h i s  E ma_;jpy 

of 18$# a large-scale movement in which t h e  mater ial  of t h e  

e n t i r e  symphony i s  summed up, though it i s  doubtful t h a t  

Draeseke a t  the  age of 21was capable of planning o r  executing 

a s t ruc ture  a s  v a s t  and i n t r i c a t e  a s  t h a t  i n  the  p a c i c a .  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 the  Juue&&ufonie's 

Finale  when he wri tes ,  b e a b s i c h t k t  haben, & 

Q&&QQ, & -, wiedereuueben. That 

Draeseke furnished h i s  Finale  with mate r ia l  from the  preceding 

movements seems to be t h e  inference here. To what extant  t h i s  

was car r ied  out  we cannot be sure, though t h e  reviewer goes on 

t o  mention t h e r e  was a l ack  of brevi ty i n  t h e  attempted recapitu- 

l a t ion .  This re-usage of previous mate r ia l  i n v i t e s  f u r t h e r  oom- 

parison with the  Finale  of the [ P . ,  though it i s  highly 

doubtful t h a t  the  passage i n  which it occurred involved t h e  



contrapuntal complexity of the  l a t e r  work. What Draeseke most 

l i k e l y  brought f o r t h  was a parade of themes a l a  the introduct ion 

in the Finale  of Beethoven's 2 . (There i s  one 

d e t a i l  of t h e  Finale  which remalns ent icing,  and 

t h a t  i s  Brendel's descr ipt ion of t h e  t h r e e  huge crescendi (2-m). 

These crescendi could correspond t o  those (E-m) with which t h e  

F ina le  s p l i t s  asunder, though i t  i s  obvious t h a t  i n  the 

these crescendi form p a r t  of the  coda, whereas in 

they lead  t o  the re tu rn  of t h e  first movement's 

introduction, in a new form t o  be sure).  

We have no reason to believe t h a t  the  o ther  seot ions of 

the were in te r re la ted .  Brendel mentions nothing 

t h a t  h i n t s  a t  motto themes o r  thematic metamorphosis among t h e  

movements. According to t h e  revlew Draeseke subs t i tu ted  a Marah 

with two t r i o s  f o r  the more n o m l  Scherzo. This i s  no gen ia l  

insp i ra t ion ,  b u t  it emphasizes Brendel's remark t h a t  the sym- 

phony was no t  a & . Few symphonies 

preceding Draeseke's of 1856 contain extended march 

movements. Those t h a t  do a r e  primarily p r o g r a m t i c :  a l l  of 

Berlion's symphonies, Spohr's &&hg & (No. 4, F major) 

and w s c h e s  &Q w c h e n l e b e n  (NO. 7, C major). 

Beethoven's would be an exception. O f  these the  marches 

i n  the Beethoven and i n  two of Berlioz's (- & 

-, symphony Bplpap & a) a m  funera l  marches - 
cer ta in ly  no t  subs t i tu tes  f o r  the  scherzo. Furthermore 

Draeseke's march seems t o  have come in second place, a pos i t ion  



usually reserved f o r  the slow movement, but a f t e r  Beethoven's 

p gliaPr t h i s  ceased t o  be an event. During the 1830's 

and 1840, s Gade, Kalliwoda, Mendelssohn, Schumann and Spohr 

(among others) made such interchange. Works possessing scherzi 

with two t r i o s  are somewhat rarer ,  though S c h ~ ~ a n n  

(&. 2, E gg&&) and Gade (b. &, B f l a t  e) could have 

served as  examples f o r  Draeseke, in the two t r io s  of h i s  march, 

In h i s  reference t o  considerable modulation i n  the slow 

movement of the m d s i n f - ,  Brendel points to another styl-  

i s t i c  idiosyncrasy of the mature Draeseke. The ac t  of modulation 

i s  but a par t  of tonal technique, but with Draeseke the f lu id i ty  

of the harmonic scheme is  dictated by something more subtle than 
.c 

a willed al terat ion of established tonal centers. From acquaint- 

ance with a good number of the master's works, t h i s  author f ee l s  

competent t o  s t a t e  tha t  the composer designs h i s  material i n  such 

a manner tha t  it possesses an innate harmonic vola t i l i ty ;  the 

themes seem ever poised t o  move out of the tonali ty i n  which they 

are born and t h i s  allows Draeseke an enormous spectrum of con- 

t r a s t  i n  developing h i s  material, part icularly i n  relat ion t o  the 

harmonic scheme. Naturally the contrapuntal element - the action 

of the inner voices - i s  inevitably bound t o  the procedure, but 

the modulatory sequences remain an outgrowth of the character of 

the themes themselves. In  the case of the slow movement of the 

Jueendsinfonie we can only suppose t h a t  the composer, perhaps i n  

a l e s s  polished manner, formed h i s  material i n  a similar  way and 

tha t  the results  were proleptic, i f  not a s  successful. One 



wonders whether t h e  o ther  movements of the Juvends3llf& 

contained an equally perplexing number of modulatory passages 

o r  whether t h e  c r i t i c  was able  t o  not ice such phenomena only i n  

the movement where the motion of t h e  music was slowest. 

According t o  the  review, Draeseke i s  purported t o  have 

required a l l  the resowces  of t h e  modem orchestra. I f  we exclude 

the  p o s s i b i l i t y  t h a t  percussion may have been added i n  the march 

movement, we can ca lcu la te  the forces a s  roughly approximating 

those u t i l i z e d  i n  a Schumann symphony. From Brendel's appraisal  

we can be c e r t a i n  t h a t  Draeseke a t  age 21 had already mastered 

the a r t  of orchestrat ion,  even if - and both Brendel and Riete 

concur on the  point - the  young composer r e l i e d  too heavi ly on 

t h e  brass. 

The E begins Fe l ix  Draesekels 

career  a s  symphonist. It therefore occupies a posi t ion i n  the 

composerls development equal t o  the fragmentary E and P 

rniPPr of Robert Schumann and the  E and 2 

(Ui&) i&&&&&g of Anton Bruckner. The youthful e f f o r t s  of 

S c h m m  and Bmckner have been preserved f o r  pos te r i ty  however, 

and in te res ted  scholars do not  have t o  r e l y  on secondary sources 

of information on which ta base t h e i r  research. In the case of 

Draeseke's -only secondary information has been 

available. For  t h i s ,  considering the  composer's present  s t a t e  of 

neglect,  we must be thankful. 

From the d e t a i l s  contained i n  Franz Brendel's review of 

t h e  Jugendsinfonie's so le  performance it has been speculated t h a t  



Draeseke a t  the age of 21 posed problems of symphonic form which 

would place him on a level  above most of h i s  contemporaries and 

certainly well i n  advance of any within h i s  age group. The sub- 

s t i tu t ion  of a march with two t r i o s  f o r  the more normal Scherzo- 

Trio form may have been the decision of a precocious youth, but 

the possibil i ty of extended thematic reca l l  i n  the 

Finale points t o  developments of a l a t e r  date. The hypothesis 

has also been presented tha t  the contains certain 

s t y l i s t i c  features of Draeseke's mature style. Conclusions re- 

garding any of these speculations must remain tenuous, and it is  

hoped tha t  i n  the near future the score t o  Draeseke's S m -  

G w i l l  be recovered. 



qt t h e  1 : I ~ e  of conposition 

of t h e  G major Symphony, 





SVMPHONY NO. 1 in G MAJOR (1668-1872) 

The composition of Draeseke * s First S.vmhonv &J g 

was begun i n  Munich i n  1868, with sketches f o r  the work's great  

Adazi~. A good deal of the composition on the other movements 

was carried out during travels i n  I t a l y  the following year. The 

orchestration seems t o  have occupied Draeseke well i n t o  1872, with 

most of it being done in Lausanne. The f i n a l  touches were put t o  

the score in the summer of 1872, during the oomposer's vacation 

period i n  Dresden. Both the f u l l  score and a version f o r  piano 

four-hands were published three years l a t e r ,  in 1875, by C. F. 

Kahnt in Leipzig. Julius Riets, Draeseke's former teacher, l ed  

the premiere i n  Dresden on January 31, 1873. 

I n  h i s  G ma.jor Symphoq Draeseke reveals himself to be 

working w i t h  a formal prototype very much akin t o  tha t  of Robert 

Schuaann* s Smhonv 2 C major (&. 2 ) ,  but with considerable 

formal l i b e r t i e s  which show Draeseke consciously attempting t o  

avoid routine. This i s  immediately apparent i n  the introduction 

to  the first movement of the G major Symphony, where the composer 

presents a complex of thematic elements, l a t e r  extracted and used 

individually as  material f o r  the other movements. There i s  no 

motto theme t o  be found in t h i s  introduction as there i s  i n  the 

introduction to the f i r s t  movement of the aforementioned Schumann 

symphony, but there i s  a characterist ic  i n t e rva l  - t ha t  of the 



4th - which seems t o  f a t h e r  much of the symphony's thematic 

mater ial  and which i s  u t i l i z e d  a s  a l ink ing  element among the  

movements. This device points  ahead t o  the m h o n i a  Traeica, 

f o r  i n  t h i s  l a t e r  work Draeseke a l so  bases the formal conception 

on c h a r a c t e r i s t i c  in te rva l s  - the  octave and the  4th. I n  h i s  

Draeselte i s  concerned with a l t e r a t i o n s  within 

c l a s s i c a l  procedure, but  not  t o  an extent  t h a t  the c l a s s i c a l  form 

of the symphony i s  destroyed. Though he makes use of t h e  charac- 

t e i ~ i s t i c  i n t e r v a l  t o  give a semblance of uni ty among t h e  move- 

ments and though sotie of the thematic mater ial  f o r  o ther  move- 

ments of the symphony i s  t o  be found i n  the  introduct ion t o  the  

f i r s t  movement, he does not attempt t o t a l  integrat ion.  Thematic 

metamorphosis i s  absent,  thematic summary likewise. The c lass i -  

c a l  concept of d i v e r s i t y  remains the composer's goal bu t  with 

formal modifications which place the g gvmuhonv outside the 

norm of the  time, The p e c u l i a r i t i e s  of the F i r s t  Svmohonv a r i s e  

from Draesekels almost playful  a t t i t u d e  regarding the a c t u a l  

s t ruc ture  of the movements. Hence the sonata-allegro of t h e  f irst  

movement and the F ina le  have recapi tulat ions which almost equal 

t h e  length of t h e i r  exposition and development sect ions together.'? 

This idea i s  present  i n  the l e s s  coinplex Scherzo a s  well ,  s ince 

the  composer does not  provide the  normal Trio section; ins tead  he 

gives a repeat  of h i s  opening A sect ion,  bu t  of double length and 

f u r t h e r  developed, so  t h a t  the movement i s  properly balanced. I n  

the Adagio Draeselte rever t s  t o  the procedure of the ou te r  move- 

ments, namely an extended recap i tu la t ion  which covers almost a s  



much mater ial  a s  i t s  exposition and development, In the 

however, the  almost improvisatory character  of the movement 

makes the procedure somewhat d i f f i u s e  f o r  the l i s t e n e r ;  it i s  

only upon examination of the score t h a t  one would uncover the  

phenomenon. 

The first movement of tho .Q opens with the 

previously mentioned introduct ion,  A d a ~ b  esuressione, with a 

forte-oiano on the bas ic  tone &. The opening melodic tu rn  i s  

drawn from a 614 of the G major t r i a d ,  thus establ ishing the 

tona l i ty  of the e n t i r e  symphony and exposing the important i n t e r -  

va l  of the  4th immediately, This G major i s  then weakened when 

the of the  lower s t r ings18 p u l l  the  music toward A minor i n  the  

t h i r d  measure. The c h a r a c t e r i s t i c  t r i p l e t  motion of the  woodwinds 

i s  bas ic  t o  the introduction: 

Example 6 

A s  the woodwinds fade from the scene the  s t r i n g s  e n t e r  with 

t r a n s i t i o n a l  mater ial ;  the solo'  oboe brings back the t r i p l e t  



motion and t h i s  i s  exchanged among o ther  instruments a s  the music 

moves i n t o  the  r e l a t i v e  minor of G ma j a r  (E minor). Against 

plucked s t r i n g  chords the c l a r i n e t  weaves t h i s  important melody: 

Example 7 

an unforgettable touch of l y r i c a l  pathos which w i l l  play an 

important r o l e  i n  the  symphony's Adagio, G major returns,  bu t  

it i s  troubled by the  in t rus ion  of fo re ign  chromatic tones. The 

c h a r a c t e r i s t i c  four  16th note tu rn  of the c l a r i n e t  melody i s  then 

extended and passed through the  orchestra ,  A t  the marklng QQQ 

a l z i t a t ~  the  following chromatic ut terance of the f i r s t  v io l ins  

d r ives  t o  the hear t  of the l i s t e n e r :  

Example 8 

Elements of t h i s  melody a re  l a t e r  taken up and included i n  the  

l y r i c a l  feminine subject  of the f i r s t  movement's sonata-allegro. 

The t o n a l i t y  takes a momentary tu rn  toward C# major, then passes 

on t o  D# where Example 8 i s  repeated i n  t h e  lower octave. From 

the  woodwind t r i p l e t s  heard a t  the beginning of the introduct ion 

a new thematic e n t i t y  ar ises8 



Example 9 

This l i t t l e  sequence w i l l  become important i n  the  following 

sec t ion  of the first movement, where it i s  often combined with 

Example 8. A t  t h i s  point  i n  the  introduct ion however Example 9 

i s  used t o  impart t h e  rhythmic pulsat ion demanded by the ar t i ta to 

indication. The ensuine r a l l e n t a n d ~  r e s u l t s  i n  a passionate out- 

burs t  of Example 8 i n  the  f i r s t  and second v io l ins  and then the 

music proceeds back t o  E minor, ul t imately s e t t l i n g  i n  A minor, 

Example 8 takes on fanfare c h a r a c t e r i s t i c s  while the  horns make a 

broad gesture of reference t o  the  horn-signal of Schumannls C 

& Svm~honv. Over a steady crescendo on the  pedal note D of 

the  tympani r o l l ,  G major i s  once again touched. Example 6 re-  

tu rns  i n  t h e  woodwinds and v io l ins  aga ins t  parcato proclamations 

of trumpets and horns. We a r e  suddenly aware t h a t  t h e  contour of 

t h e  mater ial  i n  the  brass  (G-D-B-G#) correspond t o  the  opening 

tones of the introduction. Within a few moments one w i l l  recog- 

nize t h a t  these tones a l s o  form the  f i r s t  p a r t  of t h e  main theme 

of the  following sonata-allegro. E minor re tu rns  momentarily 

followed by G major. The solo oboe, with a cadenea-like passage 

ending i n  a somewhat dis turbing upward s t r i d e  from C t o  t h e  

leading tone F#, brings the  introduct ion t o  a close. The uncer- 

t a i n t y  of t h e  oboe's melodic turn i s  emphasized by the  questioning 



chords of the  s t r i n g s  i n  the  l a s t  measure of the  introduction. 

The main sec t ion  of the f i r s t  movement begins with a sudden j o l t  

throughout t h e  orchestra. Over the b a r  we see the downward 

t h r u s t  G-D; a s  the s t r i n g s  continue the  commencing ac t ion  we 

recognize the  B-Ci# of the motive noted above, i n  an over-the-bar 

accent,  Example 1 0  i s  the f u l l  theme: .i 

Example 10 

The na tura l  turn toward A minor i s  a r r e s t e d  by the  re-establish- 

ment of G major. The violas  hold t o  a repeated 8th note pa t te rn  

on the dominant tone D while the f i r s t  v i o l i n s  br ing i n  the f i r s t  

subsidiary theme: 

The 4 + 2 p ~ i l s e  i n  the  8th note sequence emphasizes the l a s t  bea t  

of each measure and t h i s  assumes importance i n  the f u r t h e r  de- 

velopment of the material.  After n 1.epetition of Ekample 10 the  



music colnes t o  a  mon~entary r e s t .  The f l u t e s  give out  something 

which sounds l i k e  new mater ial ,  bu t  it i s  Example 8 from the in- 

troduction being used i n  t rans i t ion .  D major s o t s  i n  a s  the celLi  

decide t o  give &ample 8 another chance. The r e s u l t  i s  t h i s  lovoly 

thought: 

Example 12 

This example is  not y e t  tho feininine subject .  Idhat f o l l o ~ r s  i t s  

presentat ion i s  but  tl-ansition thereto,  It i s  i n  t h i s  t rans i -  

t i o n  however t h a t  Draeseke indulges i n  one of h i s  favor i te  de- 

vices;  p a r t s  of the  feminine s u h j e c t s r e  introduced and cleveloped 

before the subject  i t s e l f  has been given formal presentation. 

What w i l l  be the  t h i r d  measure of t h e  theme i s  used i n  canonic 

imitat ion two measures a f t e r  the i n i t i a l  exposition of Example 

12, though wedded t o  the propulsive rhythm J. > .I ; t h i s  i s  

car r ied  on up t o  l e t t e r  C where the f l u t e s  i n  dialog make spor t  

with chromatic a l t e ra t ions .  The s t r i n g s  attempt t o  take over 

the  ac t ion  of the  f l u t e s ,  but the sudden in t rus ion  of 3; f l a t  

major c a l l s  a  h a l t  t o  the  p-oceedings. D major r e a s s e r t s  i t s e l f ;  

several  b l a s t s  from t h e  horns attempt t o  a l t e r  t h a t  tona l i ty ,  

bu t  t h e i r  i n t e r j e c t i o n s  become too feeble .  A s o f t  s t roke of the 

tyn!pani on 4, tho doininant tone of D major, qu ie t ly  allows the 

f l u t e s ,  c l a r i n e t s  and v io las  ( a l l  harmonieed i n  t h i r d s )  t o  



expose the  feminine subject  completely: 

Example 13 

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  the  

l i v e l y  motion of Example 6 's  8th notes returns.  A s  the f l u t e s  

give out a lengthy version of these thematic const i tuents  the  

music acquires a nlom ag i ta ted  qual i ty .  A downwad chromatic 

sca le  culminating i n  a b l a s t  of the dominant 7th of G major i n  

horns and woodwinds and the  music, w d e r  t h e  impetus of the 4 + 2 

accentuation of the  8th notes  in Example 7, leads t o  t h e  emphatic 

G major cadence with which the  exposition ends. 

Four beats  separate the  close of the exposition from t h e  

opening of the  development section. The key of E: f l a t  i s  t h r u s t  

upon the  l i s t e n e r  without warning. The composer r e t a i n s  the 

i d e n t i c a l  ou t l ines  of the  movement's main theme (Example 6)  now 

transposed t o  the  new tona l i ty ,  The turn toward F minor i n  the 

following measures i s  a n a t u ~ a l  r e s u l t  of t h i s  theme, bu t  Draeseke 

s t e e r s  back t o  & f l a t  maj0k- t o  prepare f o r  the r e p e t i t i o n  of 

Example 6 i n  B f l a t  minor a t  l e t t e r  F i n  t h e  score. Thereafter  

the  music moves toward D minor, with a sighing motive b u i l t  from 



sequences of the  minor second, thus providing t rans i t ion .  A l a s t  

repe t i t ion  of Example 10 brings the music to c l e a r  B major and 

here the  l i s t e n e r  f i n d s  himself in t h e  h e a r t  of t h e  development 

section. The graeioso vayiation of Example 8 heard on the  f l u b s  

a t  l e t t e r  C returns. Sp l in te rs  of previous mater ial  a r e  combined 

with it u n t i l  the  second half  of Example 10 (reduced t o  f o u r  16th 

notes) pushes the music towards C#. The music reaches FF and 

t h i s  dynamic l e v e l  i s  retained i n  the  b a t t l e  between woodwinds 

and s t r i n g s  u n t i l  l e t t e r  H, where the sound d i e s  t o  a 2 marking 

and t h e  s t ruggle l o s e s  momentum. An extended poco r i t e n u t o  s e t s  

i n  and then t h e  music attempts t o  r a l l y  i t s e l f .  Melodic frag-  

ments of Example 1 2  hold t h i s  i n  check. A t  l e t t e r  I a sudden 

rhythmic surge, begun by the chords of C# major i n  the  

s t r ings ,  commences. This too f a i l s  and the  lackadais ical  l y r i c a l  

qua l i ty  continues. A s e r i e s  of modulations begin. Scarcely be- 

fo re  the  l i s t e n e r  i s  aware of it, a hef ty  s t ruggle between s t r i n g s  

and brass  br ings him t o  the  key of A f l a t  major. There follows a 

passage s imi la r  t o  t h a t  preceding l e t t e r  C of the  exposition. 

With unexpected swiftness we a r e  catapul ted i n t o  G major and t h e  

beginning of the recapi tulat ion.  

Erich ~ o e d e l . 1 ~  i s  cor rec t  in h i s  observation t h a t  Baeseke 

reverses c l a s s i c a l  procedure i n  this recapi tulat ion and makes the  

sect ion almost twice the normal length. Between l e t t e r s  L and Q 

we have what i s  bas ica l ly  a note-for-note recapi tulat ion of the  

beginning, though with the important difference t h a t  t h e  orches- 

t r a t i o n  i s  f u l l e r ,  pa r t i cu la r ly  i n  those moments of the 



exposition where the  important thematic elements were only 

l i g h t l y  clothed. 

Up t o  l e t t e r  Q the key sequence of the  recap i tu la t ion  is ,  

f o r  a l l  p r a c t i c a l  purposes, i d e n t i c a l  with t h a t  of the  exposi- 

t ion*  For t h i s  reason the present  w r i t e r  foregoes a descript ion 

of the  proceedings, though t h e  reader should be made aware t h a t  

the  l a r g e r  sonor i t i es  and the change i n  d i s t r i b u t i o n  of the  

thematic elemonts throughout the orchestra make a considerable 

duference.  

A t  l e t t e r  Q Draeseke begins an extended coda, with 

Example 13  providing the means, There i s  a descending chromatic 

motion which we recognize from the end of the exposition, though 

with the addi t ion of two quavers i n  the  rhythm to give the  music 

g rea te r  impetus. Where the  sudden E f l a t  f o r  f u l l  orchestra  

opened the  development sect ion,  one on A f l a t  opens the move- 

ment's f i n a l  pages. The s t r i n g s  hold t o  a doublequaver-crotchet 

motion, emphasieing the f i r s t  bea t  of every other  measure; E 

f l a t  seems t o  be t h e  goal and a t  l e t t e r  R t h a t  key i s  touched. 

Then comes a push i n t o  D major, and a t  t h e  point  whore t h a t  tonal- 

i t y  i s  establ ished,  the  feminine subject  (Example 13) returns.  

I n  the  exposition t h i s  theme Tias f i r s t  presented i n  fragmentary 

folm, with each fragment being separately developed. The f u l l  

version of Example 13 was heard bu t  twice, both times j u s t  before 

the onset of the  development section. Since then Ih-aeseke has 

not made use of it and i t s  re turn  a f t e r  so long a delay enhances 

i t s  emotional effect .  I n  the  recap i tu la t ion  the composer does 



not  do away with the in te rp lay  of fragments from Example 13. 

When t h i s  i s  pas t  however, Example 13 in i t s  f u l l  guise i s  given 

proper at tent ion:  f i r s t  it i s  uni ted with the  scale- l ike ascend- 

ing motive of Example 9, then it i s  dragged along i n  t h e  basses, 

wedded t o  %ample 12, while i t s  f i n a l  note  group i s  being passed 

from woodwinds t o  v io l ins  and back. Reminiscences of Example 10 

a r e  used t o  provide e x t r a  momentum and a t  l e t t e r  T we hear  the  

music s t ruggl ing toward C major. The ou t l ines  of t h e  l a s t  p a r t  

of Example 13 a r e  heard in retrograde motion, but  t h e  accents of 

the 4 + 2 motion from Example 10 p u l l  t h e  music i n t o  a d i f f e r e n t  

emotional atmosphere. A s e r i e s  of upward staggering chords f o r  

f u l l  orchestra  (inversions of the  G major chord) appear j u s t  be- 

f o r e  l e t t e r  U and t h e  recap i tu la t ion  closes* The wlld melee 

which follows is, f o r  a l l  the  excitement it produces, a per- 

f e c t l y  control led a f f a i r :  8 bars  before l e t t e r  V ( i n  C major) 

the  s t r i n g s  r e c a l l  Example 9. The checkerboard pa t te rn  of the 

score i s  produced by instrumental exchange on the rhythm J4 JJ-. 
With the brass  and tympani making the  most of the proceedings, 

the 4 + 2 motion of Example 1 0  re tu rns  and the  music i s  b r o w h t  

t o  fever  pitch. With the dot ted rhythm indicated above hammered 

out every other  measure in t h e  brass  and tympani the  orchestra  

tumbles down, then up on t h e  ou t l ines  of the  G m j o r  t r i a d ,  With 

ton ic  chords on each primary bea t  over th ree  measures, the  move- 

ment comes t o  a breathtaking conclusion. 

Af te r  the tempestuous sounds of t h e  f i r s t  movement tho 

l i s t e n e r  may not  f i n d  himself e n t i r e l y  prepared f o r  t h e  Schemo 



which follows. Again the  key i s  G major, The time signature i s  

214, unusual f o r  Scherzi  of the  time, bu t  nevertheless i n  con- 

t r a s t  t o  the  314 meter of the  preceding movement. Like the 

Scherzo in Schumann's Second ,Svmaha  it bears  the marking D e s t ~  

l e w i e r ~  and, a s  i n  Schumann1s work, it i s  given second position. 

Occasional sounds of Berlioz and Mendelssohn a r e  perceptible20 

i n  the orchestrat ion,  but  despi te  such occasional references, t h e  

movement bears  the  d i s t i n c t  imprint of Draesekets personality. 

It a l s o  has t h a t  very unique element of construction mentioned a t  

the beginning of t h i s  chapter - it lacks  a Trio section. The 

movement is  one of the gems i n  Draesekels symphony writing: it 

i s  simple both in conception and e f f e c t ,  bu t  so de l igh t fu l ly  

sa t i s fy ing  t h a t  it never f a i l s  t o  impress. No wonder it became 

the  bes t  known piece i n  Draesekels orchestra  catalog. 

The movemsnt begins with t h e  sound of two f l u t e s  a major 

3rd apart ,  on the s taccato pedal point  of G major. I n  the t h i r d  

measure these a r e  joined by the  oboe with the  first half  of t h e  

jaunty main subject  r 

Example l4a  

It should be noted t h a t  t h i s  theme begins with the  downward l e a p  

of the  fourth (G-D) w i t h  which both the  introduct ion and sonata- 

a l l egro  of t h e  f irst  movement began. The second half of t h e  



theme follows innnediately: 

Example l 4 b  

These thematic elements a r e  then passed among the i n s t m e n t s  of 

the orchestra  with t h e  occasional sounds of plucked s t r i n g s  add- 

ing a shadowy qual i ty .  Af te r  a one measure & t h e  c l a r i n e t s  take 

up the  3rds of the  f l u t e s  while a so lo  bassoon r e s t a t e s  the main 

theme. When t h e  t o n a l i t y  changes t o  E f l a t  eleven measures be- 

f o r e  l e t t e r  B, the  lower s t r i n g s  present  a new thematic ideat21 

Example 15 

A s  the  Scherzo continues t h i s  mater ial  becomes increasingly 

important, f o r  it i s  the rhythmically more impetuous of the two 

leading ideas. 

From t h i s  po in t  on Draeseke maintains the l i s t e n e r ' s  

i n t e r e s t  not  so much through thematic development p e r  se ,  bu t  by 

juxtaposing and combining h i s  thematic groups, coloring them by 

means of dynamic and harmonic s h i f t s ,  and of course, by cont ras t s  

i n  orchestration. It i s  therefore unnecessary t o  be de ta i led  

about the course of the  music, Charac te r i s t i c  of the  movement 



a r e  the  &, of ten  indicated by measures in which t h e  only sound 

i s  t h a t  of an instrumental p a i r  i n  octaves. Sudden outbursts  

from spec i f ic  o rches t ra l  groups, sometimes from the f u l l  orches- 

t r a ,  a r e  a l s o  common. If these d e t a i l s  seem t o  ind ica te  a sme- 

what hal t ing character  in the  movement, i t  is  a f a l s e  impression. 

The ac t ion  of t h e  music i s  swi f t  and f u l l y  cumulative i n  e f fec t ,  

though the  two main sect ions of the work end with a ~ e r w a l d i a n ~ ~  

suddenness which takes the l i s t e n e r  unaware. The bas ic  question 

regarding t h i s  Scherzo remains one of form however: why does 

Draeseke dismiss the  normal Trio sect ion? The answer i s  not j u s t  

t h a t  t h e  composer wishes t o  avoid convention, In a l l  of 

Draesekel s symphonies (with the  possible  exception of the a- 
ghpnia somica) the  composer deals  with problems of unity. I n  h i s  

g m&&g Draeseke approaches t h i s  by giving a l l  the  

movements r e l a t e d  design. I n  the  f i r s t  movement we saw how t h e  

composer allowed h i s  recap i tu la t ion  t o  equal  t h e  length of both 

t h e  exposition and development sect ions,  indeed, made the 

recap i tu la t ion  developmental i n  char.acter. This i s  the same 

pr inc ip le  of the  Scherzo and t h e  main reason why the  Trio i s  

l e f t  out. The f i r s t  half  of the  Scherzo l a s t s  some 84 measures 

and serves a s  exposition. The second h a l f ,  which begins with 

Example 1 5  and therefore gives t h e  sub t le  impression of begin- 

ning a s  a development, l a s t s  almost twice a s  lone;. It does con- 

t a i n  aspects of a sonata-form development sect ion,  but  Draeseke 

telescopes t h e  developmental processes and incorporates them 

i n t o  an expanded repe t i t ion  of the  f i r s t  par%, so t h a t  one may 



indeed speak of a developmental recapi tulat ion.  This corresponds 

t o  the  idea of the first movement and, a s  w i l l  be seen, t o  t h a t  

governing the remaining movements a s  well,  By t h i s  a l t e r a t i o n  

i n  design Draeseke =.elates t h e  movements and achieves uni ty within 

t h e  symphony. Had he re ta ined  the  Trio sect ion i n  the Soherso, 

the consequenoe of h i s  planning would have been disturbed, The 

form of t h e  Scherzo, if charted, could be sa id  t o  correspond 

roughly t o  t h a t  of a sonatina. 

The E f l a t  major which follows takes the l i s t e n e r  

i n t o  another world en t i re ly .  I f  played a t  proper tempo t h i s  

movement l a s t s  between 15-20 minutes and s tands i n  d i r e c t  con- 

t r a s t  t o  the  animated, barely 6 minute long Scherzo section. 

The length of the ndaaio might lead one t o  speculate t h a t  t h e  

movement i s  loosely constructed. To be sure, there is an aura 

of d r e a d i k e  fantasy which pervades the music, bu t  a s  a formal 

e n t i t y  the  movement i s  a s  t i g h t l y  constructed a s i t e  companions. 

In the climaxes the music a t t a i n s  gripping passion, a passion 

which i s  both heroic  and poignant, an emotional atmosphere which 

only genius functioning a t  i t s  highest  l e v e l  can create. It 

would not  be exaggerating t o  c a l l  the  slow movement of Draeseke's 

Q a the  f i n e s t  between those of Schumann's E 

and Bmcknerfs E* symphonies. It stands i n  r e l a t i o n  t o  t h e  

h d a ~ i ~  of the p a ~ i c a  a s  does t h e  Bruckner C# minor 

t o  i t s  successor i n  t h e  same composer's -KQ. 8. 

The movement opens with the  s o f t l y  undulating tones of 

the  c e l l i r  



Example 16 

This i s  but  one of several  touches pro lep t ic  of the  Adagio of 

Bruclmerls && m. Over t h i s  b a s i s  t h e  other  s t r i n g s  

.enter with the sounds of the  E f l a t  major chord and t h i s  i s  

passed on t o  the woodwinds. The horn e n t e r s  with t h e  following 

melody: 

Example 17a 

which is  then extended by oboe and second horn: 

Example 17b 

Simultaneously the  f l u t e ,  with c l a r i n e t  an octave lower, intones 

t h i s  nostalgic  phrase: 



A s  the music takes a t u r n  toward 3' minor we hear i n  the oboe a 

reference t o  the descending t r i p l e t s  of t h e  introduct ion t o  t h e  

f i r s t  movement, ltro measures before l e t t e r  A the  f l u t e  en te rs  

with t h i s  melodic fragment: 

Example 19 

The sub-dominant t o n a l i t y  of A f l a t  i s  establ ished a s  t h e  music 

reaches a throughout t h e  orchestra ,  with Example 19 d i s t r i b u t e d  

among the woodwinds. The sound i s  immediately reduced t o  and 

the  t r i p l e t s  from the f i r s t  movement's introduct ion re tu rn ,  

accompanying Example 1m. A t t -ansi t ional  passage commences, i n  

which the  music modulates t o  G major. A t  l e t t e r  B the  marking 

becomes lyl p m  Q& and we hear what i s  the  t r u e  

second theme of the  movement, presented by the  solo f l u t e :  

Example 20 



Three measures a f t e r  l e t t e r  C t h e  music moves i n t o  the cloudy 

area of B minor and a swelling sound, produced by t h e  gradual 

expansion of o rches t ra l  sonor i t i es ,  br ings back the lovely c l a r i -  

n e t  melody of the symphon;yls introduct ion (Example 7) .  A r o l l  

of the  tympani on a pedal D begins a a ~ i t a t ~  passage. The 

music soars  t o  the  limits of the  orchestra  u n t i l  only the  t r i p l e t  

motion of the  lower s t r i n g s  holds the  music together, There i s  

a ha l t ing  cadence i n  E minor and then the  16 th  note t r i p l e t s  of 

the  f l u t e s  l ead  t o  a conclusive chord f o r  f u l l  orchestra, A 

s ing le  tone from t h e  horn re tu rns  the  music t o  G major i n  the  

second measure a f t e r  l e t t e r  D, with the  marking a &. 
Now begins the  shor t  development sect ion of t h e  AdaPiq. 

A disturbing q u i e t  takes over a s  the  c e l l i  and basses murmur 

Example 1 6  against  wood~rind chords and the  accents of plucked 

s t r i n g s  on the dominant 7 th  of G major, Two measures before 

l e t t e r  E the music modulates away from G major i n t o  the  d i s t a n t  

region of F# major, with Example 16 providing the so le  rhythmic 

animation. Example 1 8  en te rs  a t  l e t t e r  E and i s  extended by 

elements of hkample 17b. These melodic u n i t s  are  developed a s  

more and more instruments come on t h e  scene. The sound swells 

u n t i l  the melodic mater ial  reaches a spine-tingling conclusion 

poised on a Gf; i n  the  uppermost range of t h e  f l u t e s  and viol ins .  

Via t h i s  tone tho music modulates from F# major through E major 

i n t o  the homo key of S f l a t ,  which i s  reached two measures a f t e r  

l e t t e r  3'. Sudden a s  it may seem, it is  here t h a t  Draeseke con- 

cludes the  devolop~t~ent section. 



l a a t  t h e  composer achieved i n  the  recap i tu la t ion  of t h e  

f i r s t  movement, and t o  a l e s s e r  ex ten t  i n  t h e  second p a r t  of the 

Scherzo, he now attempts again in the  recap i tu la t ion  of the  

. A s  i n  t h e  two preceding movements the recap i tu la t ion  

i s  developmental i n  character ,  but here the  breadth of design i s  

even more unique. Zach thematic element presented i n  t h e  expo- 

s i t i o n  returns,  clothed i n  f u l l e r  o rches t ra l  garb; but  Draesel<e 

i s  not  content with simply amplifying the  sound of t h i s  mater ial .  

Each thematic u n i t  i s  given a sect ion of i t s  own, with each sec- 

t i o n  containing i t s  otm climax. The climaxes a r e  so proportioned 

however, t h a t  each one exceeds i ts  predecessor i n  in tens i ty ,  The 

r e s u l t  i s  a ladder-like sequence of events which leads t o  the  

shat ter ing c e n t r a l  climax oP the  movement between l e t t e r s  L and 

N. The concept of ynendliche bjelodio i s  a t  the bas i s  of tNs 

design and the melodic waves ~ k ~ i c h  extend throughout the  rocapitu- 

l a t i o n  a r e  q u i t e  s imi la r  t o  those i n  Brucknor*~  slow movements. 

d t  the beginning of t h i s  chapter reference was made t o  the re la -  

t ionship of Example 1 6  with t h a t  of the opening t o  the  D f l a t  

major Adado of Bruckner's Eiehth -. I n  h i s  recap i tu la t ion  

Draeseke comes s t i l l  c l o s e r  t o  Bruckner, especial ly  a t  the main 

climax where t h e  means and execution r e s u l t  i n  an uncanny pre- 

monition of t h e  climax i n  the abovementioned Adagio of Bruclmer. 

C major i s  the l a s t  recognizable t o n a l i t y  i n  t h e  ineaswes 

preceding l e t t e r  L. A number of modulatory passages i n  which 

Pxample 7 plays a leading ro le ,  bring the  music t o  an unsta.ble 

3 f l a t  major. h t  the  marking a ~ i t a t ~  - which s ignals  the 



beginning of the  crescendo toward the  c e n t r a l  climax - Draeseke 

adds a footnote23 important f o r  the performance of the passage: 

Von h i e r  b i s  Buchstabe M mlssen d i e  
Accente nu Anfang des Taktes vermieden 
und bloss d i e  vom Componisten bezeichneten 
Noten und Taktthei le  betont  und vor- 
gohoben werden. 

The tona l i ty  appears t o  be G minor a t  the s t a r t  of the crescendo 

period, but t h e  underlying harmonic force remains B f l a t .  The 

s t r ings ,  viewed from the bass, have the  appearance of an inverted 

pyramid: i n  the  bassos 8 t h  notes, i n  the  c e l l i  and v io las  16th 

notes i n  syncopation and above, the 32nd notes  of the v i o l i n s  i n  

octaves. The sonor i t i es  of the orchestra expand a s  the  b rass  

e n t e r  with t h e i r  accents while the woodwinds climb upward 

on 16th note syncopations and then melt i n t o  the  general sound. 

The p<f >p marking of each measure disappears three 

measures before l e t t e r  MI With one l a s t  swell,  i n  which the  hor- 

rendous crescendo of the trumpets i n  increasing rhythmic propor- 

t i o n s  r i p s  the  music a p a r t ,  t h e  movement reaches i t s  stupendous, 

crashing climax. The sound of C minor a t  t h i s  climax and the  

trumpet outburst  (m) on t h i s  rhythm @ fa J J ) 
d 

bring the l i s t e n e r  i n t o  the  world of t h e  main climax i n  the 

Adagio of Bruckner's &. 8. The Bruckner I1soundff i s  

f u r t h e r  an t ic ipa ted  by the  chorale-like majesty of the  presenta- 

t ion.  Heavy chords (m) i n  the  s t r i n g s  aga ins t  the brass  and 

woodwinds ease the tension and pave the way f o r  the  denouement 

which follows. The music subsides a s  the s o f t  pa lp i ta t ion  of in-  

complete rhythmic w i t s  t,akes over. The music once again begins 



t o  swell,  so  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  N the  pages of score a re  black with f i l i g r e e ,  b u t  the 

a c t u a l  sound i s  much l e s s  ag i ta ted  than i n  t h e  passage leading 

to the  preceding climax. 16th note t r i p l e t s  play an important 

p a r t  i n  a new crescendo, b u t  it i s  the  ascending chromatic motion 

over the pedal B f l a t  Flhich c rea tes  tension. The orchestra comes 

a l i v e  with 32nd notes  and these rush upward t o  an emphatic a 
f o r  f u l l  orchestra  on a f irst  inversion of the dominant 7th of E 

f l a t  major, Three f u l l  beats  l a t e r  the  home key i s  presented a s  

muted v i o l i n s  and v io las  q u i e t l y  introduce the tonic  t r i a d  i n  the  

16th note tr4.plet motion with which tho Adacio opened. I n  a ges- 

tu re  which looks forward t o  the close of the S m h o n i a  Trapica, 

the E f l a t  harmonies move t o  the extreme regions of the  orchestra ,  

A so le  p izz ica to  E f l a t  froni the lowilr s t r i n g s  closes the move- 

ment. 

The F ina le  of the & a Svmohone i s  something of a 

problem, though no t  because of formal d i f f i c u l t i e s ;  here it i s  a 

matter  of content,  r l f t e ~  the  s u p r t )  Scherzo and Adaele, the  

Finale  simply re tu rns  the l i s t e n e r  t o  the  world of the  f i r s t  

movement, though no t  with i ts themat3.c mater ial ,  It i s  t h e  nlood 

sustained, the conception rapeated which tzoubles one. Perhaps 

Draeseke considered these t o  be t h e  proper solut ions I n  creat ing 

t h i s  Finale; if so, they rmre miscalculations and such t h a t  the 

majority of h i s  conteniporaries made a s  well. It, i s  equally 

possible  t h a t  t h e  formal element - t h e  concept of a developmental 

recap i tu la t ion  equalling the combined lengths of exposition and 



development - which the  composer chose a s  the unifying device i n  

the symphony, may have engendered a dilemma, Sacr i f i ce  the  over- 

a l l  formal uni ty o r  c rea te  a movement of f i n e r  qual i ty? A com- 

promise could have been effected,  bu t  Draeseke was e i t h e r  un- 

willing o r  unable to do so; it i s  t h i s  f a c t  which robs the 

of the  appra i sa l ,  t o t a l  masterpiece. But the Finale  i s  

nevertheless an e f f e c t i v e  movement: it i s  b r i s k  and exci t ing,  

f i l l e d  with genial ,  unexpected touches. For a l l  t h a t  there  i s  

something no t  q u i t e  honest in the music. The s p i r i t  of Nendelssohn 

) and Schubert ( S. ) i s  too obvlous i n  

the  accompaniment of the  opening t h e m ,  and the  theme i t s e l f  i s  

dangerously r e l a t e d  t o  the  F ina les  of the  and Sohumann 

L2 symphoniesr 

Example 2 1  



The playful  s p i r i t  of Gade (Fornth ) comes i n  a s  well t  

Example 22 

l a t e r  a l t e r e d  to: 

Example 23 

I n  f a c t ,  the  movement looks baak t o  another e r a  al together ,  

although t h i s  does no t  deny the feminine subject  a place among 

Draesekels l o v e l i e s t  l y r i c a l  inspirat ions:  

Example 24 

h de ta i led  ana lys i s  of the Finale  i s  not  necessary: t h e  expo- 

s i t i o n  l a s t s  u n t i l  l e t t e r  H,  a f t a o  which t h e  truncated development 

sec t ion  commences; t h i s  continues u n t i l  nine neasures a f t e r  l e t t e r  

L, whereupon the extended developmental recap i tu la t ion  i s  taken 

up. A shor t ,  b r i l l i a n t  coda begihs nine measures a f t a r  l e t t e r  X 

and leads  t h e  movement to i t s  tempestuous conclusion. 

Harmonically the  F ina le  surpasses the  sonata-allegro of 

the  first movement in i n t e r e s t ,  though t h e  remains t h e  



tona l ly  most f lu id .  Contrapuntally the  F ina le  i s  the  l e a s t  

involved of t h e  movements, and t h i s  may be p a r t i a l l y  explained 

by the  swif t ,  hard-hitting character  of t h e  music. The orches- 

t r a t i o n ,  desp i te  piquant touches i n  the handling of Examples 1 8  

and 19, i s  heavier  and constant ly f u l l e r  than elsewhere, bu t  t h e  

r e s u l t a n t  tone i s  psychologically i n  keeping w i t h  t h e  idea  of a 

concluding symphonic movement. 

Despite the  reservat ions regarding i t s  Finale, the 

Svmrzhonu. of Draeseke i s  an important work. Compared with 

the  leading symphonies of the 18601s - Bruch's $ f l a t ,  Vollanann's 

U w, the  th ree  ea r ly  symphonies of Bruckner (e *, Q - 
(w) and k. & E e), Borodinl s E f l a t  S-, 

Tchaikovslq's & and the  S v m a w  b. h dg E && 

of Camille Saint-Saens - Draeseke's e f f o r t  i s  f a r  and away 

superior,  both i n  ideas of construction & ac tua l  content. If 

it does no t  measure up completely to say, the S m h o n y b .  2 of 

Brucher ,  it i s  because of t h e  Finale. Otherwise Draeseke i s  

ahead of h i s  Austrian contemporary and, oddly enough, i n  t h e  move- 

ment where Bruckner i s  usual ly a t  h i s  peak, the  slow movement. 

We do not  know the  l i n e s  of organiaation along which 

Draeseke's &endsinfo& was planned, b u t  we a r e  f a i r l y  c e r t a i n  

t h a t  i n  it, the composer was struggling with concepts of unity. 

These concepts a r e  c lea r ly  recogniaablo i n  the  S &LX i&?g&~~: 

i n  the introduct ion t o  t h e  f i r s t  movement thematic elements a r e  

presentad which recur  l a t e r  i n  more developed form (sonata- 

a l l egro  and .Ada&); the  concept of the  charac te r i s t i c  i n t e r n a l ,  



which plays such an important ro le  i n  the  

a l so  present ,  i n  the  guise of the perfect  kth,  from which t h e  

main themes of each movement spring; a l l  of the movements a r e  

re la ted  i n  design and t h a t  design, whereby the recapi tulat ion 

takes on developmental character  and i s  made t o  extend over what 

amounts t o  the  combined lengths of exposition and development, i s  

an innovation f o r  which Draeseke alone may claim pre-eminence, a t  

l e a s t  i n  symphonic form - f o r  Beethoven an t ic ipa tes  such 

maneuvering i n  h i s  Quartet 8 f l a t  maior, Opus 130. It 

i s  sad t o  r e a l i z e  t h a t  a work of the  dimension and importance a s  

t h i s  of Fe l ix  Draeseke has no t  been given a com- 

p l e t e  performance since 1906 - despi te  the popularity which i t s  

Schereo once enjoyed1 



Draeseke during h i s  Swiss yea r s ,  about  t h e  

time of t he  F major Symphony. 





sYMRIOrrP NO. 2 i n  F MAJOR (1870-1876) 

The f i r s t  plans fo r  the composition of a second symphony 

were made by Draeseke as  early as  1870, before the completion of 

the _First S m h o x &  G major. Disturbing personal experiences - 
the break with h i s  f i a n c k  Luisa de Trey and the death of h i s  

father - plus h i s  teaching duties i n  Lausanne and Geneva - 
interfered with any concentrated work on the score. The greater 

pa r t  of the F major Symphony 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. i n  Leipeig in 18&. Ernst Schuch led  the 

premiere of the work on February 15, 1878 i n  Dresden. 

Erich ~ o e d e g ~  speaks of the F major Symphony as  opening 

Draeseke's Meisterjahre. There i s  no need to quibble with such 

poetios, f o r  Draeseke's Second Symphony i s  a masterpiece i n  

every r e s p a t .  The work has never earned the at tention it 

deserves, though during the 1880's Hans Richteg5 showed decided 

in t e re s t  in it. Thereafter it received few perfomnces.  

In comparison with the G major S m ~ h o n ~ ,  the Smhone  

No. 2 exhibits considerable advances. The orchestral language - 
which Draeseke speaks puts the new work years ahead of i t s  time. 

It i s  the language of Richard Strauss in h i s  tone poems, a b r i l -  

l i a n t ,  sweeping sound which elevates and stuns, ye t  capable of 



expressing the most tender emotional muances. It i s  fact26 t h a t  

Strauss  knew the  work, s ince he was presen t  a t  the E r f u r t  

s t l e l " J e r S a  of 1884, where t h e  g S v m ~ h w  was 

performed; previously he had been made aware of the work through 

h i s  benefactor Hans Richter. It i s  no surpr i se  then, t h a t  

S t rauss l  p p n w  bears  an uncanv  resemblance t o  the f irst  move- 

ment of Draesekels symphony, not  only i n  orchestrat ion,  b u t  i n  

thematic d e t a i l s  and formal conception a s  well. It i s  f o r  t h i s  

reason, and a l s o  because the  sounds and concept of Draesekets 

influenced the composition of ~ e r k l g -  

yype;, t h a t  t h i s  w r i t e r  maintains Draeseke had a profound influence 

on the  young Strauss ,  f a r  g rea te r  than the  more of ten c i t e d  

Johannes Brahms. 

The design of the E i s  likewise unique. 

Draeseke s t i l l  holds t o  a c l a s s i c a l  model, but h i s  solut ion f o r  

the problem of uni ty i s  d i f f e r e n t  than i n  the  -. 
It i s  not  a matter  of the  movements having the same construction, 

nor the placing of ce r ta in  thematic elements f o r  o ther  sect ions 

in an introduct ion,  nor the  idea of a c h a r a c t e r i s t i c  i n t e r v a l  a s  

i n  the previous work; i n  the E e- it i s  thematic meta- 

morphosis which occupies the composer, and i n  a manner qu i te  

s imi la r ly  attempted i n  the Adagio and S c h e r ~ o  of the  

&. 5 fi an a by Brucher .  The th ree  main ideas of t h e  f i r s t  

movement of Draesekels $ec& a r e  taken and modified to 

serve a s  the bas i s  f o r  the following movements; the  main theme 

of the first movement becomes the  mater ial  f o r  the  second 



movement, the subsidiary theme t h a t  of t h e  Scherzo, and the 

feminine subject,  the rondo theme of the  Finale ,  

Harmonically the mvls smoother than the 

, though it is  no l e s s  involved. The modulations 

a re  b e t t e r  prepared, l e s s  sudden and, i n  general,  more def t ly  

arranged, 

The contrapuntal f a c t o r  i s  one of t h e  major differences 

however. The E e- shows i t s  composer a s  a complete 

master of l i n e a l  manipulation, Draeseke himself admitted t h a t  

t h i s  aspect  of the  work's composition offered him considerable 

f r u s t r a t i o n  and t o i l ,  bu t  no one would suspect  this while exam- 

ining the  r e s u l t ,  The l i n e s  come together  without a s ingle  dis-  

turbing element, not  a note seems out of place and ye t ,  the  

e n t i r e  composition has about it the  f e e l i n g  of one grand design. 

It i s  a r t  a t  i t s  highest l e v e l ,  f o r  the  emotional empathy which 

the  music rad ia tes  i s  inseparably bound t o  t h e  technique which 

re leases  it. The imbalance of the  g S v m o h o ~ ,  inasmuch a s  

i t s  slow movement requires  a t h i r d  of the t o t a l  performance time, 

i s  eliminated i n  the Second -. Each movement i s  per fec t ly  

proportioned according t o  i t s  posi t ion,  nothing i s  developed 

beyond p o t e n t i a l i t y  and there a re  no backward glances t o  o ther  

s ty les .  The E e- i s  a product of Draesekets maturity. 

It i s  a v i t a l ,  vibrant  creat ion which f u l l y  demonstrates the  

unique personal i ty  of i t s  composer. It deserves a permanent 

place i n  the symphonic repertoire .  To the  orchestra  u t i l i z e d  i n  



the Draeseke adds two trombones and i n  the Finale, 

a t r i ang le .  Performance time i s  c i rca  34 minutes, 

The f i r s t  movement of Draeseke's Second S- (F 

major, & 1 1 e e r ~  a, 314) begins with one of the stormiest 

passages i n  symphonic m~rsic of the 19th century. Four introduc- 

tory chords within a three measure period es tab l i sh  the  home key 

and then the  l i s t e n e r  i s  seined and plunged i n t o  the  whir l  of 

sound. The rhythmically v o l a t i l e ,  joyfully a t h l e t i c  main theme, 

Example 25 

i s  without a doubt &Q insp i ra t ion  f o r  t h e  main theme of Strauss* 

~ . ~ 7  It i s  not  only the theme which is  so Straussian,  but 

the  e n t i r e  o rches t ra l  pa le t te ,  Fxample 25 comes hurt l ing f o r t h  

from the woodwinds supported by i n t e r j e c t i o n s  from the brass  and 

the slashing syncopated chords of the  s t r ings .  The tremendous 

energy i s  not  allowed t o  subside: a f t e r  four  measures of t rans i -  

t ion  a new melodic-rhythmic idea is  heard, f i r s t  i n  t h e  lower 

woodwinds and s t r i n g s ,  then menacingly repeated i n  the  viol ins:  

Example 26 



The horns hur l  a challenge t o  the  F major tona l i ty  with t h i s  

outburst  t 

Example 27 

.while the music assimilates  D minor. Above it Example 26 i n  the  

woodwinds and v io l ins  keeps the motion racing forward. Three 

measures a f t e r  l e t t e r  A the solo trombone answers the challenee 

of the horns, with the dotted rhythm of t h e  mater ial  talcen up by 

the v io l ins  (g) t o  r e s t a t e  Example 25. The music moves out  of 

D minor i n t o  a rad ian t  E major. &ample 25 i s  extended higher 

and higher i n  the s t r i n g s  as  the r e l a t i v e  minor intrudes. 3 i t h  a 

sudden chromatic swish the harmony reaches C major. To a s t r i n g  

f igure  perceptibly s imilar  t o  t h a t  i n  the  introduct ion of t h e  

- p a ~ i c a ,  we hear a poignant melody played by the oboes 

Xxample 28 

This i s  the l y r i c a l  feminine subject  and a f t e r  i t s  primary 

exposition it i s  passed t o  v io l ins  and c e l l i ,  extended and 



chromatically al tered.  The r e s u l t  i s  a t ~ a n s i t i o n a l  idea with 

an importance of i t s  own: 

Exanrple 29 

From the 13 minor of t h i s  presentat ion the music returns t o  C 

n~ajor. Seven measures a . f ter  l e L t e r  C a now surge of sound wells  

throughout the  orchestra. Zxamples 25 and 28 a r e  combined and 

the music explodes once again. sudden t o r r e n t  of 16th notes 

i n  the v io l ins  dr ives the music relentl.ess1.y fomrard, Foreign 

chromatic tonas impa.rt a dark qua l i ty  a.s the  themes b a t t l e  each 

o ther  f o r  prominence. i:iglit measures ,bef o re  l e t t e ~  G the e q o -  

s i t i o n  reaches i t s  climax. C ~na jor  i s  t h e  ~ILctorious t a n a l i t y  

and the  orches t ra l  interplay on the  C major t ~ i a d  c rea tes  a mood 

of hys te r ica l  jubilation. A t  the  point  tihere t h e  music should 

s top  and breathe, Draeseke suddenly i n t e r j e c t s  chords of 3':# 

major1 The ~ e s u l t a n t  s t ruggle between the  trio t o n a l i t i e s  has a.n 

exceptionally nlodern qua l i ty  about it, b u t  eventually the 3;; 

chords d i s in tegra te  i n t o  dinrinished 7ths of ti major and from 

there,  the course of C major i s  clear .  Under the pressure of 

t h i s  harmonic boi l ing the music i t s e l f  exer t s  new force. The 

16th notes  of the v io l ins  re tu rn  and new harmonic doubt i s  pro- 

moted. There i s  a vague glimpse of Example 28 i n  the  woodwinds 

and then Example 26, f o r  the most p a r t  fo rgo t ten  in the tumult, 



seiees  the  music. Via t h i s  idea the  music cadences i n  C major 

and the exposition comes t o  an abrupt conclusion. 

Nothing could be more c l e a r l y  defined than the beginning 

of the  devolopmenL section. The br ie f  span of f o u r  bea t s  is  a l l  

t h a t  prepares the l i s t e n e r  f o r  the  sudden plunge i n t o  D f l a t  

major, The e f f e c t  i s  one of heaviness, of exhaustion. Psycho- 

log ica l ly  spealcing, the con t ras t  thus afforded i s  well placed: 

a f t e r  t,he b r i l l i a n c e  trith which the  exposi t ion closed, a continu- 

a t ion  of the mood would he too  much of a good thing, Example 26 

re-enters f i v e  measures before l e t t e r  G and i s  t rea ted  canon- 

i c a l l y  by the s t r ings .  The aiusic gains momentum a s  elements of 

Example 25 conie on the scene and soon the bust l ing 16th notes add 

t o  the  comniotion. The entrance t o  C minor i s  heralded by sharp 

accents of the brass;  t h i s  passage gives way t o  an unstable E 

f l a t  major i n  which the woodwinds grab Example 25. An aggressive 

a.ttack from the s t r i n g s  rush the  music i n t o  D major where t h e  

~ioodwinds and horns develop the  sequent ial  f igure:  

Example 30 

derived from Example 26. The s t r i n g s  i n  t h e i r  lower r e g i s t e r  

b a t t l e  t h i s  new element with unison onslaughts which produce con- 

s iderable  t;erision. ii sudden half-cadence i n  il minor two measures 

before l e t t e r  K in te r rup ts  the  strinzing 16 th  note motion which 



would have l e d  t o  a new presentat ion of Example 25. The l y r i c a l  

episode which follows is one of t h e  most beau t i fu l  passages i n  

the symphony: Example 25 i s  transformed i n t o  an extended melody, 

presented by the v io l ins  and t r e a t e d  i n  canon by the  c e l l i .  What 

might have been a cold technical  maneuver i n  the  hands of a l e s s e r  

composer i s  used by Draeseke t o  reveal  new beauty. The passage 

exits qu ie t ly ,  but  the  canonic p r inc ip le  i s  used t o  r e i n s t a t e  

other  thematic elements. The manipulation of accents throughout 

the  orchestra  produces a steady crescendo e f fec t .  Examples 25 

and 30 a r e  p i t t e d  against  one another tao produce a shor t  climax 

i n  which t h e  chat ter ing double-tonguing of the  trumpets dominates 

the motion. A\ denouement s e t s  i n  and leads  the music i n t o  F 

major. Example 26 t r i e s  t o  a s s e r t  i t s e l f  bu t  i t s  fragments a r e  

cleared away by the  ou t l ines  of Ekample 30. The music bui lds  

with ever  increasing force a s  the o rches t ra l  sonor i t i es  expand, 

A attempts t o  hold the  mighty wavu of sound, With a 

tremendous = t h e  music burs t s  forward a s  t h e  recap i tu la t ion  

commences. Example 25 i s  roared from the brass  a s  t h e  orchestra  

converges upon i t s a l f .  This i s  not only the beginning of the re- 

cap i tu la t ion ,  it i s  the main climax. With renewed energy t h e  

mood of the  exposit,ion returns and the  music moves triumphantly 

onward. h l l  the  sect ions of the exposition a r e  repeated, bu t  in- 

vigorated by new instrumental combinations and v i t a l i z i n g  counter- 

points  drawn from various fragments of the thematic materials.  

Some e i g h t  measures before l e t t e r  R the f i r s t  v io l ins  present  

Example 28 with a l l  the singing qua l i ty  indigenous to t h e i r  



highest register. A t  l e t t e r  U a subsidiary climax allows the 

horns a f i n a l  Straussian bow, a s  the quartet  gloriously sounds 

Example 26 against the flaming tremolandi of expansive s t r ing  

sonorities. A sudden cut-off i n  B f l a t  minor begins the coda: 

the m i c  builds w i t h  ever increasing tension as  elements of a l l  

the themes begin t o  assemble. The rhythmic motion shrinks in 

upon i t s e l f  w l t h  the result tha t  the music quickens i n  propor- 

tion. Six measures before l e t t e r  Y Example 28 returns high in 

the violins over the i r r e s i s t i b l e  drive of t h i s  natural cres- 

cendo. On the staggering rhythm: 

Example 31 

the music reaohes two sudden stops, A single measure 

crescendo and the movement comes t o  i t s  stunning conclusion, 

The second movement i s  an Allegretto marciale (D minor, 

214). Although it replaces the slow movement, t h i s  march i s  not 

funereal i n  character. I t s  heading invi tes  comparison with the 

second movement of Beethoven's A major Smhony, likewise cas t  in 

minor tonali ty;  there the relationship stops. Despite the hefty 

climaxes to which the music works, there i s  an almost chamber 

music delicacy t o  Draeseke's movement. It has a tone about it 

which makes it unique i n  Draeseke's symphonies and indeed, there 

are certain de t a i l s  which seem characterist ic  of ~ a h l e r . ~ 8  The 



march stands i n  complete con t ras t  t o  t h e  f i r s t  movement; never- 

the less  the  character  of both a r e  r e l a t e d ,  not  only because t h e  

main theme of the  march i s  derived from Example 2.5 of the  pre- 

ceding movement, bu t  because the  second movement seems t o  have 

been designed a s  a mirror of in t rospec t ion  f o r  the  mood of i t s  

predecessor, The jubi lant  extroversion of the f i r s t  movement is 

here changed t o  the tone of ch i ld l ike  ~ s t e r y  and introspect ion,  

in te r rup ted  only by the lovely flowing l i n e s  of the  contrast ing 

middle sect ion,  The design of t h e  movement i s  a simple A-B-A. 

The movement begins with a steady pulsat ion of open 5ths 

i n  the  c e l l i ,  covered by in te rmi t tan t  decorations of the viol ins .  

The main theme i s  first  merely intimated, by the  c e l l i  and so lo  

f l u t e  r 

Example 32 

When t h i s  i s  worked t o  a short  climax f o r  f u l l  orchestra ,  the 

v i o l i n s  present  the  theme i n  i t s  e n t i r e t y  and we recognize t h e  

ou t l ines  of Example 25 of the  f i r s t  movement, inverted and t rans-  

posed t o  the  minor8 

Example 33 



The mood of the music becomes elegiac,  with a touch of w i s t f u l  

sadness. The movement marches onward a s  the  orchestrat ion f i l l s  

out. Eight  measures before l e t t e r  D t h e  music comes t o  a ha l t ing  

climax in which the brass  and tympani f i g u r e  prominently. D 

minor gives way t o  the  r e l a t i v e  major and Examples 32 and 33 

uni te  in a joyful  procession. A s  the marching begins t o  diminish, 

a l l  s o r t s  of chromatic ac t ion  leads the  music back to the  opening 

mood. Ten measures a f t e r  l e t t e r  F, a held Q in the woodwinds 

allows the music t o  modulate i n t o  3 f l a t  major a s  the middle 

sect ion,  yn & , commences. The opening 

cadenza-like c l a r i n e t  melody: 

Example 34 

is  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  qua l i ty  of the  section. The 

melodic l i n e s  weave i n  and out  of one another; a t  l e t t e r  G the re  

begins a crescendo sequence which leads t o  the  presentat ion of 

t h i s  touching pastorale  theme: 

Example 35 



The melody i s  blessed with one of t h e  f i n e s t  s t rokes i n  

the movement: a s  the  mater ial  comes t o  i t s  na tura l  conclusion, 

Draeseke extends it with an upward arpeggiat ion of t h e  B f l a t  

major t r i a d  i n  t h e  lower s t r i n g s ;  a s  the  horns repeat  Example 35, 

t h e  s t r i n g s  make a short  modulation i n t o  C major: t h e  e f f e c t  i s  

lovely, The sequences heard a t  l e t t e r  G re tu rn  and l e a d  t o  

another presentat ion of Example 35, t h i s  time f o r  the  f u l l  

orchestra  - a passage of s ingula r  magnificence. Five measures 

before l e t t e r  I the  music moves back t o  D minor; the  do t ted  

rhythm of t h e  trumpets ind ica te  t h e  r e t u r n  of the march. 

For twelve measures the  full  orchestra  i s  involved a s  

Examples 32 and 33 a r e  worked t o  a swi f t  climax. The march then 

f a l t e r s  and the  music becomes mosaic. The dot ted rhythm of the 

main mater ial  leads the  music thr0ugh.G minor, E minor, F minor 

and f i n a l l y  back t o  D minor whereupon t h e  climax of the expo- 

s i t i o n  i s  reinstated.  A new element i s  then allowed t o  intrude: 

Example 36 

of t r a n s i t i o n a l  character.  In the  eighth measure a f t ~ r  l e t t e r  N 

the  music suddenly s tops on a diminished 7th of F minor. An 

extended decrescendo ensues, i n  which the f igure:  



Example 37 

of the  trumpets plays a major role. The ever  decreasing force  of 

o rches t ra l  chords at tacking t h i s  subject  br ings i n  Example 36. 

This and Example 37 provide t h e  mater ial  f o r  the  extensive, 

hushed t r a n s i t i o n  t o  the  coda, which i s  introduced a s  a steady 

crescendo f o r  the orchestra. The resu l t ing  climax combines frag- 

ments of Examples 33 and 37. The music d i e s  away and t h e  opening 

tones of the  movement return,  z. The music f l i c k e r s  f o r  a 

second: the  solo f l u t e  disappears i n t o  the heights, a p izz ica to  

D &or t r i a d  and a p harmonic held by the  v io l ins  end t h e  move- 

ment. 

Af te r  t h e  ghostly conclusion of t h e  march, the Scherzo 

(Allegro comodo, 3/4) comes a s  a rude shock. Large orches t ra l  

fo rces  rush i n  with the  main theme: 

Example 38 

an obvious r e l a t i v e  from gxample 26 of t h e  first movement. 

The tona l i ty  i s  not immediately defined8 the music seems 

t o  waver between I) minor and G minor; it i s  s i x  measures before 



l e t t e r  A before the F major tona l i ty  which governs the movement 

i s  established. The opening of the Scherzo i s  therefore explain- 

able  a s  a bind between the  end of the  & l l e v r e t t ~  ~ a r c i a l e  and the 

new movement. Hence the  metamorphosis of Example 25 in<o Example 

33 and Exantple 26 i n t o  Example 38; hence pr inciples  of uni ty 

among a l l  three of the movements thus f a r .  Example 38 i s  pre- 

sented three times, each time with increased force. A t  l e t t e r  C 

the  developmental f i g w  of Example 30 from the first movement i s  

used i n  mirror  rhythm against  i t s e l f ,  with syncopated chords from 

the  woodwinds adding t o  the  tension. Example 38 re tu rns  and i s  

repeated t h r i c e  more, each time s t r i v i n g  toward new points  of 

climax. A t  l e t t e r  E the  main climax of t h e  Scherzo i s  a t t a ined ,  

character ized by t h e  walloping sounds of the  horns and brass. 

The d in  i s  no t  allowed to subside u n t i l  t h e  tympani have been a l -  

lowed a part.  The harmony then begins t o  move away from F major; 

a sudden cut-off on a unison C# and t h e  music modulates i n t o  

D major. 

The Trio follows without pauses p o c h e t t i ~  gjy -. 
It i s  t h e  only Trio i n  the  composer's Scherei  f a s t e r  than the  

music swrounding ito Its main theme: 

Example 39 



extends over s ixteen measures, though f a l l s  c l e a ~ l y  i n t o  f o u r  

def in i te  sections. The chamber music q u a l i t y  of the march re- 

turns,  but  enhanced by the qua l i ty  of s t r i n g s  muted during t h e  

e n t i r e  Trio. The brass i s  l e f t  out e n t i r e l y ;  only the  woodwinds 

a r e  allowed t o  partake i n  the  e l f i n  a i r i n e s s  of the  music. Not 

once does the music i t s e l f  r i s e  above the  dynamic marking g, 

The msulk  i s  one of the  most int imate and beau t i fu l ly  l y r i c  pas- 

sages i n  the symphonies of Draeseke, and it f inds  few p a r a l l e l s  

i n  the work of his contemporaries, Contrapuntally it i s  a tour- 

de-force and there  w i l l  be no attempt made t o  describe the d e t a i l s  

of construction. Suff ice it t o  say t h a t  the  proper con t ras t  i s  

afforded and with the r e s u l t  t h a t  t h e  Tr io  becomes t h e  r e a l  high- 

point  of t h e  t h i r d  movement. 

Two measures before l e t t e r  N the  s t r i n g s  l a y  aside t h e i r  

mutest the  s igna l  f o r  t h e  repeat  of t h e  Scherzo proper; tvro 

measures of modulatory mater ial  and Example 38 i s  again unleashed. 

The reader  should be made aware t h a t  Draeseke does not  simply in- 

dicate: &-. Because of changes i n  orchestrat ion and a 

s l i g h t l y  t i g h t e r  formal s t ruc ture ,  Draeseke has wr i t t en  the  

repeat  i n  f u l l .  The events remain bas ica l ly  t h e  same, with a 

shor t  coda i n  which a s l i g h t  reference t o  the  mater ial  of t h e  



Trio i s  made. Five measures of pizzicato,  a grand pause and a 

three measure f o r  f u l l  orchestra end the movement. 

I n  comparison with the  r e s t  of t h e  symphony, the  Finale  

(F major, , 414) may prove somewhat 

d i f f i c u l t  to comprehend a t  f i r s t .  After  a few hearings i t s  

curious rondo form makes i t s  impression and the  l i s t e n e r  looks 

forward t o  it with del ight ,  I n  t h i s  movement Draeseke moves a s  

close t o  t h e  Brahmsian c i r c l e  a s  he ever  came, but without 

sounding anything l i k e  Brahms and a t  a tempo t h a t  the Herzogen- 

bergs and G r i m m s  could never have paced. The harmonic thinking 

of L isz t  and Wagner remains, though appl ied according t o  

Draeseke's personal i n s t i c t s  and governed by h i s  own s t y l i s t i c  

methods and mannerisms. 

In considering t h i s  movement, Erioh ~ o e d e r ~ ~  indulges in 

one of those misleading musings which not only i r r i t a t e ,  bu t  

which a r e  usual ly unnecessary and incor rec t ,  Proceeding from 

the  f a l s e  hypothesis t h a t  t h e  Scherzo was ac tua l ly  a Minuet, he 

concludes t h a t  the Finale  i s  the symphony's r e a l  Scherzo! I n  

i d e a l i s t i c  descr ipt ion it  i s  perhaps, inasmuch a s  it i s  the  most 

l igh thear ted  (and t h i s  i s  a matter  of r e l a t i v e  consideration) 

movement i n  t h e  work, b u t  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  emphasiee) 

i s  t h a t  of a mpfg p e r n e w .  The whirlwind motion 01 t h e  move- 

ment makes it an exception t o  t h e  majority of symphonies contem- 

porary with it. As with the  beginning of t h e  Scherzo, t h e  first 

tone we hear i s  t h a t  with which the  preceding movement ends 



( E  in t h a t  case). The rondo theme: 

Example 40 

i s  derived from Example 28 of t h e  f i r s t  movement; the ou t l ines  

of Example 28's first half i s  re ta ined  f o r  t h e  f i r s t  half of 

Example 40; the  second half of Example 28 i s  then inverted t o  

produce the  second segment of t h e  other. 

The presentat ion of Example 40 on the  solo c l a r i n e t  i s  

preceded by a f o u r  measure outburst  of t h e  orchestra which es- 

t ab l i shes  the movement's main key. The f i g u r e  which then takes 

over t o  accompany the c l a r i n e t  - a repeated s taccato 8 t h  note 

pulsat ion of the  two f l u t e s  harmonieed a 3rd apar t  - takes us  

back t o  the  Scherzo of t h e  G &mi the reaf te r  the  

resemblance ends. The mater ial  of t h e  very opening i s  brought 

back, a l t e r e d  t o  this8 

Example 41 



followed by a restatement of t h e  rondo theme. An 

t r a n s i t i o n a l  sect ion leads  t o  t h e  f i r s t  climax, which breaks off  

suddenly. Thereupon t h e  second theme appears, g ~ ~ p  u, 
f i l l e d  with melancholy and i n  d i r e c t  con t ras t  to the main themet 

Xxample 42 

It is  immediately followed by another l y r i c a l  subject,30 the  

curiously unstable: 

Example 43 

one of Draeseke's most unusual melodic ideas. Its presentat ion 

by the woodwinds i s  supported by Example 41 i n  t h e  c e l l i  and 

basses underneath, while the  remaining s t r i n g s  accompany with 

chordal arpeggiations i n  t r i p l e t  quar te r  note motion. The tonal- 

i t y  tends toward A minor, bu t  the contrapuntal manipulation of the  

mater ials  does not allow a decision. It i s  only a t  l e t t e r  D t h a t  

a d e f i n i t e  tona l i ty  a s s e r t s  i t s e l f ,  and t h a t  is G major, i n  which 

Example 42 i s  developed high i n  the s t r ings .  A t  l e t t e r  E the  



80 

too t l ing  accompanimental f i g u r e  t o  Example 40 s e t s  i n  and the  

rondo theme i t s e l f  i s  returned, de l ica te ly  enhanced by the  gent le  

t ink l ing  of the  t r i ang le ,  one of the few percussion luxuries  t o  

be found i n  Draeseke's symphonic oeuvre. A one measure 

begins the next sect ion of t h e  rondo-finale: an extended f u c a t ~ ,  

in which Example 40 is turned upside down and given the s t e r n  

tonal  c a s t  of D minor, The new theme i s  f i r s t  presented i n  the 

second violins8 

Example 44 

The countersubject added t o  it: 

Example 45 

is  i n  the  b e s t  Sachian t r a d i t i o n ,  bu t  there  i s  nothing neo- 

Baroque about the harmonic handling, which represents Draeseke a t  

h i s  most wilful. Nine measures a f t e r  l e t t e r  I a short  codet ta ,  

introduced by t h e  horn modification of Example 44: 



Example 46 

brings the  sect ion to a close. A s  i n  the t rans i t ion  t o  t h e  

f w a t ~ ,  the orchestra  rushes up t o  a cut-off and then the  re- 

peated s taccato 8 th  notes return,  accompanying the rondo theme, 

which i s  now i n  G major, Example 40 i s  presented twice, the  

second time culminating i n  a cadenza-like passage f o r  t h e  solo 

f l u t e ,  which introduces a broad new sect ion i n  B f l a t  major, 

featur ing extensive development of Example 42. The plangent 

sound of t h i s  sect ion a t  first r e c a l l s  the  Finale  of Brahmsf 

F i r s t  S- then the  mater ial  i s  worked up t o  an almost 

Tchaikovskian in tens i ty .  The music becomes r i c h  with f igura t ion  

a s  Example 42 i s  pushed higher and higher i n  the orchestra. A 

subsidiary sect ion,  J?ranauillamente, begins f o u r  measures before 

l e t t e r  0, A fragment of the  rondo theme i s  playful ly manipulated 

and molded t o  become t h i s  idea: 

Example 47 



Its simplici ty  i s  outweighed only by i t s  gen ia l  effect iveness ,  

There i s  a c e r t a i n  nordic qua l i ty  about the passage which one 

could associate  with Franz Berwald, bu t  the  accompanying harmon- 

i e s  look forward more f o  the S ibe l ius  of the and Seventh 

,5vmohonies, Example 47 is f u r t h e r  extended by the l i t t l e  melodic 

snippet I 

E;xample 48 

a s  a general ag i ta t ion  i n f e c t s  t h e  music. Over a r o l l i n g  pedal 

of the tympani, trombone and horn present  the  solemn out l ines  of 

Example 43, a f t e r  which Example 42 regains i t s  posi t ion of 

p r io r i ty .  The music bui lds  t o  a climax and cadences i n t o  F 

major, am. This introduces a shor t  recapi tulatory sec- 

t ion ,  begun by the ac t ion  of Example 40. But t h i s  recap i tu la t ion  

i s  not  j u s t  simply repe t i t ion ;  the  rondo theme i s  p i t t e d  against:  

Example 49 

This then takes on the rhythmically more propulsive countenance 

of l 



Example 50 

The music from the very opening of the movement i s  re ins ta ted  

(Example 42) and the  f o u r  thematic elements b a t t l e  one another, 

resu l t ing  i n  a bois terous orches t ra l  tumult i n  which combined 

duple t - t r ip le t  motion and the  clanging of the t r i ang le  produce 

a wildly imaginative sound. The heady qua l i ty  of the  music i s  

stopped by self-wil led G major chordal 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 GPS separated from each o ther  by 

a unison B f l a t  re turns Example 42. This theme i s  inverted and 

used against  i t s e l f ,  gradually crescendoing t o  a climax, a f t e r  

which the music rushes downward u n t i l  only the back and f o r t h  

pendelling of the  c e l l i  and basses on G-E can be heard. Example 

40 t r i e s  t o  a s s e r t  i t s e l f  but cannot. Another crescendo ensues 

and works t o  a f u l l  orchestra  r i tenuto.  A t  l e t t e r  Z the f i n a l  

sect ion of t h e  rondo recap i tu la t ion  begins, m p o c h e t t i n o  & 

h. Example kQ i s  t r a n s f o m d  i n t o  a chorale: 

Example 51 



and developed with exci t ing emphasis, It i s  presented four  

times, each time i n  a d i f fe ren t  key: F major, B f l a t  major, D 

f l a t  major and D major. Its f i n a l  presentat ion i s  worked t o  a 

stunning climax which brings back Example 40 f o r  the l a s t  time 

and thus opens the movement's 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 to unbearable i n t e n s i t y  u n t i l  a t h i r t e e n  measure 

s t r e t t q  of billowing F major tones br ings the symphony t o  i t s  

monumental conclusion, 

As was mentioned a t  the  beginning of t h i s  chapter,  the 

J?J&&- Svmohonv presents  a new f a c e t  i n  Draeseke's s t ruggle f o r  

symphonic unity. While it does no t  reach the absolute perfect ion 

which i t s  composer achieves i n  the  Svmohonia Traaica t en  years  

l a t e r ,  it nonetheless surpasses i t s  predecessor, both a s  a work 

of a r t  and a s  representat ion of i t s  composer's personality, The 

Second Svm~hony has a perfect ion of i t s  own however, i n  i t s  

appl icat ion of the p r inc ip le  of thematic metamorphosis within a 

c l a s s i c a l  s t ructure.  Regarded thus,  it may be seen as  standing 

midway between the e f f o r t s  of Brahms and Brucber ,  a work with 

points  i n  comnon with the  symphonies of both. 

The pr inc ip le  of thematic metamorphosis which Draeseke 

uses was not  new a t  the  t h e .  L i s z t  i s  generally credi ted with 

having brought it t o  .the realm of the symphony, i n  h i s  Faust 

Svmohony (1855). Unfortunately the Svmohonv f a i l s  t o  con- 

vir~co a s  a symphonic e n t i t y ,  desp i te  the undeniably grea t  moments 

which it contains. t;hether because of i t s  themes or  b%caUS~ of 



the rhapsodical meanderings engendered by Lise t ' s  concept of the 

Charakterbilder, t h a t  work f a l l s  f a r  shor t  of perfection. 

Borodin's amateurish attempt i n  h i s  f l a t  Svmvhonv hardly war- 

ran t s  consideration, while Volkmannls appl icat ion of the prin- 

c i p l e  i n  h i s  2 & B f l a t  ma.ior i s  so simple-minded 

t h a t  the work bcomes equally negligible. Camille Saint-Saens 

provid.ed a n~asterpiece of symphonic laetamorpllosis i n  h i s  ThZrd 

Svm~honv i~ C minor, but  t h a t  was composed ten years a f t e r  

Draesekets E Svmohonv and i s  contemporary with the Snnnhania 

Traeica. Bruckner half-heartedly attempted woi-king with t h e  

pr inciple  i n  h i s  Third and Fourth Svn~ohonies, but  it was only i n  

h i s  j. & B f l ak-  t h a t  he achieved a balanced 

technique and by then, thertiatic metalnorphosis was already sub- 

Jugatod t o  o ther  p r inc ip les  of organization. 

Draesekels Second Svmvhom presents  a c l e a r  c l a s s i c a l  

design i n  which thematic metamorphosis provides the unifying ele-  

ment among the  movements. The f i r s t  (Zxample' 23), second (Ex- 

ample 26) and t h i r d  (Xxample.28) themes of the  first movement 

generate the  main mater ial  of the  second, th i rd ,  and four th  

movements respectively. I n  consideration of t h i s ,  the f i r s t  

movement may therefore be recognized a s  a s o r t  of general expo- 

s i t i o n ,  with the  second and t h i r d  movements equalling a develop- 

ment sect ion and the Finale - with the var ia t ion  pr inc ip le  of 

rondo form - both developmental and recapi tulatory.  && the  

Finale does not  sum up. Despite i t s  B o ~ e n f o ~ ,  the Second 

Symphony is  not a Finals infonie.  That i d e a l  was t o  be rea l ized  

i n  the Svmvhonia Traeica. 



Draesekels E i s  no t  j u s t  a good symphony, 

it is a g rea t  one and deserves a t  l e a s t  equal the a t t en t ion  which 

i ts  successor, the  warrants - perhaps even more 

so, s ince the  has never received even the minimum 

of recognition earned by i t s  s i s t e r .  The 2 &Q E 

represents  Draeseke a t  a peak of inspirat ion:  it has a l l  

t h e  melodic sweep and rhythmic verve which have kept the  sym- 

phonies of Brahms, Bruokner, Dvorak and Tcknikovsky p a r t  of the  

standard repertoire .  It has a compactness of s t ruc ture  which 

demonstrates the highest technical  a b i l i t y ,  Its freedom of l i n e  

and developmental methods exhib i t  an unconunon mastery of contra- 

puntal  elements. Its orchestrat ion points  the way t o  Richard 

Strauss  and the New German School of the  ea r ly  20th century. I n  

short ,  it i s  the  supple, v i t a l  work o f  a grea t  master, and woe 

be t o  him who would co~npromise i t s  greatness by placing it on t h e  

l e v e l  of t h e  b e t t e r  worlcs of a Bruch o r  Goldmark o r  Raff. The 

i s  the product of a superior  musical mentality, 

of an unique personal i ty  and i t  must be judged anew. 



C r ~ e s e h e  a t  t h e  time of t h e  Symphonla Tragica. 
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SYMPHONY NO. 3 in C MAJOR (1875-1886) 

(ttSymphonia Tragicat*) 

The F major Symphony was barely one year old before 

Draeseke began making plans f o r  i t s  successor. I n  a l e t t e r  

dated October 12, 1877, Draeseke mentions t o  the publisher 

Ruthardt a t  Kistner and Go. t ha t  a symphony of much larger  scope 

than the i s  being planned, a work which w i l l  be very much 

i n  contrast  t o  i ts  predecessor. Draeseke was hot very consequent 

with h i s  immediate intentions however, f o r  the did 

not Peach completion un t i l  nine years l a t e r ,  toward the end of 

1886. During the interim he was a t t rac ted  by other musical foms 

and simply allowed plans f o r  a th i rd  symphony t o  remain dormant, 

though from t h e  to time his  l e t t e r s  make mention of progress on 

the . The greater  pa r t  of the symphony's actual  oompo- 

s i t i on  seems t o  have taken place between the f a l l  of 1885 and 

t h a t  of the following year. The f i r s t  movement t o  be completed 

was the Scherzo, which was finished i n  September, 1885. The others 

followed between August-Deoember of 1886. The score and four-hand 

piano edit ion were published in the next year. On Janua~g 13, 

1888 Ernst Schuch conducted the Dresden Hofkapelle in the 

premiere. 

In  1907, a s  Arthur NiMsch was preparing the 

f o r  a performance d t h  the Leipzig Gewandhaus Orchestra, 



the c r i t i c  Eugen Segnita visited Draeseke and asked f o r  the 

pertinent deta i l s  concerning the histotye Dmeseke's 

reply was the following 831 

Mlt besanderen Ereignissen h b g t  dle 
nlcht  ausammen, auch nicht Wt, da 
i n  den letaten vier Monaten 1886, nachdem ioh 
mir auf der Reise nach Schirgiswalde in Neustadt 
beim Stolpern den linken Am gebroohen, a m  Teil  
diesen A r m  noch In  der Bfnde tragend, nieder- 
schrieb. Das Sohemo war f&er f e r t i g  geworden, 
Dagegen hatte mlch die Einleitung aum ersten Sate 
und die Gestaltung des vierten in sehr d e l e  
Zweifel g e s t h t ,  und es  dauerte eienlioh lange, 
b i s  ich mit dem Plane v8Uig ins Reine gekomen 
war. Der vierte Sate so l l t e  anf8nglloh eine 
riesenhafte Ausdehnwg erhalten (auch Je te t  i s t  
dieselbe nicht  gering), doch sah ich mehr und 
mehr, dass d ie  verhdlltnlsse des ganaen d a m t e r  
leiden &en und bin somit froh, dass ich mich 
mlt der jeteigen Gestaltung des Werkes begn&t 
habe. Es war mir h e r  aufgefallen, und ich habe 
auch i n  w h e n  musikgeschichtliohen ~ o r t r t g e n  

nicht  auf rein instrumentalem, vlelmehr a 
vokalem Gebiet erfolgen sol l te ,  Bei der 
kam mir der Wunsch, 5u versuchen, ob es auf 
ins tmenta lem Weg nicht doch m8gllch sei, und 
diesem Wunsche verdankt das Finale die Entstehung. 

From the f a c t s  oontained in t h i s  interview it may be oonduded 

tha t  the ideas of 1877 underwent considerable al teration durlng 

the intervening nine years; it seems l ike ly  tha t  what the composer 

had then Intended, developed into something much greater and f a r  

more overpowering than he could have imagined, f o r  the 



Tragica is not only among the greatest symphonies of the 19th 

century, it i s  also one of the most profound h w n  documents ever 

penned. I 

Any competent does not f a i l  t o  mention tha t  

the i s  the best known (therefore the ltfinestll etc.) of 

the composer's symphonies. This, of course, is  next t o  nothing 

fo r  writers of such lexika, since few have ever heard the work, 

still  fewer having studied the score. Their clichg retains i t s  

basic t ru th  however, though not because the has simply 

achieved more performances than Draeseke's other symphonies. I n  

t h i s  work the composer has ereated f o r  himself a monument of in- 

calculable sp i r i t ua l  dimensions, wherein the fusion of creative 

force and a r t i s t i c  w i l l  produces a v i t a l ,  compelling and unfcr- 

gettable rnusico-psychologioal experience. The union between idea 

and execution, between emotional substance and formal cohesion, 

between expression and means is  so complete as  t o  make analysis 

well nigh impossible. The human imagination ree ls  under the im- 

pact of i t s  conception, i s  staggered by i t s  realization. One must 

decide whether t o  in terpre t  the work i n  a l i t e r a ry  sense, o r  sim- 

ply analyse it as  regards technique. It i s  the l a t t e r  path which 

t h i s  author chooses. Consequently the concluding remarks of 

Draeseke in h i s  interview with Eugen Segnitz sha l l  be l e f t  out of 

the discussion: they lead ta the realm of interpretation. 

Aer was mentioned in an e a r l i e r  chapter, three men have 

attempted analysis of the The work of Walter 

Engelsmann, Q&g 



, could not be located by the present author. The 

section devoted t o  the i n  Hennann Kretsechmar*~ 

is  excellent i n  i ts  way and a good guide f o r  the 

ordinary concert-goer; by necessity it i s  superficial ,  but it 

contains f a r  more insight  and f a r  fewer plat i tudes than the at- 

tempt of Erich Roeder, i n  which value judgments are made i n  a 

manner both unscholarly and without perspective. The attempt of 

the present author may therefore be considered the f i r s t  conse- 

quent and thorough analysis of the . The author 

would a lso  l i k e  to s t a t e  t ha t  he began h i s  work on Draeseke*~ 

a t  the age of 18; eight years of acquaintance with 

it through study has not engendered the proverbial contempt which 

familiari ty i s  supposed t o  breed; if anything, it has l ed  t o  an 

even stronger convlation t h a t  the i s  one of the 

greatast  musical creations of any era. 

Like the & the begins with an 

introduction (C major, 4). I t s  implicetiona are much 

vaster  than j.n the ea r l i e r  work however, though there are certain 

elements whioh they have i n  common. One of them i s  the concept 

of the characterist ic  in terval  and the l i s t ene r  meets it a t  the 

very onset of the 1 three octave p*s I n  unison.33 The 

octave is  Draeseke's symbol of the tragic i n  the qmphony; it 

appears t o  govern the work l i ke  some agrstical, omnipotent force 

which casts  i t s  forbidding presence over a l l  four movements of 

the work, occurring primarily just  before the recapitulatory 

sections of each. Though the octave is  the most perfect  interval ,  



it i s  a lso  the most s t a t i c  and therefore not generative; Draeseke 

recogniaed t h i s  and has provided a second characterisllc inter-  

va l  - that  of the 4th - which atakes i t s e l f  apparent i n  the main 0 

theme of the introduction. It w i l l  be recalled that  the Interval  

of the 4th was a lso  the win generative element in the & 

; in the it takes on an even greater importance, 

not only fathering most of the melodio a~tePlal in  the four move- 

ments, but standing in complete contrast to the octave - symbol. 

It must be considered tha t  the in ternal  of the 4th i s  exactly 

half the octave. Regarded in this way Ule octave is  

4% . In thie conception Draeseke sums up the 

strivings of the Romntic aentury, he fuses the passive and the 

active t o  produce unity, but this unity i s  achieved only through 

oonflictt the dfvemity which is  a t  the basis of the symphony as  

a form. I n  this Draeseke shows himself t o  be the forerunner of 

Vincent d'Indy i n  that  composer's &a* Hbam 
,34 (1902). a work consciously f o m d  on the principle of 

S& , and f o r  this writer, a work uhioh represents 

the culminating point of French symphonlsm. There are f w t h e r  

principles of contrasting elements i n  the , but these w i l l  

be disoussed a s  they arise. 

The three octave &&are presented try the f u l l  orchestra; 

each presentation represents an attempt t o  establish the basic 

tonall* of the symphony and each attempt f a i l s :  



M t e r  the t h M  attempt the harmony d i s i n t e g L L s  in to  a 

t i c  al terat ions,  so tha t  one cannot speak of 

a def in i te  key being established u n t i l  measure 21, a t  the appear- 

anoe of the main theme of the introdmation. Out of this h a m d o  

nebula the violins wind tortuously upwad i n t o  the i r  highest 

register. Suddenly the music is  sonomusly aglow a s  the s 

pour for th  this impassioned m e l e t  

The extension of t h i s  theme resul t s  in aome of the most 

profoundly beautiful muaio of the 19th oentury, pal.ticularly a t  

measure 14, where the unprepared entranoe of C &or plunges the 

l i s t ene r  into a mood of intense pathos. Thereafter the mi0 

brightens a s  the modulatoq sequences move gradually oloser to C 

majoc. When t h i s  occurs the violins present a simple aaoompslai- 

mental figure a 



over which the horns and clarinets expose the main theme of the 

introduction: 

Example 55 

This theme i n  i t se l f  i s  an &lge f h e ,  f o r  it occurs in a l l  the 

movements except the Scherrto. It has a dual character however, 

inasmuch as it i s  subject to as  well. 

These two considerations together therefore equal another mini- 

festation of and r the s ta t io ,  passive prin- 

ciple of and the generative, active oharacter of 

$,hW?&k . The actual construction of the theme i s  

of in teres t  also: it begins w i t h  the interval of the kth, but i n  

the second measure the answering melodic period commences with an 

augmented h: hence the main ingredients of the melodic struoture 

are mutually antagonistic and form a polarity of thei r  om. 



The second measure of the tbeme a lso  contains a h in t  a t  the main 

idea of the approaching sonata-allegro. 

To extend Example 55 Draeseke weds it to elements of 

Example 53 and the music is passed from i n s t m e n t  to instrument, 

producing a kaleidoscope of orches t ra .  color. As the extension 

oomes to i t s  end, the basses in t e r j ec t  t h i s  l i t t l e  motive: 

B m p l e  56 

a di rec t  re la t ive  of the main theme of the sonata-allegro. Via 

t h i s  f igure the music increases in animation and a natural 

crescendo ensues unt i l ,  a t  measure 39, the beginning of the 

(C major, 414) is  announced by the f u l l  orchestra 

presentation of t  

Example 57 

This i s  another of those harmonically vo la t i l e  themes of which 

Draeseke is so fond; in i t s e l f  it is  not noteworthy f o r  melodic 

charm, but it i s  pregnant with developmental possibil i t ies,  Its 

rhythmic outl ine and the E - t r i tone  clash should be kept i n  

mind, f o r  both assume importance during the course of the sgmphony. 



A short p e ~ i o d  af banei t ion ,  governed by the scale-like 

mtim s i t35  

Exaple  58 

b b s  OVBP the, pwoecsdings; the dotted of the third 

mas- will also b e o m  a d e v s l w e n t a l  figure f o r  the f i r s t  

m w n t ,  though in i t s  i n i t i a l  presentation it i e  too isolated 

to ba detected. This &reulsi t ionalmaterial ia uo rbd  up t o  a 

cmrcendo, the c of' d o h  brings the propulsive second 

theare: 

~ a d o u l a r  at tention should ba given the f a c t  that ,  in  each 

instance, the melodic segments are  forraed within the gambit of a 

4th. 'Phis theme i s  manipulated and combined with the dotted 

figure fram Example 58, then conduoted through C major, 

E major, A f l a t  major, E f l a t  majoP and f ina l ly  back t o  C major, 

where it leads Q a developmental passage f o r  Example 57. Four 

measws before bar 80 the musio reaohee a climw. and a s o f t  



modulatorg period moves the tonality into B minor, where the 

feminine subject i s  exposed on the clarinets in thirds: 

Example 60 

Again we note that  the melodic sements are  dominated by the 

interval of the 4th. The strings take over the action of the 

clarinets as  G major is  established. The simplicity of the i r  

melodic uttemnce is  one of the masterstrokes of thematic 

development: 

It i s  only when the clarinets return that  the l i s tener  mal ises  

that  inversion of the f i r s t  three notes of Example 60 has pro- 

duced m p l e  61. The dialogue between clarinets and strings 

l a s t s  some twenty measures and leads t o  an orchestral outburst 

on the dotted rhythm of Example 58. This leads the music into 

E major whew a seotion playfully asselnbles elements 

from a l l  the preceding thematic enti t ies.  The music reaches 

toward a cltnax, but instead, the sounds disappear into the 



extremes of the orchestra. A delicately sonorous cadence in E 

major brings one of the most memorable moments of the exposition: 

Example 62 

a lovely subsidiary thought presented by the horns over the sof t  

palpitations of the tympani. I t s  second melodic element i s  bu i l t  

out of the motion of Example 55 from the introduction. The 16th 

note turn is  t11en taken up by the clarinets,  followed by the 

violins as  the sonorities of the orchestra gradually f i l l  out. 

A s  the music reaches a c l h x  the sudden interjection of A# major 

produces an electrifying effect ,  an effect  which is  further in- 

tensified by an equally sudden cadential figure in E major: 

Example 63 

Here again rie have the conflict  of the tr i tone and th i s  conflict  

is ut i l ized fo r  a l l  i ts  worth. The rhythmic impetus of t r i p l e t  

8th notes in the upper strings adds t o  the excitement; then 

comes a sudden cut-off and reminiscences of Example 62 are heard. 

A short modulatory passage establishes the key of B minor. The 



return of Example 57, now in beautifully lyr ica l  guise, announces 

the development section. 

After various entries in cancnic imitation, Example 57 

gives way to Example 59 which i s  passed from one par t  of the o r  

chestra to the other. D major bdghtens the scene as a sudden 

charge of str ings brings back &ample 60. Example 57 

becomes persistent and hal ts  the swash of sound, chopping a t  it 

l ike  some huge axe, A series of modulations via t h i s  motive 

moves the music in to  F major a t  the double bar before measure 

180. A s  the music is  forced in to  C major there is a broad attempt 

t o  throw off the countenance of Example 57, The harmony enters 

E major and is  met by an immediate answer in B f l a t  majorr al- 

most a repetition of the passage between measures 130 - 135, 

except that  the cadential features of Example 63 reinstate C 

major. The t r i p l e t  motion returns as  well, only i n  D f l a t  major 

and against the rushing motion of the str ings,  Example 63 is  

treated t o  a huge panoply of sound. After a cadence into A f l a t  

major the motion begins t o  fa l ter .  The t r i p l e t s  of the str ings 

become more tentative, the sonorities emasculated, The f lu tes  

and oboes grope haltingly upward a s  if drawn by some mysterious 

magnetic force against which they seem helpless, In the guise of 

a third (E f l a t  - G ) ,  the octave-symbol loops downward four 

times, from the f lu tes  to the violas and bassoons, then twists 

upward once, i s  countered by as the strings, 

supporting the f lu tes  i n  low register, soft ly play the main 

theme of the introduction (Example 55). Underneath, the c e l l i  ' 



pendulate back and forth on B f l a t A .  In the two measures which 

separate the melodic periods of Bcample 55, these instruments im- 

perceptibly munrmr Brample 57. There i s  a disturbing stiU.ness 

about the music a t  th i s  point and the l i s tener  may have the feel-  

ing that  he has l y  entered the vortex of some aural 

hurricane. Only whisps of sound can be heard: a poised A f l a t  

in the f i r s t  violins indicates the end of the development sec- 

tione 

The recapitulation is  extensive, though not much longer 

than the exposition. A double bar and the elimina.tion of acoi- 

dentals return C major, as Fxample 59 begins the procession to  

the movement's mah climax. The theme i s  taken through various 

key sequences, with each moduleition bringing a sl ight change i n  

rhythmic emphasis. The tension is  built up to unbearable pitch. 

In a glorious burst of C major a general allows the f u l l  

brass oontingent ta ring out=, against which the weight of the 

res t  of the orchestra i s  thrown. This i s  done twice and then 

Example 59 i s  allowed to continue the motion, combining with the 

dotted rhythm of Example 58 and urging the music forward. In  the 

woodwinds and violas m p l e  60 i s  heard once again, extended by 

es elements of Example 53 can be 

detected. On the 

sides into A major fo r  a 

section of exceptional charm. A t  measure 301 the horns return 

with Example 62 and the thread of melody i s  taken up and spun 

out by the strings un t i l  the climax of bar 321, which opens the 



coda. Fanfare i n t e r j e c t i o n s  f r o m  t h e  trumpets lend themselves t o  

the  excitement a s  Example 57 returns;  wedded t o  it a r e  thematic 

snatches from Examples 58 and 59. The passage represents  one of 

t h e  highpoints of contrapuntal manipulation i n  the  symphony; it 

gives t h e  impression t h a t  a l l  the  major thematic elements a r e  

being recap i tu la ted  within t h e  shor t  spaoe of f i f t e e n  lneasures! 

A sudden move i n t o  G f l a t  major br ings a f o r  

the f u l l  orchestra ,  then the  music crashes back i n t o  C major - a 

l a s t  reference t o  t h e  po la r i ty  of t r i t o n a l  harmonic i d e n t i t i e s .  

From t h i s  po in t  t o  the  end t h e  music moves with i ~ r e s i s t i b l e  

force t o  a jub i lan t  conclusion. Example 57 and elements from 

Example 63 provide the mater ial  and t h i s  i s  colored by fanfares  

from trumpets and horns. With three unison s's f o r  f u l l  o r  

chestra  the movement ends. 

The second movement of the  i s  marked 

m b l U  , 312). It i s  one of the  g r e a t e s t  

slow movements of the  19th century, a form unto i t s e l f ,  a music 

of per fec t ly  controUed passion and c l e a r  d i rec t ion  in which 

echoes of the  Baroque seem t o  re tu rn  through the hyper-romantic 

s t r a i n s  which a r e  given f o r t h  from the  measured pulse which p e r  

meates t h e  section. 

If one excludes the  introduct ion then the  f i r s t  movement 

impresses a s  generally happy, with a health, expansive q u a l i t y  

expressing optimism and enthusiasm f o r  l i f e .  This ex t rover t  

qua l i ty  i s  lacking i n  the  second movement, f o r  here Draeseke ex- 

poses his innermost thoughts. The music r i s e s  from the  deepest 



tones of despair and moves t o  the sublimely elegiac, climaxing i n  

a monumental outpouring of heroic force before it i s  a t  l a s t  

shattered by the hammer blows of the octave-symbol. No l i s t ene r  

can f a i l  t o  be moved by the music and no musician can f a i l  t o  be 

impressed by the b r i l l i a n t  technique with which the movement is  

handled. 

The begins in c lear  A minor, almost in the manner 

of a sarabande as  Hermann Kretzschmag6 has correctly observed8 

the trombones intone the A minor t r i a d  and i n  the next measure are 

answered by the horns, c lar ine ts ,  and bassoons with the cortege- 

l i ke  motive8 

Example 64 

This theme i s  b u i l t  on the rhythm of Example 57 from the f i r s t  

moveluent, changed only by the proportions demanded by the 312 

meter. In subsequent repeti t ions the only a l te ra t ion  i s  t ha t  of 

the duplet 8th notes h t o  t r i p l e t s .  The A minor t r i ad  i s  given 

out again and i s  answered by Example 55, the $dge f ix8  of the 

symphony. Again the doleful tones of the trombones and then 

Example 55 i s  me~niorphosed in to  the following thematic segment, 

which Lkaeseke himself characterizes a s  the second theme of the 



The opening measures a r e  then repeated i n   large^ sonor i t i es ,  with 

t h e  broken chords of t h e  v io l ins  lashing a t  the  music and impart- 

ing a tone of deep pathos, A shor t  modulatory passage leads  t o  

the  sharp i n t e r j e c t i o n s  of :37 

Example 66 

an hamnonically unstable motive which plays a v i t a l  p a r t  in t h e  

c e n t r a l  climax of the movement. Af te r  another shoz-t modulatory 

passage Example 66 is  again repeated and the music movos t o  an 

exceptionally curious C major - F minor where the  orchestra  

presents  t h e  opening onco again, now i n  portentous sonari-ties 

which r i s e  t o  a scream of t e r r o r  from the  high rioodb%nds. Their 

outcry i s  answered !zy the  poignant C# mi no^ guise of Example 55. 

The on t i re  passage i s  repeated, though t h i s  time t h e  agonjzed 

cry of the  modwinds i s  soothed by Example 55 in D major. The 

music modulates a ntmiber of measures u n t i l  a t  bar 9, t h e  woad- 

ucinds bring a hint of the  octave-symbol; it camtot make i t s  

presence f e l t  tlovmvur, f o r  t h e  strimes wind t h e i r  tray into F 



major, as  if trying to f l e e  from the power of tha t  motive. An 

en t imly  new section ensues. The opening c lar ine t  melody: 

Example 67 

i s  a supremely beautiful. l y r i ca l  achievement. It i s  based on 

Example 57( the opening gambit of which i s  expanded t o  a 6th; the 

second half of the melody may be traced t o  Example 53 of the in- 

troduction. Example 67 i s  passed among the instruments and em- 

broidered w i t h  some of the most magnificent counterpoint i n  

symphonic writing. The new section i s  encountered l i ke  some 

vast, sun l i t  valley. Example 57 i s  spun out and extended with 

ef for t less  l y r i c a l  endeavor. Chromatic tones begin t o  enter  and 

the rneladia expansion begins ta acquire a yearning, longing 

quality. The s t r ings  c l h b  to the heights, bringing the music 

t o  ~n unforgettable climax of impassioned lyricism. The wave of 

sound begins t o  subside, but almost immediately a general cres- 

cendo se ts  in. With terrifying gi.andear the f u l l  orchestra 

crashes down upon the l is tener.  A &or peturmst over a walking 

bass Examples 64, 55, and 65 am united i n  an i m s i s t i b l e  pro- 

cession as Example 66 bat t les  furiously to maintain i t s  presence, 

The pitching, writhing confl ict  contAnues until the high s t r ings  



and woodwinds cut through the din with t h e i r  tortuwd outcry of 

Example 55. Just  as  the music i s  about t o  subside Example 66 

slashes out l i ke  a brutal ,  intimidating whip; from the lower 

s t r ings  comes 3Znd note backlash. The brass tqy t o  modulate, but 

the passage w i t h  Example 66 i s  repeated. Again the music attempts 

t o  move away from the cruel  oppression and t h i s  time it succeeds, 

with another sonorous outburst for  Example 64, answered by a 

weakened version of EKampLe 66. &ample 65 is  heard in the 

f lu t e s  and the music takes on a thin, bleak quality. L i t t l e  

solos w i t h  Example 66 maintain the on& motion; there i s  a 

s in is ter ,  Mahlerl ike tone as  the music approaches a standsti l l .  

Slowly the sounds begin t o  m l l y  themselves a s  the orchestral 

sonori t ies f i l l  out and the harmonies take on a res t less  modu- 

la tory  aura. A s  Ff pulled towards some unhown goa1,a general 

orchestral  crescendo gropes chrometically upward. Under the 

impetus of 32nd note interjections the music i s  pushed t o  the 

l imi ts  of the orchestra. Just  a s  the l i s t ene r  expects a new 

climax, the orchestra cuts off with a shattering m. In r ig id  

quarter note pattern the octave-symbol f a l l s  from the heights 

and t r i e s  to rise. Three tlmes &is occurs, each time with 

diminishing vigor. Finally the mournful tones of the trombones 

rescue the music and there is  a f i n a l  outburst of Example 641 

in  the trumpets Example 66 takes on a menacing guise as  it i s  

transfomed into a fanfare, quite proleptic of Mahler. The music 

seerns bound t o  A minor, but i n  the concluding measures the 



str ings bring in the C# of the para l le l  major. In tzanquil 

resignation the movement ends. 

Before proceeding t o  the Scherzo, a word concerning the 

form of the i s  necessary. Erich ~ o e d e r 3 ~  considers the 

movement a chaconne; Hermann ~retzsohtnar39 has decided tha t  it 

i s  a passacaglia. Although it has characterist ics of both those 

r e l a b d  forms, the movement is  neither, True, t hem i s  a recog- 

nizable ground bass i n  Example 64, but extensive variation i s  

not the principle on which the i s  based.@ Furthermore, 

the long ly r i ca l  section preceding the cent ra l  climax would a l t e r  

avly consideration of a s t r i c t  fom. The idea of statement and 

answer which permeates the movement leads this writer t o  consider 

the form of the movement as  a huge, distended pavane o r  sara- 

bande. These suggestions are made only f o r  lack of be t t e r  

characterizatLon, since it seems tha t  Draeseke has actually in- 

vented an entire* new form f o r  h i s  .41 With t h a t  we sha l l  

view the question as  set t led,  

C major returns f o r  the Scherzo ( 

314). The main theme8 

Example 68 



i s  derived from Example 59 i n  i t s  f i r s t  half, while the second 

half may be traced t o  Example 63. It i s  buoyant and uncompli- 

cated and characterizes the general tone of the Scherzo. The 

development of this material is  maintained by vety subtle manipu- 

la tory  measures however, and a t  f i r s t  hearing the theme does not 

impress. As one becomes more accustomed t o  the rhythmic sh i f t s  

and quick harmonic changes the material becomes more memorable. 

After Example 68 has been passed through a number of keys, the 

accents i n  the rhythm switch from the f i r s t  beat t o  the second 

and the two versions of the theme are played off against one 

another. A short f l u t e  cadence a t  measure 35 leads t o  the pre- 

sentation of the second theme t 

Example 69 

an which demonstrates t ha t  harmonic vo la t i l i t y  

so typical  of Draeseke * s thematic construction. There i s  both 

joy and lament in the melody and it lends i t s e l f  perfectly f o r  

development with the more pixg-like main motive. The theme i s  

passed from the middle regis ter  of the c e U i  t o  the high violins. 

A t  bar 70 it s tops  suddenly and Example 68 takes over and leads 

t o  a climax which brines the obligatory repeat of the Scherzo's 



exposition. In the second half of the Scherzo propor the music 

simply goes i t s  merry way, rarely disturbed. Occasionally the 

trumpets i n t e r j ec t  the rhythm j, )J I from Example 58 of 

the f i r s t  movement. No detailed analysis i s  necessary however, 

though at tention should be called to the measures between 185 and 

217, where Example 69 returns in most splendid sonorities. A t  

the end of t ha t  theme's double statement the music cuts off 

sharply and Draeseke presents the l i s t ene r  with the disturbing 

t r i t ona l  confl ict  which has o c c m e d  in both the preceding move- 

ments, over a pedal E of the tympani, the c e l l i  and basses 

munble on a tmmolando & u n t i l  the elements of Example 68 return 

and move the music onward t o  the climax in C major with which the 

Scherzo proper closes. 

The Trio i s  the heart  of the th i rd  movement. After some 

sof t ly  pulsating chords which establish the D f l a t  major tonal i ty  

of the section, the c lar ine ts  and bassoons expose Ule charming 

f o W k e  main theme 8 



The materdal could come from any number of preceding thematic 

segments, with Example 55 providing the general outlines f o r  the 

f i r s t  half ;  the second half seems t o  be based on Example 67 f r o m  

the middle section of the . The l i t t l e  rhythmic f igwar  

Example 71 

which accompanies in the h e r  voices is  barely perceptible; 

despite i t s  subservient position it neveptheless plays an im- 

portant role in the approaching climax and may be considered as  

a counter theme t o  the main melody, Example 70 i s  presented 

some six times, with each repeti t ion bringing a new l i t t l e  twlst. 

After t h i s  has been stated i n  A rainor the music mvea back to B 

f l a t  major and a general crescendo ensues. The accent on the 

second beat of each measwe builds the music with ever increasing 

tension. A t  measure 365 a t r i e s  to hold back a e  

accumulating energy, but i t  cannot: with the force of a mighty 

wave the music breaks for th  a s  the brass present Example 70 i n  

a l l  i ts glory; the r ea t  of the orchestra sweeps along i n  grandly 

sonorous accompaniment. When the brass have finished with 

Example 70 the accents i n  tho high s t r ings  move to the th i rd  

beat of the measure. As the music s t a r t s  to decrescendo, Example 

71 comes in on the brass t o  rock the music i n  playful denouement. 

The sounds become thinner and thinner u n t i l  only the tapping of 



the tympani can be heard. Modulations in the str ings push 

hesitantly f o m r d ,  reaching f o r  G major. Where i s  the octave- 

symbol in th i s  movenwnt, one may ask? The answer i s :  in the l a s t  

pizzicato u w h i c h  f a l l  from the violins t o  the basses, a. 
Acting as  dominants they lead directly t o  the C major pizeicato 

chord which opens the repetition of the Scherzo proper and the 

conclusion of the movement. 

The Finale of the has no s e t  form i n  

the usual symphonic sense. Erioh Fioeder4* ca l l s  the Finale a 

and it would have been nice if he had defined what was 

meant, since the tern  does not charaoterize anything. Hermann 

Kreteschmar43 showed considerable wisdom in his  appraisal of the 

Finale 8 

Im ganzen ist dieses Finale der 
eine der f k s  ~ e r s t h d n i s  schwierigsten Instru- 
mentalkompositionen, die es gibt. Die 
Schwierigkeiten liegen einmal in dem Aufbau, 
der keinem der gewohnten Modelle, etwa dem der 
Sonate oder dem des Rondo f o l  t, sondern seine 
Ueberfracht von Themen ohne Rficksioht auf 
Uebersiohtllchkeit so aufladet, wie es die le ider  
verschwiegenen dichterischen Absichten mit sich - 
brachten. Zum anderan liegen s i e  in den eigen- 
t w i c h e n  S t i l  Draesekes, der dem Hauptgedanken 
in der Regel wenigstens einen ~eben~gd&ken, 
meistens aber mehrere beieuf%en pflegt. Was 
der Komponist mit seinem Schluss-sate w i l l ,  
ergibt sich aus dem vorhergehenden. 

Though Kretzschmar does not commit himself to stating any form, 

he nevertheless characterizes the Finale in a bet ter  way than 

Erich Roeder. Kretzschmar's only f a u l t  i s  tha t  he does not go 

f a r  enough8 nowhere does he realiee the unity of the work. The 

cfincspt of and , the polari ty of the ootave- 



symbol and the  m, the  use of thematic metamorphosis and 

t h e  pos i t ion  of the Finale  a s  the point  of summary elude him a s  

much a s  they elude Erich Roeder. Instead, Kretzschmar thmws 

himself on the r a t h e r  naive excuse t h a t  the composer has held 

back necessary programnatic ideas. There may well have been 

some kind of program in  Draeseke's mind during the construction 

of the  Finale;  if so, it wil l .  remain an e t e r n a l  enigma. The 

l i s t e n e r  does not  have t o  have a program t o  understand t h e  

Finale  of the , any more than he needs one f o r  

Bruckner ' s , which i s  contemporary with Draeseke's 

work and whose Finale  is  constructed along prac t ica l ly  i d e n t i c a l  

l ines .  Draeseke, l i k e  Bruokner, allows h i s  Finale t o  bui ld i t s  

own form: a number of seotions growing ou t  of one another and so 

proportioned t h a t  there i s  a gradual staggering of ideas. with 

Draeseke the  peak of the  movement i s  reached i n  the thematic 

summary; with Bruckner the thematic summary i s  both the climax 

and the  conclusion of the  work. Draeseke has a deeper philo- 

sophical conception however, f o r  he br ings t h e  movement t o  a 

close with an extensive coda which i s  ac tua l ly  an expansion of 

the  symphony's introduction, thus achieving unity, what 

could be c a l l e d  . I n  t h i s ,  Draeseke i s  unique. 

The Finale  begins with the  following rhythmically 

charged motive, b u i l t  on the c h a r a c t e r i s t i c  i n t e r v a l  of the  hth, 

but  onding i n  the t r i t o n e  gambit and thus presemring the  idea of 

conf l ic t ,  



Example 72 

From its pmsentat ion on the basses and c e l l i ,  the motive leads 

t o  another thematic fragment, one which recurs  constantly through- 

out the movement and which l i n k s  much of the more important 

thematic material8 

Example 73 

The 618 meter becomes l e s s  percept ible  a s  the  main marking, 

u, changes to Bgidante mafLP. I n  the v io las  

and f l u t e s  wo hear the  f i r s t  half of the  symphony*~ id& f i x e ,  

with the  opening tona l i ty  of C minor now a l t e r e d  t o  E f l a t  major. 

Examples 72 and 73 reappear f o r  a moment and then the  second half 

of Example 55 i s  presented. The s t r i n g s  a r e  urged t o  t h e i r  ex- 

treme r e g i s t e r s  u n t i l  the v io l ins  s e t t l e  on the  sub-dominant 7th 

of C minor. The high sonor i t i es  disappear and a l l  t h a t  remains 

a r e  the  tremolandi of the c e l l i  and basses on the  tone F#. 

Since th ia  tone leads  d i r e c t l y  i n t o  C minor we may accept  the 

passage a s  a r e i t e r a t i o n  of the conf l ic t ing  t r i t o n a l  elements 



which have appeared i n  each movement. A returns,  closing 

t h i s  shor t  introductory section. 

The f i r s t  a c t  o f  the  Finale's drama begins a s  the v io l ins  

give out  the main theme: 

Example 74 

Example 21 binds it t o  the f irst  subsidiary theme: 

Example 75 

whose chromatic sequences may be tz3acod t o  the  brass  accomparii- 

ment of Example 7 1 i n  the Trlo of the foregoing movement. The 

t r i p l e t  motion of the s t r i n g s  carpies  the rmsic through a nutnber 

of t r a n s i t i o n a l  measurns u n t f l  Example 714 rettu-tts, fragmentized 

and passed from instruntent to instrument. Example 75 Fs l ikewise 

repeated, f i r s t  ty the f l u t e s  and then i n  unison wi th  the  f i r s t  



viol ins .  The t r i p l e t  motion begins t o  subside toward measure 

140. A t  142 the  indicat ion,  brings a new sec- 

t i o n  i n  E f l a t  major (214) in which a l y r i c a l  feminine sub jec t t  

Example 76 

i s  exposed and developed i n t o  an . The 

extension of Example 76 i s  one of the  f i n e s t  pieces of l y r i c a l  

evolution in 19th century music, with instrumentation changes 

playing a s  much a ro le  a s  the a c t u a l  thematic metamorphosis, The 

theme i t s e l f  c m e s  from an inversion of Example 67 of the  i 

t h i s  i s  made evident when the  melodic sequences reach t h e i r  c l i -  

max in:  

Example 77 

One could say t h a t  t h i s  e n t i r e  sect ion i s  p a r a l l e l  t o  the  l y r i c a l  

period i n  the  second n~ovemsrlt. A s  the melodic development of t h i s  

2/4 section comes t o  an end, the lrannonies grape forward u n t i l  

the L ~ i t o n e  clash of 1?; f l a t -  na tura l  between celai and tympani 

1 e s . d ~  t o  the return of the movementr§ main tmpo,  What ensues i s  



akin t o  a development sect ion,  but  the t o n a l i t y  remains E f l a t  

major and the br igh te r  qua l i ty  of the  major mode changes the  

character  of the  already exposed thematic elements. Example 22 

commences the ac t ion  and i s  answered by t h e  horns chort l ing 

Example 72, A fragment of Example 74: 

Example 78 

then takes over and is  given extensive development, passed around 

the  orchestra  and playful ly decorated and elaborated. The des- 

cent  of t h e  v io l ins  from t h e i r  highest  r e g i s t e r  a t  bar  256 

crea tes  a heady motion which sweeps the l i s t e n e r  through a s e r i e s  

of stunning modulations u n t i l  Example 78 is  recalled. The con- 

t i n u a l  t r i p l e t  8 th  note motion becomes impregnated with dis turb-  

ing chromatio elements and with a huge t h r u s t ,  the music i s  

pushed i n t o  C minor where Examples 74 and 75 a r e  given f u l l  o r  

c h e s t r a l  presentation, The music erupts  with the vehemence of a 

volcano: a s  Example 74 f in i shes ,  t h e  trombones and tuba pound 

out Example 72; Example 75 i s  shot upward I n  t h e  v i o l i n s  and 

woodwinds a s  t h e  horns menacingly emphasize the counterpoint: 

Example 79 



The whole orchestra  p i l e s  i n t o  the frenny f o r  a a p e t i t i o n  of t h e  

passage; f o r  a moment the music seems t o  want t o  hold back, b u t  

the  t r i p l e t  8th notes push chromatically higher  and higher  u n t i l ,  

a t  measure 335, t h e  music burs t s  the b a r r i e r s  of the  development 

sect ion and the  horns b la re  for th:  

Example 80 

With t h i s  theme the  second a c t  of t h e  Finale  begins. 

The t r i p l e t  motion of the preceding sect ion i s  re ta ined  

t o  keep the  motion flowing, but,over this,Example 80 - which i s  

an a l t e r e d  version of Example 65 from the - is  t r e a t e d  

canonically. After  i ts statement by trumpet and oboe t h e  lower 

s t r i n g s  take it up in diminution. Both versions a r e  u t i l i z e d  

aga ins t  themselves so t h a t  a double canon resu l t s .  When the  

s t e r n  qua l i ty  of minor t o n a l i t i e s  a r e  superceded by the  diminished 

form of Example 80 i n  F major, the  canonic sect ion begins ta 

disintegrate .  A sudden chromatic sweep downward throughout the 

orchestra a c t s  l i k e  a huge suction: the  l i s t e n e r  is  baf f led  by 

the music and wonders what i s  happening. Suddenly the modula- 

t i o n s  bob buoyantly upward and a s  a 214 meter i s  effected,  the  

s t r i n g s  qu ie t ly  present  t h i s  melody of sublimely simple tender- 

heSS l 



Example 81 

A s  the melody i s  extended the music begins to decrease i n  power; 

then, with a single upward stroke, Example 81  i s  sung fo r th  

throughout the orchestra, casting i t s  radiance and showering the 

l i s t ene r  with i t s  joyful, masculine tones. This section i n  A f l a t  

i s  ended by the return of Ekample 72. The theme is  i n  no way a s  

aggressive a s  it has been, and it simply provides t rans i t ion  t o  

the return of Example 78. What follows are  among the most 

imaginatively delicate pages in Draeseke's orchestral writing, 

Example 72 disappears i n to  the distance and a s  Example 78 i s  

tootled from the woodwinds, a gentle p i ~ ~ i c a t o  accompaniment 

charms the . l i s tener ,  With a masterstroke of orchestration the 

accompanying stFings make the i r  presence f e l t  with the delicious 

t r i l l i n g  figurer 

Example 82 

The section comes t o  a conclusion a s  elements of the minor mode 

intrude. The t r i p l e t s  of the s t r ings  move ever upward t o  a a 
out-off. Like some snarling beast the tone F# growls from the 



lower instruments of the orchestra. Three times the music t r i e s  

t o  escape the grasp of t h i s  tone, each time fai l ing.  A compro- 

mise is  reached a t  bar 343 where a tentat ive G major takes over 

the proceedings. Haltingly the s t r ings  bring back reminiscences 

of Example 76, but f i na l ly  the t r i p l e t  8th notes are  a l l  t ha t  

keep the music together. A t  measure 375 C minor returns and the 

stage i s  s e t  f o r  the f i n a l  a c t  of the drama. 

As C minor becomes disturbed by chromatic elements, the 

great  thematic sumnary begins. Like the st ing of an adder the 

violins and f lu t e s  s p i t  out Example 57 from the f i r s t  movement; 

underneath, Example 73 provides the accompaniment. As these two 

motives are worked against themselves the tmnpets a t  measure 588 

intone the main theme of the (Example 64); as  t h i s  comes 

to i ts conclusion the woodwinds bring in the second Uleme of the 

sonata-allegro (Example 60) and i s  given a fa lse  imitation by the 

horns i n  high tessi tura.  The t r ip l e t s  lash  the music t o  fever 

pitoh as  the brass and woodwinds combine to reca l l  the second 

theme of the Adagio (Example 65) while Example 57 i s  used against 

i t s e l f  in canonic imitation throughout the s t r ing  contingent. 

Suddenly the theme of the Trio can be heard i n  the inner voices 

(Example 70). A l l  the aforementioned thematic elements come 

against one another a t  the same timer with a t i t an i c  scream the 

trumpets bring the thematic sununary to i t s  colossal climax, Two 

measures l a t e r  the l i s t ene r  is  s tar t led  by the proclamation 

of Example 70 on the horns and t h i s  car r ies  the thematic summa- 

t ion  t o  a period of denouement. It should be stated however tha t  



Examples 60, 57 and 65 are  obviously present during the general 

decrescendo. A chromatic rush from the s t r ings  moves the music 

t o  a new wave of sound, which i s  broken off while the woodwinds 

are s t i l l  playing Example 65. Out of the depths r i s e s  t h i s  mag- 

nif icent  melody : 

Example 83 

which brings the l i s t ene r  in to  the world of Strauss* m- 
kavaliex. In vast  l y r i ca l  gestures the s t r ings  pour fo r th  melody 

a f t e r  melody, but each sequence i s  c lear ly  based on the contours 

of Example 53 from the f i r s t  movement's introduction, Just  as 

the l i s t ene r  believes the invention of the composer to be ex- 

hausted, Example 72 returns and in an art it at^ movement builds 

the music t o  an e a r s p l i t t i n g  dissonance: G-C-E flat-F#-D f l a t .  

The music shakes a t  i t s  foundations. Five times the music a t -  

tempts t o  f ind  some direction as  it crescendos f m m E  t o  = 
poised on t h i s  dissonance. A t  the l a s t  attempt, two orchestral 

chords stagger forward. With a single te r r i fy ing  crash the cym- 

bals shat ter  the music into thundering fragments. After t h i s  

blinding f lash  the sounds of empty, crushing octaves come oas- 

cading throughout the orahestra. The octave-bymbol casts  i t s  

omnipotent presence over the Finale, Under the weight of the 

octave Q's the heavy brass bring back the chords of Example 52. 



The has come f u l l  circlet  the prolog retums 

as flaming epilog. With pedeot  control Draeseke brings back 

a l l  the elements of the introduction, but changed by the pounding , 

t r i p l e t  motion which has permeated the entire Finale. With a 

reminiscence of Example 73 the strings attempt to escape the 

holocaust; four times th is  i s  attempted and suddenly the tonaUty 

of F# minor i s  established. With toLortured intensity the violins 

climb to the utmost extremes where the music remains poised fop 

a few breathtaking moments. With a single modulation C minor is 

reinstated and out of the woodwinds comes the beautiful, absolv- 

ing tones of Example 53. Pts glorious longeurs calm the l i s tener  

with profound pathos as  the music gradually sinks to nothingness. 

A short 414 passage a t  bar 799 establishes C major and returns 

the accompanimental figure of Example 9. For the Last time 

Example 55, the & a i s  he&. A short melodic extension 

establishes a l a s t  calm as the slowly expanding sonorities reach 

to the l M t s  of the orchestra. h a coda of ethereal tones, 

the concludes. 

The represents the pinnacle of Draeseke's 

career a s  symphonist. All the struggles with problems of d i v e r  

s i ty  within unity i n  classical  symphonic form find solution here. 

The direction which the composer entered with the 

of 1856 and which led t o  the formal speculstions i n  the and 

ends with the so that  the 

work may be regarded as the sumation of the composer's symphonic 

effosts. But the i s  not important merely as a 



milestone i n  Draesekeqs oareer8 it may a lso  be seen h be the 

oultninat- poiat of t i e  symphonism, In  it a m  t o  be found 

a l l  the pr$nciples of organiaation which excited the h g i n a t i o n  

of composers from Berlioa t o  Bmckner, and manipulated with such 

t e  mastery %hat no other syolphgny of the time (and few 

themaf ter )  can stand in comparison. 

In the analysis of the it has been 

pob ted  out tha t  Dmeseke works with painciples of polarity, of 

and . The confl ict  of these elements brings 

t o  the symphony the necessary diversi ty r eqdred  by ~yraphonic 

thinking. We haw noted polari ty ia the thematia mta*s, the 

harmanic structure and the movemental outline. Enoolrq3assiq these 

diverse elements ape pFinciples of w i t y r  the use of the oatave- 

symbol in all the movements, the rec nce of an ant i the t ica l  

& w, the concept of the characterist ic  in ternal  and the 

principle of thematic meietamo~phosis. To these may be added the 

important section of the Finale in which the major thematic 

en t i t i e s  of a l l  the movements are recapitulated in one 

contrapuntal surmnation, while the return of the symphony's i n tm-  

duction a s  coda-epilog brings the work f u l l  c i rc le ,  

The i s ,  of course, cyclic8 a l l  i ts  

principles of construction show th is ;  but Draeseke has gone one 

step f-her than such of h i s  contemporaries as Bruoher, Saint- 

Saens o r  Cesar Franckr h i s  symphony has a new form, what t h i s  

writer terns , wherein the developmental processes not 

only lead h a leestatanent of materials from movement to 



movement, but b- the ent%m symphonic ideal  thmugh a course 

of events which unites beginning with end. It would not be dif- 

f i c u l t  to imagine the commencing once again, 

exactly where it concludes. 

Much at tention has been given to the teohnical achieve- 

ments of the ; t h i s  has been so because they are  

tangible and can be objectively descPibed. They are only a par t  

of the gmatness of the work however, f o r  the technical means in 

any work of a r t  a m  worth no more than the emotional resul t s  

which they engenderp no matter what the style,  no matter what the 

era. The t o t a l  sp i r i t ua l  experience i s  a combination of both, 

the balance with which they have been juxtaposed. By a l l  

aesthetic considerations the is  a masterpieco. 

No l i s t ene r  who takes the time t o  acquaint himself with the work 

wi l l  ever turn away frrom it, any more than he would turn away 

from the greatest  symphonies of Mozart, Haydn, Beethoven, 

Schubert, Schuntann, Brahms, Tchaikovsky, Bruckner o r  Mahler. The 

Smhon ia  represents an unique a r t i s t i c  experience, but 

u n t i l  the time and conditions ar i se  where a large international  

audienco can make i ts  acquaintance, it w i l l  remain, a s  it has 

since i t s  completion, the curiosity of a Nebenmeister. To th is ,  

the present author a m  only shake h i s  head and utter8 sad. 





Beginning of t h e  F l . i ~ p e n k r _ i s  i n  t h e  Symphonia Comicn. 



sYMPHOMl NO. 4 an E MINOR 

("Symphonia Camicafl - 1912) 

The is  not only Draeseke*~ l a s t  

-how, it i s  also his l a s t  complete work in extended fonn. 

Between its composition and tha t  of the a 

quarCer century ea r l i e r ,  the composer had turned h i s  ene~g ies  

to other musical genres: mast of the large ohamber music worke, 

the Grand Mass in F# minor, the operas Bertran de 

Merlin, and the oratorios of the great Christu - 
Draeseke had considered the his f i n a l  coannent 

on symphonic fonn; f o r  a l l  prac t ica l  pwposes it was, f o r  the 

Comlca does not of fer  anythhg shatteringly new. The 
P 

position of the work in Draesekets career i s  t ha t  of a l a s t  

testament. After the exertions of producing the , the 

two operas mentioned above, and certainly the gargantuan task of 

, a l l  Draeseke could show f o r  his ef for ts  wera a few 

honorary t i t l e s  and the respect, if neither the at tention nor 

in t e re s t  of h i s  fellow musicians. He was a b i t t e r ly  disappointed 

man in the years before h i s  death and if, in the bast two yews 

of h i s  l i f e  he m s  able to  f ind  some reconciliation, it was a 

peace disturbed by the awareness of neglect. Draeseke did not 

become a misanthrope however; instead, he turned t o  where a l l  



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:45 

In Deutschland Musiker su sein, geh8rt 
einem Kapitel an, das in' der Danteschen 
~6lle fehlt. Aber den Humor habe ich mir 
nicht verderbsn lassen, wie mein neuestes 
Opus beweist. 

The humor to which Draeseke alludes has become a central problem 

in consideration of the Symphonia Comica: in the margins of his 

manuscript the composer has made little references to an occur- 

rence during the summer preceding the composition of the Comica. 

A nephew had visited Draeseke and his wife and one afternoon 

decided to amuse himself by swatting flies. Draeseke recalled 

the oaoasion while workhg on the Comics's slow movement and 
decided to use it as the basis for the section. A realistic 

Flienrnmotiv pervades the movement. As a re&lt the entire 

Ssmphonia Comica has come to be regarded as a program symphony 

which, except for the slow movement, it isn't. The two sources 

for information concerning Draeaekets l& S m ~ h o w ,  Erich 

Roederls biograph3k6 and the section on Draeseke in Johannes 

Reicheltls msmoires, Erlebte Kostbarkeiten,h7 have done much 

to promote this misunderstanding. In actual fact the Smphonia 

Comica is the most classically conceived of Draesekefs sym- 

phonies. It is not the Flienenkrieg of the second movement 

which gives the Symphonia C d c a  its humor - although a mass 
au,rlience could never be convinced otherwise - but the composer's 
personal ironic motivations, 



I n  1906 Draeseke published a testy rebuke of modern 

musical trends as exemplified in Richard Strauss' Salome. 

Konfusicn in der Musik made Draeseke a target fo r  the avanG 

garde. Since Draeseke was not protected by wide public recog- 

nition, and since he had been forced t o  earn his living as a 

pedagogue (a sure sign of ill-successt ) the younger generation 

saw i n  him f a i r  game f o r  attack. He was denounced, sometimes 

most crueUy, with possibly the nastiest  rebuttal co&g from 

Max ~eger.48 Xonfusion in der Musik became Draeseke's most 

famous opus overnight; men who had never examined a note of his 

music made him the personification of all that  was pedsntic and 

uninspired, Draeseke himseu was aware of the situation - and 

it continued until. well after his  death - but he neither retracted 

h i s  statements nor altered h i s  position* Instead, he gave vent 

to his  reactions i n  musical form: the Symphonia Comica. 

Draeseke was much responsible f o r  the attention given the 

p rogramt ic  aspect of h is  symphony. Perhaps th i s  uas conscious, 

a s  camouflage f o r  other intentions. There i s  something sus- 

picious about the Fliegenkrieg;, a slyly implied irony which oan 

be interpreted as  a reference t o  the attacks of the l i t t l e  pests 

who made Draeseke* s professional l i f e  so uncsmfortable. 

In  the Smhonia  Comica there i s  a hint  that  Draeseke 

once again took a stand in opposition to Straussian ideals, by 

parodying another of Strauss* works, the Symphonia Domestias - 
this,  one may conclude, from the 'rdomesticn incident of the 

Flieaenkrieq. Likewise, by making the Comica the most classically 



oPiented symphony in h i s  output, Draeseke demonstrated both h i s  

own position (we must reca l l  that ,  despite h i s  allegiances t o  

Wagner and Liset ,  DPaeseke never disavowed classical  procedures, 

only modified them a s  did Bruckner) and h i s  objection t o  the 

Strauss of the Domestics. 

The composition of the - Comica extended over a 

period of six months, from March t o  August of 1912. The f i r s t  

movement was compleb a s  early as  April 8th; the others were 

completed during the s m e r t  the th i rd  movement on July 25th, 

the seoond on August 8th, and the Finale on August 22nd. 

Draeseke did not l i ve  t o  hear the work premiered: it was given 

for  the f i r s t  t h e  by the Dresdener Stadtkapelle under Hemann 

Kutesohbch a year a f t e r  Draeseke's death, on February 6th, 

1914. A s  f a r  as  can be ascertained, it has been given only 

twice since then, the l a s t  time i n  the f a l l  of 1925. Except f o r  

the of 1856, the - Comica i s  the l e a s t  

known of Draeseke's five. It has never been published and 

acquaintance with it can be made only by way of microfilm o r  

photostat. The autograph copy i s  preserved i n  the manuscript 

archives of the Dresden Stadtbibliothek. 

The c l e a r o u t  c lass ica l  form of the - Comica 

snakes detai led analysis unnecessary. The choice of key - E 

minor - i s  perplexing only i f  one dismisses the element of 

imny. The Symphonia possesses an equally strange key 

sigmture,  C major, and there is  l i t t l e  doubt t ha t  the Third and 

Fourth Symphonies were meant t o  form a polarity. The orchestra 
P 



ut i l ieed  i n  the Comiaa is no larger  than tha t  of i t s  predecessor, 

though it must be mentioned tha t  the bmss  are handled i n  a way 

which Draeseke would not have attempted 25 years ear l ie r .  

The f i r s t  movement begins , i n  214. This 

is the f i r s t  time i n  h i s  symphonies tha t  Draeselce uses Gennan 

expressions f o r  the headings of h i s  movements. The key of E 

minor i s  established immediately by two introductory chords; 

these are followed by the movementvs main theme: 

Example 84. 

a sequence characterieed by i t s  uneven 3 9 3 formula. This 

unevenness i s  f i l l e d  out one measure l a t e r  by Example 85, a 

l i t t l e  rhythmic tm which could very eas i ly  have been attached 

t o  Example 84: 

but which i s  a t  f i r s t  l e f t  t o  i t s e l f .  Example 85 i s  l a t e r  

united with Example 811 t o  produce the customary eight  bar them- 

a t i c  structure. Therein l i e s  a touch of humor, one which amounts 

t o  self-parody: a s  may have been observed i n  Draesekevs other 



symphonies the  composer i s  fond of c rea t ing  thematic groups 

divided i n t o  two 4 measure e n t i t i e s ;  these a r e  then u t i l i e e d  

f ree ly ,  of ten combining with segments from o ther  themes. Drae- 

seke does t h i s  here a s  well, exoept t h a t  the  p a r t s  a r e  unequal. 

Despite the  humor apparent i n  the  thematic s t ructure,  the  music 

does not sound p a r t i c u l a r l y  jovial.  The E minor tona l i ty  im-  

p a r t s  a frowning q u a l i t y  and t h e  nervous movement of t h e  s t r i n g s  

sounds sinister, b u t  t h i s  is  a l l  p a r t  of the comedy. The repe- 

t i t i o n  of Examples 84. and 85 comes too ear ly ;  a f t e r  the  f u l l  

o rches t ra l  presentatLon the music suddenly stops, then moves 

i n t o  B minor-major. The s t r i n g s  s igh  back and f o r t h  with: 

- J 
The graoe notes  i n  the  mater ial  a r e  the  only ~~humorousM e f f e c t s  

and it i s  these which the  f l u t e  picks up t o  carry the  mate r ia l  

forward. The tail end of the  f l u t e ' s  so lo  i s  then taken up by 

the  s t r i n g s  and t h e  r e s u l t  is: 

Example 87 



the ly r i ca l  feminine subject. Examples 84 and 85 return and the 

l i s t ene r  is  plunged into a whirlpool of sound. A t  the second 

statement of these thenatic elements, the E minor home tonali ty 

is restored. There i s  a f i n a l  statement of themes culminating 

in a general helter-skelter, t o  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 manu- 

scr ip t  a double bar and the el inination of accidentals indicate 

the end of the exposition. 

The development section begins w i t h  a l i t t l e  joker 

instead of the A minor toward which the music seemed t o  be 

moving, the entrance of t ha t  key i s  delayed by the res is tant  

sounds of E minor which s l i p  over from the preceding part. A 

two bar hold of the tone C i n  the o e l l i  protests  the retention 

of E minor and then the music moves on i t s  predestined course 

through A minor. A f u l l  orchestra crescendo i n  D minor i s  fcl-  

lowed by a denouement, with a pu l l  toward E minor. The music 

then passes through G minor and C minor a t  the height of the 

development, where l i t t l e  fanfares from the brass give decided 

emphasis t o  the interplay of the nain themes. Canonic play sub- 

sides into a more ly r i ca l  outpouring of Example 87 in A minor, 

then C major. The music grows i n  intensity unt i l ,  on page 13, 

A f l a t  major i s  introduced and an expanded version of Example 

85 i s  presented. A 16th note motion surges through the or- 

ohestra; via E f l a t  major the music modulates back t o  E minor; 

a defiant outburst f o r  f u l l  orchestra brings the development 



sec t ion  to a close. The recap i tu la t ion  i s  extensive, b u t  no t  

longer than the  preceding sections. The bas ic  thematic elements 

retm according to the sequence of t h e  exposition, though often 

accompanied by each o ther  and i n  g r e a t e r  o rches t ra l  sonori t ies .  

A t  the beginning of the recap i tu la t ion  t h e  brass  bring in 

Example 84. i n  retrograde motion and from then on, i t s  each o r  

ches t ra  sect ion f o r  i t s e l f .  The contrapuntal manipulation of the 

mater ial  hardens i n t o  sharp, forward marching chordal e n t i t i e s  
1 

around page 20. There follows t h e  codar a f t e r  the main themes 

have once again been presented, the  chordal sounds re tu rn  and 

the  movement comes t o  a swift, t h r i l l i n g  conclusion. 

The slow movement, (3/4), stands mostly 

in the  t o n a l i t y  of C major, It c a r r i e s  t h e  notorious program of 

t h e  which seems t o  have become the  Comica*s chief 

claim f o r  at tent ion.  Despite t h e  programmatic overtones, the 

movement i s  a s t r i c t  formal e n t i t y ,  a rondo,* with the  simple 

pa t te rn  A-B-C-A-C-B-A a t  i t s  bas i s ,  t o  which a l i t t l e  c losing 

music is  tacked on a s  coda. The e n t i r e  movement i s  barely l 0  

pages of manuscript and, with the swatting and b a t t l i n g  a t ta in ing  

a f a i r l y  b r i s k  tempo, cannot last longer than 5-6 minutes. 

The movemept begins with a long, drawn out melody f o r  t h e  

v i o l i n s  r 

Example 88 



which begins to s h u t  teward G minor before s e t t l i n g  comfortably 

in the  home key, The concertante so lo  v i o l i n  adds t h i s  disturb- 

ing l i t t l e  figure: 

Example 89 

which Eraeseke himself has l abe led  . Several l i t t l e  

s l a p s  from the  woodwind bring back C major. A t  the double bar  

the  music modulates i n t o  F major, t h e  meter changes t o  918, t h e  

tempo indioet ion becomes f r i s a h  und lebhaf t  and t h e  following 

theme is  introduced: 

Example 90 

Thie i s  the  motive of the  nephew or ,  a s  Draeseke pre fe rs  t o  c a l l  

it, the  Enkelmotive. This i s  followed by a whomping, stamping 

fragment f o r  the  trombones and tuba: 

Example 9 1  
> 



which Roeder recognizes a s  t h e  Matschenmotiv. A new sect ion i s  

b u i l t  on t h i s  mater ial ,  wherein we recognize Examples 89, 90 and 

91 s truggl ing aga ins t  each other. According t o  the program, t h i s  

is  p a r t  of t h e  Flienenkrieq. The aura of t h e  movement's C major 

opening intervenes momentarily and then the  hurly-burly chase 

resumes with Example 90 triumphant. The solo v i o l i n  hops around 

l i k e  t h e  wounded i n s e c t  it i s  M t a t i n g  and f i n a l l y  s p i r a l s  out 

of the  music. With t h i s  the  918 sec t ion  c loses  and t h e  C major 

opening returns once again. Example 89 re tu rns  momentarily, i n  

a somewhat lame manner. The orchestra  makes a f i n a l  grab f o r  it 

and t h e  l i t t l e  p e s t  i s  eliminated. The movement ends a s  it began, 

with comfort and penceful sa t i s fac t ion .  

The Scherzo which follows, 9 -  f l o t t  (618) i s ,  f o r  

t h i s  writer, one of the  b e s t  movements of i t s  kind from any com- 

poser. It reaches back to t h e  freshness  and spontaneity of the 

Scherzo i n  Draeseke's G major Symphoq (though this one does 

have a Trio)  and cer ta in ly  o u t s t r i p s  i t s  predecessor f o r  sur- 

p r i s ing ,  charming l i t t l e  turns. Roeder bel ieved t o  have found a 

programmatic b a s i s  f o r  t h i s  movement, bu t  t h e  reader is  spared 

h i s  puer i l e  speculations since they have no foundation in faot .  

The main theme: 

Example 92 



en te rs  on t h e  violas ,  supported by the  basooons and the  p i z z i c a t i  

of the  basses. The B minor t o n a l i t y  - t h i s  is  Draeseke's so le  

symphonic Schelv~o i n  a minor key - imparts a dus)gr, twi l igh t  

qual i ty .  Example 92 i s  repeated by the  v io l ins ,  after which t h e  

upper woodwinds e n t e r  with a 16th note extension which leads  t o r  

Example 93 

in the  s t r ings .  Example 93 i s  no t  e s s e n t i a l l y  a theme p e r  se ,  

bu t  it i s  thematic and Ule only f igure  which Draeseke adds i n  

con t ras t  ts Example 92, within the  Scherzo proper. The e n t i r e  

exposi t ional  sec t ion  l a s t s  f i f t e e n  measures, with an obl igatory 

repeat  indicated,  For a period of t h i r t y  measures therefore,  

not  a murmur above the dynamic l e v e l g  can be heard. After the  

repeat  the music grows louder and inore intense,  with Example 92 

t h e  object  of discourse. B minor i s  held t o  tenaciously while 

the  brass  and percussion punctuate with heavy accents. On page 

39 the  triple-tonguing of t h e  t r m p e t s  and the  g m t s  from t h e  

trombones produce an hys te r ica l  e f fec t .  Them is a s h o r t  

climax, followed by a pyramid cmscendo throughout the orchestra ,  

during which the  f l u t t e r i n g  ac t ion  of Example 93 plays t h e  w i n  

role. The music begins t o  buez and whir l  l i k e  a hive of bees. 

The two thematic components (Examples 92 and 97) a r e  presented 

as a t  the opening of the niovernent, but a t  a d i f f n m n t  c3ynam.i~ 



l eve l .  The grace note  f igura t ion  on the  muted horns and trumpets 

lend a sound akin t o  Prokofiev. A rush t o  the  upper extreme of 

t h e  orchestra  leaves the  f l u t e s  dangling alone; a one measure ,A 

pizzicato reference t o  Example 92 i n  the  s t r i n g s  followed by a 

bowed repeat  and t h e  sec t ion  - which i s  supposed t o  be replayed - 
closes,  

The Trio s e t s  i n  immediately: C major, 2/4, with t h e  

indicat ion,  Schwer, gewichtiq. It begins with t h e  pompous 

accents of t h e  brass  accompanying: 

Example 94 

The music is dance-like in character,  but too  heavy t o  be the  

~ l n d l e r  which ~oeder5O i n s i s t s  upon. The tone is in complete 

contrast  t o  t h e  wispy, dark-hued Scherzo. Fxample 94 is  re- 

peated and t h e  woodwinds present t h i s  contrast ing idea:  

Example 95 

It is a counterpart t o  Example 93 of the  Scherzo, f o r  it is  too  

tenuous t o  be ca l led  a theme, but it is a c h a r m  l i t t l e  thought 

and provides t h e  necessary contrast  t o  the somewhat droning ef- 

f e c t  of Ekample 94. A upsvring from basses and trombones bring 



back the Trio 's  main theme; th i s  al ternates once with &ample 92 

and brings the Trio t o  i t s  close. The Scherzo proper i s  repeated 

and a four measure coda ends the movement with a forte punctuation. 

It is  worth noting that  the Scherzo occupiee no more than 

ten pages of score. With repeti t ions considered, the music can- 

not l a s t  more than 4-5 minutes. 

The Finale (Lebhaft, echnell) is  likewise of short 

duration. I t s  E minor tonal i ty  and meter marking of 2/4 re la tes  

it t o  the symphony's f i r s t  movement, though i t s  feminine subject - 
f a r  more expansive than i ts counterpart in the opening movement - 
promotes f a r  greater contrasts. The presentation of the main 

theme is i t s e l f  a study i n  opposing forces: 

Example 96 

Via a short t rans i t ional  passage the music moves in to  the sunny 

regions of the re la t ive  major, where the feminine subject is 

immediately exposed: 



With the exposition of t h i s  theme begins one of the l o v e l i e s t  

passages of the  Fourth r against  the  s o f t l y  syncopating 

chords of the  f l u t e s  and c l a r i n e t s ,  Example 97 i s  presented i n  

the middle r e g i s t e r  of the v io l ins ,  then given in expanded 

orohestral  dress  with a b r i l l i a n t  turn toward C major. A s  t h i s  

ends,the brass ,  against  syncopated chords in the s t r i n g s  and a 

bold counterpoint from the tuba, e n t e r  with t h i s  tarantexla-  

l i k e  motivet 

Example 95 

whioh i s  followed by another repe t i t ion  of Example 97. A t  f i v e  

measures after the  penci l led 5 i n  the manuscript, the  music 

turns to E minor and Example 96 takes over the proceedings. 

This marks the beginning of the  development. I n  the  seventh 

measure a f t e r  6, we hear a new l i t t l e  fragment, t r a n s i t i o n a l  in 

character ,  bu t  s u f f i c i e n t l y  independent t o  be quoted here: 

Faample 99 



Out of E major the  music modulates t o  C major and takes an 

unexpected t u r n  into F# minor, where Example 97 i s  presented, 

transposed t o  the  minor f o r  the f i r s t  time. A joyous ~omp in D 

majoT ends with an outburst  from the  tuba and the q u i e t  chat ter-  

ing of Example 96 begins anew, leading the  music t o  G major 

where Example 97 returns. This marks the  highpoint of the  Finale  

and indeed, is  one of t h e  f i n e s t ,  most e f fec t ive  and memorable 

passages in Draeseke's o rches t ra l  music. 

I n  the  eighth measure after 98, E minor i s  re-established 

and the  recap i tu la t ion  commences. The f u l l  orchestra  p a r t i c i -  

pates  i n  t h e  statement of Example 96 and here Draeseke provides 

the  l i s t e n e r  with some stunning sounds (par t i cu la r ly  i n  the fan- 

f a r e  mater ial  b u i l t  from Example 98, hidden i n  the inner  voices),  

A l l  t he  themes a r e  brought back and six measures before 19 there  

ensues a short ,  pr ickly coda which brings t h e  Codca 
P 

t o  i t s  chort l ing conolusion. 

As intimated a t  the  beginning of t h i s  chapter,  Draeseke's 

Fourth Svmhonr i s  not  an attempt a t  important ut ter ings.  After 

the  Symphonia Tragica of 1886, t h e  composer d id  not  consider 

himself capable of t h i s ,  a t  l e a s t  not  i n  t h e  form of t h e  sym- 

phoqy. The S m h o n i a  Comica i s  a personal document, a work 

which, though e f f e c t i v e  and musically sa t i s fy ing ,  cannot be 

termed a "great" masterpieoe. But it i e  masterful however and 

the  concert publ ic  i s  much the  poorer f o r  the  work's unavail- 

a b i l i t y ,  



Despite l i t t l e  humoristic touches (e.g. the unevenness 

of melodic structure i n  the f i r s t  theme of the f i r s t  movement, 

the program of the second movement, etc,)  the Symphonia Comica 

remains classical  in nature. There i s  no struggle with unifying 

features, there are no problems of formal design. In this 

respeot it stands in complete contrast t o  i ts  four predecessors, 

and therein l i e s  i t s  importance in Draeseke's career a s  sym- 

phonist , 
What does a master craftsman do when he has achieved the 

ultimate in a particular form? LP he can go no farther,  he turns 

t o  other forms and perhaps - and here i s  the para l le l  t o  the 

Symphonia Comica - when he has time f o r  reflection he wi l l  create 

a work f o r  himself. For possibly the l a s t  time he w i l l  u t i l i ~ e  

his a b i l i t i e s  and manipulate ideas f o r  nothing more than personal 

satisfaction. So it i s  with Felix Draeseke i n  h i s  l a s t  symphony. 



SUMMARY 

The symphonies af Fel ix  August Bernhard Draeseke (1835- 

1913) have been the  subject  of t h i s  dissertation. The dis- 

cussion of the  individual  works was preceded by or ien ta t ion  on 

the  s t a t e  of research concerning the  composer, a biographical 

sect ion covering the highl ights  of h i s  ca reer ,  h i s  her i t age  a s  a 

symphonist and h i s  posi t ion in t h e  h i s t o r y  of the  symphony. His 

contr ibut ions t o  symphonic form and elements of h i s  s t y l e  were 

covered i n  t h e  materibal, which forms t h e  analyses f o r  h i s  f i v e  

symphonies. 

Fe l ix  Draeseke began h i s  s e r i e s  of symphonies a t  the 

age of 21, with h i s  l o s t  &!2 (1854-1856) a 

Though no score t o  this work has ever  been found, a fairly 

accurate account of the  first and only pelrfor- 

mance was u t i l i s e d  f o r  what t h e  present  author  contends to be 

sound speculation. It has been proffered t h a t ,  in h i s  

& C ma.lor of 1856, Draeseke attempted to achieve some form of 

within the  d ivers i ty  of c l a s s i c a l  symphonio form, a f a c t  

W c h  would place the  youthful composer above the rout ine of 

h i s  t h e .  Admittedly, the attempt a t  un i ty  seems to have had 

i t s  cue from the  introduct ion t o  the  F ina le  of Beethoven's & 

minor Symphony, namely references t o  mater ial  from preceding - 



movements. It did not seem that  any contrapuntal presentation 

of the themes were attempted however. This e f fo r t  a t  unity so 

early in the composer's career is  important nonetheless, f o r  it 

shows t h a t  the symphonist Draeseke began h i s  preoccupation with 

unifying elements a t  an early age and therefore points the way 

to the ensuing pattern i n  h i s  symphonic achievements. The 

Jwendsinfonie was also peculiar i n  tha t  it had a aarch with two 

t r io s  instead of a Scherzo. 

In  the Symphony No. &, &I G major (1868-1872) Draeseke* s 

striving toward formal unity i s  made even clearer. The work 

opens wlth an introduction in which melodies and thematic frag- 

ments f o r  the f i r s t  movement sonata-allegro and th i rd  movement 

Adagio are presented. Qkewise, the use of a characterist ic  

interval  - t ha t  of the 4th - re la tes  much of the material i n  a l l  

the movements. These are not the only unifying elements i n  

Draeseke's F i r s t  Symphony, f o r  the composer goes one step fur- 

ther and produces even greater formal unity than attempted 

previously, by altering the design of the movements so that  

they a l l  correspond t o  one another. The procedure i s  t o  tele-  

scope development and recapitulation so t h a t  the second half of 

each of the movements becomes almost twice the length of the 

formal exposition and development sections together. For t h i s  

reason, each movement has a semblance of sonata form, and f o r  

the same reason, the Schemo of the G ma.ior S.vmphonv has no con- 

trast ing Trio section. The highlight of the symphony, as  was 

pxhted  out, i s  the work's Adagio, a movement which points 



ahead, both in manner and structure, to the Adagio in Anton 

Brucknerls Ekhth Sm~hong. 

In his Sympholy! &. 2 F major (18'i'o-lw6), Draeseke 

attempted still another solution to the problem of unity within 

diversity: thematic metamorphosis. The three main themes of 

the symphony*~ first movement are taken individually and mgnipu- 

lated to provide the main material for the second, third and 

fourth movements, with the final movement itself presenting a 

tour-de-force of thematic transformation within its rondo f om. 

It was stated that the Second Smphom in its orchestral tapestry 

anticipated the soilnds of Richard Strauss in hie early tone 

poems, particularly those in the first movement, Further 

characteristic of Draesekels work was its unique contrapuntal 

workmanship. In design it was unusual, inasmuch as it contained 

no true slow movement. The Second Sym~how retains classical 

proportions however, and is not a Finalsinfonie. 

With his Smphon~ &. 2 &I C major (Symphonia Tragica, 

1877-1885-86), Draeseke reached the pinnacle of hia career as 

symphonist. The present author has stated that the work belongs 

with the Smphonx &. 8 by Anton Bruckner as one of the two sum- 

mary points of symphonic think- in the second half of the 19th 

century. In his Symphonia 'lkagica Draeseke looks back over his 

previous symphonic productions: from the Smphon~ he 

takes the idea of an introduction in which basic elements of the 

symphony are presented, also the concept of characteristic inter- 

vals; from the Second Symphoq he retains the concept of thematic 



mtamorphosis; f r o m  h i s  J ~ e n d s i n f o n i e  he i s  once again inspired 

by the p o s s i b i l i t i e s  of thematic summary i n  the Finale, S t i l l ,  

however,Draeseke i s  in te res ted  i n  solving the  problems of 

within divers it^, With almost mathematical precision he maps out  

h i s  Symphonia Tragioar po la r i ty  i s  t h e  bas ic  pr inciple  - p o l a r i t y  

among the  seotions, po la r i ty  i n  the thematic material,  p o l a r i t y  

i n  the harmonic thinking. It i s  t h e s i s  and ant i - thesis  which 

rules  the  S m h o n i a  Trauica and these two elements a r e  c h a r a c t e r  

ized by two things1 t h e  octave-symbol which shows t h e  concept of 

the charac te r i s t io  i n t e r v a l  and which represents  the  idea  of 

t h e s i s  o r  unit,p, and the  main theme of t h e  introduction, t h e  
9-- 

symphony*~ id& f i x e  which i s  subjeot  t o  themntic ~netamorphosis 

and whioh represents  t h e  i d e a l  of an t i - thes i s  o r  diversi ty .  The 

confl ic t ing elements a r e  brought out  in each movement, bu t  with- 

out destroying balance. I n  the  slow movement, Draeseke may be 

sa id  t o  have resorted to a n  old, s t r i c t  form, t h a t  of a sarabande 

o r  pavane. In the  Finale  t h e  composer presents  a sect ional ized 

movement nhich moves t o  i t s  climax where a l l  the  main themes of 

the  preceding movements return. The form of the symphony comes 

f u l l  c i r c l e  a s  t h e  introduct ion to t h e  f i r s t  movement returns,  

i n  a l t e r e d  form, t o  conclude the  work. The present  author  has 

s ta ted  t h a t  t h e  success with which Draeseke achieves h i s  purpose 

of uni ty within d ivers i ty ,  places t h e  S.ymphonia T r a ~ i c a  on a 

l e v e l  with t h e  g r e a t e s t  musical creations. 

After t h e  Symphonia Traaica Draeseke d id  not re tu rn  t o  

the  symphony f o r  more than a quar te r  of a century. In h i s  f i n a l  



symphonic essay, the  No. 4 in E minor ( - ---- 
Comics), the composer did no t  attempt anything new. He produced 
P 

a masterful symphonic creat ion - t h e  most f u l l y  c l a s s i c a l  of a l l  

h i s  symphonies, since it eschews problems of un i ty  - but  he d id  

no t  attempt t o  surpass h i s  Third S,~=~nphon~. In the second move- 

ment of the  Symphonia - was found t h e  ou t l ines  of a small 

program, the so-called which this author contends 

has been wrongly in te rpre ted  a s  t h e  comic element i n  the  work. 

It has been emphasized t h a t  t h e  Smphonia Comica i s  not  a program 

work in i t s e l f ,  bu t  r a t h e r  t h e  workbench product of a g rea t  mas- 

ter who, f o r  p r iva te  reasons, wrote himself a l i t t l e  symphony 

with a sect ion e n t i t l e d  . The author  has suggested 

t h a t  the  a c t u a l  reference i n  the  t i t l e  may be more t o  the  com- 

poser's c r i t i c s  than t o  a c t u a l  insects .  

With this summary, the  d i sse r ta t ion ,  TheSymwhonies 

Fe l ix  Draeseke i s  concluded. The author would l i k e  t o  state how- - 
ever, t h a t  the  work is  not  simply a co l lec t ion  of data. It i s  

the  f i r s t  ser ious study of one sec t ion  of a very grea t  and very 

neglected composerls output* If it i n  any way helps t o  e rad ica te  

the  neglect  and t o  engender i n t e r e s t  i n  Fe l ix  Draeseke, then the  

e f f o r t s  of t h e  author have no t  been wasted. 



FOOTNOTES 

l ~ v a i l a b l e  from t h e  Karlsrmhe Stadtbibliothek. 

2~11 of the biographical d e t a i l s  i n  the  present  study 
a r e  based on Erich Roeder's account of Draesekels l i f e ,  
Draeseke, Der Lebens- und Leidenswe cines deutschen Meisters 

a;;~B-lm henceforth a l l  references 
t o  places in Roederts book w i l l  be labe led  simply, Roeder. 

3 ~ h i s  i s  not t o  be confused with t h e  l a t e r  Stlrina Quar te t  
No. 1 in C minor (1880); the  quar te t  c i t e d  here was, according t o  - ---- 
Roeder, destroyed o r  l o s t .  

%or a complete account of t h e  visit, see Wagner's '&& 
i4k.m (MY Life). 

k o e d e r ,  Vol. 1, p. 56. 

%he fiancge was named Luisa de Trey, f o r  whom Draeseke 
composed the piano su i te ,  P e t i t e  His to i re ;  t h e  g i r l ' s  mother was 
v io len t ly  pro-French bu t  claimed in a cour t  s u i t  t h a t  Draeseke 
had insu l ted  h e r  and then had broken the engagement with her  
daughter; a s  a r e s u l t  of the  law proceedings Draeseke was forced 
t o  pay indemnities. 

7 ~ e s i d e s  analyses of Draeseke's S honia Tra i c a  and 
Serenade for Orchestra, Kretzschmar devo-t&om- 
poser's choral  works; these may be found i n  any of the numerous 
ed i t ions  of Kreteschmar's f o r  choral  music. 

b k e  Kretzsohmar, Nemann was a t t r a c t e d  to Draeseke's 
choral  works; the remarks i n  fiemotin's Musikneschichte 111. 
Tei l ,  pp. 283-205, wlll bear t h i s  out. 

9 ~ h e  a r t i c l e  appeared in the &!$g S t u t t e a r t e r  
zei tun fos October, 1906; the  same year it was released a s  a 
bmchu: by the f i rm ~ d n n i n g e r ,  S tu t tgar t .  



1 ° ~ h e  author is  fu l ly  cognizant of the f ac t  t ha t  
Mendelssohn himself u t i l ized  unifying elements i n  h i s  symphonies 
(9. 2, Lob~esang and &. 2, ~ c o t t i s h ) .  

n ~ h e  author i s  aware of a thir teenth symphonic poem by 
Liszt, Von der Wiege b i s  zum Grab,  but t h i s  is a much l a t e r  work 
and not related t o  i t s  predecessors by h is tor ica l  consideration. 

1 2 ~ h i s  statement does not overlook the f ac t  tha t ,  in h i s  

correspondence here referred t o  is  tha t  which i s  
provided in Roeder. 

'%hen I brought up the f a c t  t ha t  my e ldes t  son had dedl- 
cated himself t o  music f o r  the past three years, he (the duke) 
was quite surprised, not only tha t  I might have an already grown 
son, but especially one who was dedicating himself t o  the ccmpo- 
s i t i ona l  branch of music. 'We have several  talented young 
musicians," he said, "but they a l l  want t o  be pianists. I myself 
am somewhat versed i n  the profession, but l e s s  a composer than a 
 critic.^^ And when I considered it my duty to c a l l  h i s  at tention 
t o  the f a c t  t ha t  you had learned, much from Wagner, he said: 
"Too bad; however, we'll t r y  t o  bring your son back onto the 
r ight  path. We customarily r e fe r  t o  Wagner and h i s  followers a s  
a pack of musical bandits, since they compose in open dismissal 
of music's rules, go against order and generally follow the prin- 
ciple: We are leading a f r ee  l i fe .  As a composer Wagner is a 
democrat and throws everything t o  the winds. He made a monstrous 
f iasco i n  England. However, if your son i s  a capable ta lent ,  ho 
w i l l  soon f ree  himself of t h i s  influence (Wagner's). I am only 
too ready t o  l e t  h i s  symphony ba performed. It i s  understood 
tha t  it dl1 have t o  be submitted t o  the examination cormnittee." 
(~oeder ,  Vol. I, p. &.) 

15Roeder, Vol. I, p. 65. 

160f great  in teres t  was the performance of a grand symphony 
by Felix Draeseke, which took place on November 11th during an 
evening of theatre. Felix Draeseke has long boon known t o  the 
readers of t h i s  magazine as  a f ine c r i t i c  and in te l l igent  author 
of a number of la rger  essays, though probably a s  l i t t l e  known t o  



the public as  a composer, as  he was to us before hearing the 
symphony. With heightened at tention we awaited the presentation 
of the work, since Felix Draeceke 118s making h i s  f i r s t  public 
appearanoe before a general public. Our i n t e re s t  was shared by 
all. fr iends of music, a s  well a s  a large par t  of the public, 
and because of this, the attendance on tha t  evening was very 
great. The success comsponded to the expectations which we 
justly believe should be placed on so accomplished a musician a s  
Felix Draeseke. Our audience, which is  accustomed t o  serious 
music, p;ave the performance much at tention and applauded the f i r s t  
and th i rd  movements i n  zealous approval. For the most par t  the i 

symphony is  written i n  customary form and i s  not program music; 
nevertheless it i s  not composed according to routine. Hence, i n  
place of the usual Scherzo, there i s  a march. The composer took 
great care t o  s t r ive  f o r  formal a s  well a s  niusical and sp i r i t ua l  
unity and tre recognize t h i s  attempt as  being to t a l ly  successful. 
Especial-ly worthy of recognition on our pa r t  is  the powerful, 
fresh expressive manner which pulsates through a l l  the movements 
and which comesponds t o  the heroic character of the composition. 
Felix Draeselce has applied all the new means of instrumentation 
and, f o r  the most par t ,  with success. In  some places we would 
have founci economizing i n  applying the brass very appropriate, 
if only so tha t  t h i s  would have been u t i l i zed  in other places 
with a gradation of effect. Disregarding such prominent lavish- 
ing of farces here and there, the continually accomplished in- 
strumentation i s  worthy of sincere praise, During the perfor- 
manco the heavy use of brass brought home the necessity of a 
large mass of strings. The assuredness i n  seleotion of means i s  
delightful  however, and the manner of writing f o r  individual in- 
stmunents proves an exact knowledge of the capabil i t ies of each. 
Clean and noble work, correct measure of tone colors and success- 
ful application of these serve notice tha t  the composer has given 
himself to  basic and all-encompassing studies. The f i r s t  move- 
ment, kept i n  a dignified and quie t  manner, shows excellence i n  
thematic work especially. The pregnant motive is  charmingly 
developed and is  shown t o  the l i s t ene r  always in  the most complete 
c l a r i t y  by the voice-leading. Totally original  and hamonically 
internsting is  the march with i t s  two Trios which follows im- 
mediately. In  the middle of the turbulence the Adagio enters as  
a so r t  of resting point. A ser ies  of modulations and ill-pre- 
pared transit ions 'disturb the quiet  which can be sought i n  an 
Adagio, and prevent the l i s t ene r  from achieving f u l l  pleasure. 
There is  too much change here, the succession of tonal i t ies  too 
quick, the melodic periods too short-lived and because of these, 
the architectonic aspect of the work suffers. The closing move- 
ment is  magnificently layed out, though somewhat broadly devel- 
oped. The composer may have intended to repeat the thoughts 
which inspired him.  We miss the necessary brevity, however, in 
which t h i s  had to take place and can, f o r  example, point t o  the 
throe f i n a l  crescendi which follow on top of one another and 
declare them unjustified. It i s  quite natural  t ha t  one crescendo 



should cover t h e  other  but t h e  cont inual ly enlarging appl ica t ion  
of masses, t h e  crescendi from F t o  FFF, a s  wel l  a s  the  reduction 
in tempo cannot s u f f i c e  t o  lessen the  mistake. I f  we disregard 
t h e  abstruseness of t h e  Finale and a l s o  our considerations re- 
garding the  Adagio, there  nevertheless remains t h e  pronouncement 
t h a t  we have before us  a very promising young composer of a very 
worthwhile work, a composer who has earned our a t t en t ion .  This 
pronouncement is a l l  t h e  more heartening s ince we expected no 
l e s s  from F e l i x  Draeseke because he belongs t o  our d i rec t ion ,  
even though we had t o  so cal lously judge those things which we 
consider deficiencies .  ( ~ o e d e r ,  Vol. I, pp, 65-67) 

17~his  idea is  not encountered so frequently: t h e  Finale  
of  Brucknerts Fifth (with i ts attempt a t  combining sonata form 
and fugue), Eighth and t h e  projected Finale  of t h e  (see 
Alfred Ore l l s  publ icat ion of sketches i n  t h e  Bruckner Gesell- 
schaf t  Edition) ; in Mahler 1 s middle symphonies - p a r t i c u l a r l y  
t h e  corner movements of t h e  and Seventh t o  be 
sure; t h e  p r inc ip le  under discussion can a l s o  l a t e  
Beethove , the  s t r i n g  quar te t  mentioned on page , a l s o  t h e  
A minor -- Quartet ,  Opus 132). 

18The tension created by t h e  upward swing of t h e  f c e U i  
i n t o  t h e i r  high r e g i s t e r  is  a touch t y p i c a l  of Richard Strauss;  
examples: Aus I t a l i e n ,  f i r s t  Allegro (Edition Peters ,  p. 12), 
and Also Svrach Zarathustra, ' c e U i  ensemble a f t e r  the  opening 
c l k T ~ d i t i o n  Eulenburg, p. ll onward). 

2 0 ~ e r l i o z ,  Romeo e t  J u l i e t t e  Symvhonie: Queen Mab 
Scherzo; Mendelssohn: opening woodwind measures of the  f irst  
movement of t h e  I t a l i a n  

2h'he thematic segment is, of course, r e l a t e d  t o  Ekaaple 
13 a s  wel l  a s  14; t h i s  points  t o  monothematism in t h e  movement, 
but t h e  example here presents i t s  emphasis i n  the  second measure 
(16th note motion), whereas i n  the  o ther  two examples the  16th 
note motion comes a t  t h e  end of t h e  phrases i n  question and is  
sensed a s  cadent ial  r a t h e r  than motoric. 

22~ompare t h e  ending of Draesekels Scherzo with t h a t  of 
t h e  first movement Allegro in Franz %rwaldts  2 Sinfonie 
S i n N i e r e  (1845), 



'%core, pp. 156-1578 From here u n t i l  l e t t e r  M the 
accents a t  the beginning of the measure must be played down and 
merely the notes indicated by the composer, a s  w e l l  as  those 
par ts  of measures also indicated, should be emphasized and 
brought out. 

25~flstners Musikzeitwq fo r  the years 1883-1887 ' contains a 
collat ion of ~erformanoes of individual s m h o n i e s  which may be 
consulted f o g  R i c h t e r * ~  programming of ~&e'seke*s F major 

" 

S Y ~ D ~ O M .  

27~ t t en t ion  i s  called to a oonwarison of Examwle 25 with 
Example 6 of the chapter on the G major Symphony; such stGaussian 
touches are  quite extraordinary.- 

2%!he author thinks here especially of the middle section 
of Mahlerls Third S m h o ~  (D minor, f i r s t  movement) i n  regard t o  
the central  portion of Draeseke*~ march; likewise the f lageolet  
and pizzicato coloring with which the second movement of Mahlerls 
F i f th  S ho concludes seems quite close ta the ending of 
~ e k 2  mzement; at tention might also be called to the 
re i te ra ted  fanfare ef fec t  of Example 37, likewise close to 
Mahler's reliance on such "militazyw motives of march character. 

2%oeder, Vol. 11, p. 24. 

3 0 ~ s  Professor K u r t  von Fischer has pointed out, the 
concluding two measures seemstrongly related t o  the l a s t  two of 
Example 42, a sor t  of connnon extension. It i s  possible tha t  the 
ent i re  melody, because of i t s  strange contours, i s  actually a 
proportioned manipulation of the main stresses in Example 42. 
This author wishes to retain Example 43 a s  independent because 
of i ts  special tone, instrumantal set t ing and harmonic coloring. 

3 l ~ h e  Tragica i s  not related to specific impressions, nor 
i s  it bound to-act tha t  I wrote it i n  the l a s t  months of 
1886, par t ia l ly  while my l e f t  arm, which I had broken by stumb- 
l ing  while travell ing through Neustadt on my way t o  Schirgis- 
walda, was s t i l l  i n  a sling. The Scherzo had been finished 



ear l ie r ,  though the introduction to the f i r s t  movement and the 
form of the fourth movement had caused me much doubt; it was a 
rather long time before the f i n a l  plan was fu l ly  complete. The 
fourth movement was originally supposed t o  contain a gigantic 
development (and t h i s  movement i s  even now not limited); however, 
I saw more and more tha t  the relat ion of movements would suffer 
because of t h i s  and am happy inasmuch a s  I am sa t i s f ied  with the 
present form of the work. I have always noticed - and I have 
referred t o  t h i s  in ny music history lectures - t ha t  the concept 
of tragedy, which Beethoven had introduced to instrumental music, 
has never found a completely satisfying solution i n  e i the r  the 

nies (and somewhat the same may be said 
ecause of th is ,  Beethoven had to seek a 

scluticn cnc he Ninth, though in t h i s  instance success 
v e d n h e  area of the vocal. In the 

I had the wish t o  t r y  and see whether success might be 
i n  a purely orchestral manner, and it is due to this 

wish tha t  the Finale owes i t s  origins. (Roeder, Vol. 11, pp. 
173-174) 

32Kreteschmar, Ffihrer durch den Koneertsaal, 2, 5th ed., 
PP. 720-7350 

3%ompare Example 52, p. 91; here the octave-symbol is 
contained within the unison; the chords following each presen- 
tat ion of the unison p do, however, re ta in  t h i s  tone, despite 
the modulatory sequences; therefore th i s  author speaks of 
octave a s  being present, though admittedly i n  a weaker form than - 
otherwise encountered in the symphony. 

3 4 ~ h e  structure of d1Indy*s work (composed 1902) has an 
uncanny similari ty t o  Draeseke*~ S honia Traaica; as  mentioned 
above, it contains th6se e t  a n t i - e k e w i s e  thematic meta- 
morphosis and ends W t K m a t i c  summary, though t h i s  l a t t e r  i s  
executed i n  a manner unlike Draeseke; in h i s  Finale d'Indy unites 
h i s  main themes within a chorale - i n  keeping with h is  Franaldan 
heritage; t h i s  type of synthesis i s  l e s s  adventurous than by 
Draeseke o r  by Bruckner, since d'Indy works horiaontally and 
makes the divergent elements come together not through coun te r  
point, but through chordal al terat ions,  

%'This type of material has been called Entwicklungsmotive 
by Professor K u r t  von Fischer i n  h i s  Beethoven s tu  , Die 
Beeiehun en von und Motiv i n  Beethovens I n s ~ e n ~ w e r k e n ,  
~ - r n c h ,  1 m ) -  - 



37~xample 66 may a l s o  be considered an Entwicklungsmotiv 
i n  the  Beethovenian sense a s  pointed ou t  by Professor von 
Fischer. 

&The 312 rhythm with which t h e  movement opens and c loses  
is rape among symphonic movements of t h e  time; i n  t h i s  Adagio it 
accounts f o r  the  stepwise growth of t h e  melodic elements and 
therefore the  somewhat mroque-like p l o t t i n g  which the  l i s t e n e r  
may sense in the  movement; it is  t h e  b a s i s  upon which the  t r i a d  
material of i t s  opening i s  b u i l t  and governs the answering 
melodic segments; the  breath-exhalation, almost human resp i ra tory  
condition of t h i s  312 rhythm is  what accounts f o r  the  fee l ing  of 
ttgrowthtt in the  themes and thematic interplay.  

41The author  does no t  f i n d  any one formal p r inc ip le  
su i tab le  f o r  character izing t h e  movement. It has, a s  s t a t e d  in 
t h e  tex t ,  aspects  of passacaglia and chaconne, a l s o  of rondo to 

IT 

a l imited extent ;  the simple con t ras t  of the  middle l y r i c a l  sec- 
t i o n  oould almost l ead  one t o  bel ieve i n  song form of the  primi- 
t i v e  A-B-A pat tern;  it has a l l  these oharae te r i s t i cs  and, no 
doubt, o thers  could be added; one p a r t i c u l a r  formal p r inc ip le  is  
no t  s u f f i c i e n t  t o  designate t h e  form of t h e  movement however. 

k - 3 ~ e ~ a ~ d e d  i n  t o t a l i t y ,  the Finale  of the Symphonia 
Tragica i s  one of the  most complicatad instrumental compositions 
ever  placed before h w n  comprehension. The d i f f i c u l t i e s  a r e  
i m p l i c i t  i n  the  c o n s h c t i o n  of the  movement, which follows none 
of t h e  c u s h a r y  models, such a s  t h a t  of the sonata o r  t h a t  of 
the rondo; it seems comprised more of a surcharge of themes 
p i l e d  up without regard ta c l a r i t y ,  undoubtedly determined by 
poet ic  in ten t ions  which the composer has unfortunataly chosen t o  
withhold. On t h e  o ther  hand, problems a r i s e  from the  pecu l ia r  
s t y l e  of Draeseke, a composer who usual ly t r i e s  t o  add a t  l e a s t  
one secondary thought to each primary idea,  bu t  often winds up 
adding several.  What the  composer wishes in h i s  f i n a l  movement 
may be surmised from the  preceding, (Kmtzschmar, pp. 730-731). 



%!his can be compared somewhat to Debussyls Pelleas e t  
Melisande, and Berg's ~oz-lr 
of which f g back elements of the 
beginning l m  of the symphony 
Draesekels application o r  a t  l ea s t  
the idea of t h i s  application. 

45~eing a musician i n  Germany belongs t o  a chapter 
missing in Dantels Inferno. However, I haven't l e t  mv humor be 
spoiled, a s  is  proven by q y  l a t e s t  opus. (Roeder, Vol. 11, p. 
459). 

46~oeder, Vol. 2, pp. 459-463. 

lC'?hichelt, Johannes, Erlebte Kostbarkeiten, (Leipzig, 
1936), PP. 276-2780 

1C8Hasse, Karl, Max , (Leiplzig , l924), pp. 194-202. 

 his i s  equal t o  what i s  covered by the German term 
Bogenform, though the movement remains essential ly a rondo. 

50~oeder, Vol. 11, p. 462. 
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