JEAN LOUIS NICODE

THREE MASTERPIECES:
Symphonic Variations Das Meer Glorial

by Don O’Connor, Kreamer , PA



2.

To Dr. Alan Krueck: sine qua non

Links’ Index
Bibliography ----------- 87
Biography --------------- 3
Das Meet ~—-----------—- - 17
I.  Einleitung (Introduction) 18
I1. Das Ist Das Meer (This Is the Sea) 20
ITI. Wellenjagd (Towering Waves) 21
IV. Meeresleuchten (The Ocean Lights) 24
V. Fata Morgana (Mirage) 27
VI. Ebbe und Flut (Ebb and Flow) 29
VII. Sturm und Stille (Storm and Calm) 31
Footnotes -------------- -- 34
Glorial ------------ 37
Logistics of staging the work 38
I.  Vorverkindung (Annunciation) 40
Von Werdelust und Tausend Zielen (Of the Joy
of Becoming and a Thousand Goals) ------------- 42
II. Durchs Feuer; Durch die Schmiede (Through Fire
and Forge) 48
III. Ein Sonnentag des Gliicks (A Sunday of Fortune)-- 52
IV. Die Stillste Stunde (The Stillest Hour) ---------------- 59
V. Um das Héchste (To Attain the Highest) ------------ 64
VI. Der Neue Morgen (The New Tomorrow) ------------ 76
Images ------------mmommmmm o 4,56, 66,73
Introduction to the orchestral works 6
Program music and Nicodé e 6
Symphonic Variations ------------------ - 7
Why Nicodé?

I tirst heard of Jean-Louis Nicodé by reading a disparaging article about him by
Eduard Hanslick. Assuming that any composer Hanslick disliked must be worthwhile, I
probed further. It was no surprise to find that once again, Hanslick got it wrong; Nicodé
was clearly worth a second look. Seeing some pages to the score of his G/loria reproduced
in Theo Schafer’ s mo nrmel myhyndththahewasahe ¢ o mpos
authentic and innovative talent and that the neglect of his best work, as is often the case
with Post-Romantics, had as much to do with economics as changing tastes.



Brief biography

Jean Louis Nicodé was born August 12, 1853 in Jersitz bei Posen in eastern
Germany (now Jerczik near Poznan, Poland). He was of Huguenot descent, thus the
French name. His eatliest instructor was his father, a violinist and music teacher. As the
result of a property loss, the family moved to Betlin. He studied under the organist
Hartkids and in 1869 attended Neue Akademie der Tonkunst, studying theory and
composition with Richard Wiirst and Friedrich Kiel. He soon got a reputation as an
expert pianist and sure-handed contrapuntalist. He became the accompanist for the famed
soprano, Desirée Artot, on her concert tour of Galicia and Romania.
In 1878, aged 25, he was asked to teach piano at the Royal Conservatory in
Dresden, under the direction of Franz Wiillner. One of his students, Otto Taubmann
l ater wrote of him as “ a nAtthautime, ltealsa di ng and
began his conducting career. His first orchestra, the Dresden Gewerbehaus-Kapelle, was a
mediocre group, mostly devoted to beer-hall pops concerts. In 1880, he befriended the
composer Felix Draeseke, and in 1895 would conduct Dr a e s e kSemphoiia Tgagicac a t
Draeseke wroteof him“ I c oul d n e wegamdinglhieartisgicudiredtiean. c 1 e a r
From the outset, he seemed to me to be more conservative than radical and, through his
very beautiful Orchestral Variations, to declare himself more a moderate progressive than
a cacophonist. Yet he has also appreciated Richard Strauss in all his output (and thereby
vertymuchhor ri fi ed me) . 7”7
I think Draeseke was closer than he knew: Nicodé zs a moadte progress.i
One could think of Nicodé as a mediator between the Wagner-Brahms camps. Although
his later music is clearly Wagnerian, he always respected the more conservative line. He
dedicated his Phantasiestiicke Op. 6 for piano to Clara Schumann and his Symphonic
Variations to Brahms, presumably with their approval.
After an 1884 stint in the army reserves, in 1885 he left the conservatory to direct
the Dresden Philharmonic, modeling his conducting after that of Hans von Bilow. That
year, he began his Nicodé Concerts, under the sponsorship of Hermann Wolff. On
August 12, 1887 — his 34t birthday — he married Fanny Kinnell (1864-1916). The
daughter of the British consul, she had come to Dresden for advanced piano instruction.
Over the years, his circle of friends included the conductor Hermann
Kutzschbach, the seriously underrated Symbolist painter Oskar Zwintscher, Dr Karl
Woermann, Director of the Dresden Royal Gallery of Art and Karl Hauptmann. The last,
brother of Nobel Prize-winning author Gerhardt Hauptmann, wrote the text for the
choral s e g m&lariac WoerrhannWiote the ¢hoemis accompanying both the
Symphonic 1 ariations and Das Meer.
As a conductor, Nicodé zealously championed the modern composers of his day,
especially Bruckner, Liszt, Richard Strauss and Wagner. He led the Dresden premier of
the Bruckner 7t (March 15, 1887) and the German premier of his 8% (Dec. 18, 1895).
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Nicodé in 1878, aged ca. 25

Nicodé in 1900, aged ca. 53
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While visiting Bruckner in 1891, he recalled later that Bruckner wanted his Te Deun to
serve as the finale to his incomplete 9*s y mp h o ny , “t hough THus woul dn
began a persistent myth.
His interpretations stressed nuance and freedom of tempi. Of his conducting, the
composet/critic Ferdinand P f o h 1 An entstanding a$pect of his artistic personality
is his genial nature as a conductor. InNi1 ¢ o d é > s  wa jypenardting mtellectdalu ¢ t 1 n g
comprehension and fullness of feeling through ardor and temperament (and) a lively
interpretation with lucidity and flexibility unite themselves purely musically in the ultimate
depths of a work of art (resulting in) a complete grasp of the work from both inside and
out . ”
In 1888, he reduced his conducting schedule to devote more time to composing.
In 1893, he resumed conducting with the more skilled Chemnitz orchestra. In 1896, he
began conducting the Dresden Neustidtlischer Chorgesangverein, with the goal of
performing larger scale works and, as he puti t “ r & thd influenge ofbthe alcified
Dresden aizr?”
That year, he also founded the Nicodé Choir. Among the works they did were two
which figured largely in his magnum opus, Gloria: the Wach auf! chorus from Wagner’ s
Meistersingera n d B e e Misku SofonaistiThedatter, done in 1899 with a pickup
orchestra accompanying, needed 22 rehearsals to bring it up to snuff. Its success was a
notable event in his conducting career, prominently memorialized in his Gloria Symphony.
During these times, he would also guest-conduct in various venues, e. g., the Riedel-
Verein, a Leipzig choral society. His success aroused opposition and ill will. The local arts
council, e . g ., e ven o plpurtSymldny, dnthspretpxt o pa g a n
of forbidding 4-hand piano arrangements in a program. His striving to educate the public
to the most progressive music, combined with having to overcome the popular taste for
concerts with mere vocal fireworks, eventually wore himdown. He not ed “ My pat i
withth e deaf Dresden moneybags is over. 7
From ca. 1900 till 1904, he concentrated on his mighty G/oria. In his 50s, he retired
to Langebriick, occasionally guest-conducting. His later years were embittered by the
premature death of his wife and his own declining health. (A contributing factor may have
been the skimpy diet most Germans had to endure by then, due to the British blockade.)
Furthermore, the seizure of his assets in England shrank his finances. (Richard Strauss,
who wrote sympathetically of his compositions and orchestration, could have written him
in sympathy about this, too.) In 1918, he was awarded the rank of full professor and in
1919, made a member of the Berlin Akademie. He died aged 66, on Oct. 5, 1919. I know
of no living descendants. The Dresden area has two streets named after him.

Selected list of Nicodé’s works for orchestra

Op. 2 Symphony in Eb Major, unpublished

Op. 4  Maria Stuart; symphonic poem

Op. 11 Die Jagd nach dem Gliick (The Pursuit of Happiness), introduction and scherzo
Op. 24 Faschingsbilder (Faschings Day Pictures)



6-

Op. 27 Symphonic Variations on an Original Theme
Op. 31 Das Meer: Symphony-Ode (the Ocean) f o r me ns ’ chorus, or ches
Op. 34 Gloria! Ein Stiirm und Sonnentied (Glorial A Storm and Sun Song): symphony in
one movement for very large orchestra and organ, with choral finale
Op. 37 Nach Sonnenuntergang (After Sunset): symphonicmood-pi ¢t ur e f or mens
acappella, or chorus with orchestra, or for orchestra alone

>

Nicodé and program music

Although of an earlier generation, Nicodé was always associated with the later
New German School of Siegmund von Hausegger, Max von Schillings and Richard
Strauss. Strauss considered him a pioneer in program music. He praised the Symphonic
Variationst o  h i s fiant theerre satsi n“ga na nNi ¢ ad &’nst efdi ps te ca
program work was the symphonic poem Maria Stuart, O p . 4 inspired by S
Written in 1878, the composer led its premier in 1879. Theo Schifer, author of the most
1 mportant Ni codé monograph, dhispupili s s ed t he
Taubmann criticized it for being generically tragic, having nothing to do with Schiller. I
thinkthey > r ¢ b ot h t oo handabotate contett ovartgrelasaa s mu ¢ h
symphonic poem, the music has enough interest to deserve an occasional airing.

Rudolf Henneb e r g ° s Dip|adinarh demw Gljigk (The Pursuit of Happiness)
inspired his next programmatic orchestralessay Pa i nt ed bet ween 1866 a:
currently in the Staatliche Museen zu Berlin, Nationalgalerie. The artist shows a mounted
knight, shadowed by the figure of death, chasing the spirit of happiness—s h e > s bal anci
on a bubble. He’ s heading for a bridge wh.
which he must plunge to his doom. Done in a tight 16t century realistic style, the painting
had a vogue in Germany in the later 19 century.

Nicodé’”s musical interpretation 1s a pe

textured scherzo, concludingi n  t he mi nor mo d e ; no doubt a
fate. The music uses a Brahms-sized orchestra and lasts ca. 9 minutes. After hearing the

piece in 1888, Strauss wrote to Nicodé “I
piquantinventon and 1 ts 1 mmensely witty, spilcy 1n
major Symphony, which is, after all, really badly and aridly scored, the resplendent sound

of your up-to-themi nut e orchestra was a great solac

Introduction to the orchestral works

Jean Louis Nicodé is especially worth examining because of three of his later
works. Up to the mid 1880s, he wrote attractive music, of great charm and fluency of
orchestration, along the lines of Goldmark or Raff. With the Symphonic 1 ariations, 1889, he
raises his sights and in the cantata Das Meer evolves into a significant Post-Romantic
figure. With the completion of his Gloria! A Storn and Sun Song he effects a complete
transformation of his style. Conceived as a life-testament in sound, its scope and ambition
r1val MMSynhphorytS’csh 68 Gueretieder and similar fin-de-siécle
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“bigmac hi ne s ”
audacious and innovative, as we shall see.

Regarding musical guotations:
* Unless otherwise stated, everything is at sounding pitch. There may be octave
dispositions to save needless ledger lines. Also, there are occasional
variances between a piano vs. full score. E. g., in G/oria!, he might
enharmonize a D sharp segment in one to E flat in the other.
* Unless it compounds confusion, double sharps, e. g. are simply noted up a step
e. g. xF as G natural. Apologies to the theory majors, but double
accidentals are doubly annoying to read. In the same vein, beamed, rather
than syllabicated vocal notes, pace Andrew Porter, are easier to read.
* Names or descriptions of themes a
* Musical quotes courtesy of Breitkopf und Hartel: www.breitkopf.com/contact
* Translations in Das Meer are from the singing textin thescore. ( I c oul d n
inventa wo r d 1 i k 'Fhe dthensiare mine, asard ally.erjors.

>

Symphonic Variations, Op. 27

This work dates from 1885. The s ¢ o r dedf Isas a poktig prelude by Karl
Woermann. (Woermann also wrote the poem f o r N icantata D Mes:) Segments of
the text head up some of the variations themselves, possibly making these the first set of
programmatic variations (as opposed to the thematic #ransformation so highly developed by
Liszt). The work requires pairs of woodwinds plus a piccolo, 4 horns, 3 trumpets, 3
trombones (with an optional 4%), harp, tympani, cymbals and strings. It lasts ca. 22
minutes.

The poem segment at the beginning of the variations is:

Kiibnen Fligges scbwi n 9 0  d i € h  Let bold wings sweep thee up

empor u lichteren Hiben to brighter heights

Nur dort ist deine Heimath, There, now, is thy homeland

in Reiche der Schonbeit in the realm of beauty

wo ewig und heiter bliihet das Gliick! where eternally and serenely

Dort koste Schopfermonnen. happiness flourishes! There taste the joys of creation.

Rather than stating the theme from the outset, the music begins with a dramatic
introduction in C minor for the entire orchestra. (The “boldwin ¢ s s we e pi n g
of the poem?)

whi ch continue t oevemmmorei c h outr

r e

t

up
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After a diminuendo, a long phrase, pointed by the solo trumpet (Ex. 2) sets us up for the
main theme itself (Ex. 3). In Ex. 3, the little upturn at bar 8 is a Nicodé fingerprint.
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The theme, even to its C minor tonality, consciously recallst he gondol i er s’
Liszt’ s s yhap:honi ¢ poem
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Variation 1 repeats the theme literally, with accompanying 1/16™ note decorative violin
runs, as if giving the whole theme and variations concept a trial run. Variation 2 converts
the theme into delicate woodwind arabesques, with the flute especially prominent.
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The 39 Variationi s an el aborately detailed pol onai
Eugene Onegin.
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With his long-spun, often balletic melodies and suave handling of the orchestra, Nicodé is
the only German composer of that time whose music shows the great Ru s s i an’ s 1 nf 1l
A possible connection? Nicodé accompanied the singer Artot, who in 1868 had been

engaged to Tchaikovsky. Another good example is the Declaration of Love Waltz from his

earlier Faschingsbilder (Faschings Day Pictures).

The 4% Variationnma r ked “even more 1lively” begins

a string melody which eventually transfers to the higher woodwinds.
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Variation5“ e ner geti c and rather staely{ifgoht y” subje

downright pompous) fugato treatment:
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The 6% Variation is more Schumannesque, the melodic line thickened by parallel thirds.
There’” s al s oo theinthodudtien bf the work.e r e nc e t
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The 7% Variation is an agitated continuation of the 6t in the bassoons:
Ex. 10
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Before the 8t Variation, Woer mann’ s poem continues

Meichtiger doch, als der Muse Love beckons, as powerful as the

Lockruf, winket die Liebe cry of the muse.
Wonnige T'raume, Himmlische Blissful dreams; heavenly
Seelenziesprach! dialogne of sonls

Hichste Entziicken! Weltentrucken!
Glanzg, Licht meiner Seele!
Ich lebe von deinem Athem!

Highest delight! World enrapture!
Splendor, light of my spirit
I live for thy breath!

The 8% Variation, a quiet F minor adagio, is the first to be longer than the theme as
originally stated.
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Theo Schifer, in his monograph on Nicodé, considers this and its extension into a 6/8
adagietto, the 9% Variation,t h e “1 n n e he musid. Hern sh fTate plays thet

theme, with a graceful pizzicato string accompaniment.
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It tails off into the 10" Variation, in which the theme itself underlays a radiant violin
solo; cleatly a reference to the 2°d Symphony of Brahms, the dedicatee of the work.

Plainly, Nicodé valued this symphony more than Strauss — see p. 0.
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Ex. 13
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The 111 Variation,ma r k e d  “ azlalnedgor”o, sbcehgeirn tympanii t h a b o i
ostinato in dotted dactylic thythms. The composer breaks up the varying melody itself
betwe en vari ous 1 ns tr upoenmcdntindes v oi ce s , Wo e r ma 1
Mezn Herz, du pochst so lant, My beart,thou b eat 6st so | oudl vy,
abnst du Wonnen, Schmerzen? foreseest thou joys? Woes?
War das Gliick wie der Aether? Was happiness as intangible
ungreifbar- nur fliichtiger Traum? as the ether - merely a fleeting dream?
| ¢ h 1 d&efdende u c h, Icdll upon you, you Geninses
Scherzes, der Froblichkeit of humor, of cheer to
heischt ener Recht? Stake your claim?
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The rhythms of the 11t variation continue into the 12, accompanying a transformation
on the flute.

Ex. 15
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The insistent dotted dactyls as well as the driving harmonic progressions of this passage
give the music a Beethoven-like sense of irresistible urgency. After the 12t variation, the

poem reads:

November! Dr aus s eNXovendersOQutiidsSs cold, a | t
drinnen noch kdlter! inside even colder!

Ode die Welt, starr das Hers! Barren the world; frozen the heart
Alles einsam, O leer! All is alone & empty!

zu Kldngen tiefernster Chore T the sound of a most somber
tragen Priest er ddoesprsd biarsht o igpe
verlorene Hoffnung zu Grabe of the future to the grave.

Nicodé expresses this sentiment with a cortege, which gains momentum and combines

withtheo r i gi nal t he me ( Ex x . Dds8eeranchCdoriallNicpdé

was a dab hand at combining themes.

A's

W €
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Ex. 16
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After a decrescendo, the music leads to a recapitulation of the introductory C
minor bars (Ex. 1), punctuated with triumphant trumpet flourishes. (The score heading
also has a slight variant of the first section of Wo e r ma n n The coda ie aecdmenmy)
waltz-like version of the first phrase of the theme, in B major. To effect the modulation,
Nicodé converts the E flat of C minor to its enharmonic D sharp. This segment bears the
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title Amarantha. The music then reverts to C minor, dying away to a Zerce de Picardie on the
final chord, thus concluding in a calm C major.

Ni c o dhénd pgano 4core of this passage has curious layout. It strikes me as
homage to Robert Schumann, a composer Nicodé always admired. The left-hand player
strikes the C major chord and releases it note by note, from the bass up (Ex. 18), as in

S ¢ h u mPRamllon (Ex. 19). It doesn’t reflect the orche
the harp slowly arpeggiates the chord upward.
EXx. 18 (Nicodé)
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Ex. 19 (Schumann: Papillon)
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The Symphonic Variations was thewotkw h 1 ¢ h 1 r st brought Ni ¢ c
broader musical public, particularly in German-speaking countries. Taubmann considered
them sort of a one-movement symphony, with the first 7 as an initial section, 8 through
10 the slow movement, 11 and 12 the scherzo and the remainder a final movement and
epil ogue. While he’ s p u welkknitnclparactertWitloutd 1t t h .

score, €. g., the listener would hear variations 6 and 7 as one variation, 8 and 9 as another
and 11 and 12 as a third, so cleverly do they flow into one another.

The music has sufficient beauty and variety to charm the listener. At the 2007 Bard
S t Wanafiony an d °

College Summerfest,upo n h e a r iSwpdhonic ¥ ariationsa 1 d
o Down Amo n g,]Iwrdreahat Btkeawduld Meamatractive alternative to the

Brahms Haydn Variations. T ot h a t , 1 e tSympboeic VVaridiohs. N i

cod?é

2

S

S
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Das Meer (The Sea)

Nicodé worked on Das Meer from 1884 to 1888. He led the premier in Dresden in
1889. Thoughi tréad 1 vy a cantata, ohe "galrlecd lilt nag Ty
D a v ildDésest of 1844. If the term seems a hybrid, the French, well into the 19t
Century, c al laendde™B ¢ entp h @ n g/ lHhe Deser/AM @74 Sea have in
common compared to, say, an oratorio,ist ha t t hey’  reachsubscmh® er wor k
minutes — on picturesque natural phenomena. (What differentiates them for modern
listen e r' s woul d p reatdomelpthme harbhenies IDnedongsl for an
occasional 9t — or even a non-diminished 7t — chord; never a problem with Nicodé.) The
Germans much appreciated the David work, and as an enterprising choral conductor,
Nicodkewoul d certainly have heard of it and r
approach.

Though Das Meer was inspired by his first-hand impressions of the North Sea,
Ni codé was also aware of the traditional
existence. Mu s 1 ¢ a | 1 lgnguageNdflectoitsllatet date of composition, thus his
ability to take advantage of the harmonic and instrumental innovations of Liszt and
Wagner. The work has seven movements:

I.  Das Meer: Einleitung (The Sea: Introduction) orchestra only

I1. Das Ist Das Meer (This Is the Sea) acappella chorus

ITI1. Wellenjagd (Towering Billows) orchestra and chorus

IV. Meeresleuchten (The Ocean Lights. Re a der s of Thomas Mann’ s
novel Doktor Faustus will inevitably think of Adrian Leverkith n > s wor k by t h:
name.) orchestra only

V. TFata Morgana (A Mirage in the Straits of Messina; mirages generally) zenor or
mezz0 solo and orchestra

VI. Ebbe und Flut (Ebb and Flow) znvisible chorus and orchestra

VII. Sturm und Stille (Storm and Calm) orchestra and chorus

Up till now, Ni chad dsetd madestlp stzed dnsensbles.rDas Weerw o t ks

marks a change, requiring the following forces:

3 flutes; all with a low B foot (one doubles piccolo)
2 oboes

2 clarinets

2 bassoons

Contrabassoon

4 horns

3 trumpets

4 trombones

4 Wagner tubas: two Bb tenors and 2 F basses
tuba
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2 tympanists, 4 drums (one place in the 4" movement needs 4 tympanists)

4 percussionists, playing bass drum, crash and suspended cymbeals, triangle,
gong and chimes

harp — 2 if possible

organ (with alternate wind and brass parts if none is available)

57 strings ~ 16/14/10/9/8

male chorus of 180 ~ 50 first and 40 second tenors; 40 first basses and 50
second basses. For the 6t movement, 1/3 of the choir must be off-stage
preferably in a separate room, should the facility allow.

tenor or high mezzo soprano soloist for the 5t movement

I. Introduction

Das Meer begins with an orchestral prelude incorporating a double fugue. He
develops the solemn opening subject in four entries on the strings:

Ex. 1

£=80 i, Bass
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After the fourth entry, the woodwinds play the second important theme, of a more
carefree character, drifting toward E major.

Ex. 2
I I
7o 0 ; PR SO 28 A
[ OO A | [ o ul . &7 o1 ! '
5 G L - C AR/ B i '
v 4 b g

wi

Nicodé divides the first notes of this theme between the various woodwinds, eventually
melding into a syncopated chromatic violin line. This takes the music to a grand E major
restatement of Ex. 1 on the organ.
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Ex. 3
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The music now settles into a tremolo-like figure in B major in the lower strings, taken up
in diminished rhythms in the higher, Ex. 4. Note how, though the pulse stays the same,
the rhythmic figurations of Examples 1, 2 and 4 become progtressively faster.

Ex. 4
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Ex. 5
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These elements conjoin into a gradual crescendo. Horns add the opening bars of
Ex. 1 and muted trumpets a variation of Ex. 2. The orchestra modulates through several
keys till, after a diminuendo, Nicodé combines the both fugue subjects and the tremolo
figure.

Ex. 6
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These themes combine with one another in imitative counterpoint building to yet another
climax on Ex. 1, this time in C major with the full orchestra and organ s#/ pieno,
resounding like a mighty hymn. Capped with brass fanfares, this paragraph brings the

movement to a close.
I1. Das Ist Das Meer (This Is The Sea)
The translation is from the singing text in the score, skipping verbal repetitions.

Das ist das Meer! wie grofs, wie weit; This is the sea, so broad, so free

Wie hoch der Himmels Bogen! on high vast heavends

Es Schaner der Unendlichkeit
webt anf dem ewigen Wogen.
Das ist das Meer! wie feierlich! This is the sea; sublimity

0 h n fBng, sbu\Ende! primeval and eternal.

I n stummer Anda c hilslnpeyer Dby the ke h
mich und fallte meine Hdnde. and fold my hands supernal

An awful wraith of infinity

broods oder its waves

ber

une
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The second section, for chorus acappella, begins with an arched motto theme in octaves.

Ex. 7
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The music has a rapt, devotional character.

A balancing phrase takes us into C minor.

Ex. 8
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These two themes, now harmonized, develop and the brief (2 /2 minute) section ends

withEx. 7wi n d i nt o

ng 1

D maappearin evert hovemantpFx. B

does recur as a unifying element. Just as, in e Désert, David hit on the idea of the caravan
to support his musical narrative, Nicodé uses this theme as an armature.

ITI. Wellenjagd (Towering Waves)

Die wallende Wellen jagen
wild hintereinander her;

sie brausen und jiibeln und klagen
weifSschaumend iiber das Meer.
Sie jagen einander und schieben
sich tosend im salzigen Nassy
Die eznen, von Liebe getrieben,
die andern empirt von Hafs.
Ste trieben es immer schlimmer
gedrangt von Wonne und Weh
doch sie erreichen sich nimmer

auf offner, hober See.

The towering billows flying
with wild wave upon wave
to shore are surging and singing and sighing
whitecaps the foamy
Aye, chasing each other

and tossed in the deep desolate.

One haply in |
the other upheaved in hate.
Omward they drive and ever
impelled by joy and woe;
ah, neder
ah, neder

oveods

me et
high

— —+
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e

S
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Sie jagen alle dem Lande, They are all hurrying landward

dem festen Lande 3u the solid land their quest.

Erst wo sze zerschellen, wo sie There, where they are battered, where
sich brechen, zerrinnen they are broken, are dying

am Strande Strandwardy;

da finden sie alle Rub. there find they all, at last, their rest.

The third movement radically changes the mood with a dash of sea-spray from the
orchestra by way of an introduction.

Ex. 9
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The movement uses a brisk choral theme (Ex. 10) strophically and ends with a striking
vocal detail.
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This propels the work to a more expressive phrase in C minor.
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EXx. 11
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The words “Ay e, chasing each other” are, |
cul minating 1in octave 1 eaps Attt t“hve 1pdHrya sceh
haplyis driveninlove’ s car es sing?” , the momentum 1 ncre
Ex. 12
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As if in contrast to this sentiment, the pace broadens. Surrounded by generally
softer strings and woodwinds — but including a fflow B natural for the flutes — a solo

trumpet plays a B major fanfare-like theme. Its“ pe r f e ct 7 1 nt er val s t he
theme carri e s t he text iff hatd,d¢helasttwbrdsounded pvhrena v e d
especially bitter dissonance; A#, B and C.

After a long-breathed decrescendo, the main refrain, Ex. 10, reappears in E minor,
now 1n impetuously rising sequences, t he
tension. The words “They are shattered, a
to broad, rhetorical phrases with a decrescendo leading to a total silence.

Accompanied by woodwind chords and harp arpeggios,inoneof Ni ¢ od é’ s mo s t
poetic touches, the chorus softly speaks, rather than s i n g s the words “am

Ex. 13, next page.)
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Ex. 13
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Twice, the strings play a brief, agitated figure as if symbolizing something
strugeling, abandoned on the sands.

Ex. 14.
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A tenor soloist sings a eulogy-like variant of Ex. 10, s ti1 11 in the mo v e me t

After this, a brief coda alluding to the sea-spray figure ends the music.

IV. Meeresleuchten (The Ocean Lights)

This section is for orchestra alone. The title refers to ocean phosphorescences, but
I can’ t 1t eterthesfictional Adran Ieverkih n > & ft one poem des ct
Ma n n’ s mBokiar Bustup Anetlereoriginal conception, it arrays most of the
orchestra against the heavy brass (trumpets, trombones and tuba). Nicodé directs the
brass choir to be in a separate room if possible, the door open or closed, as dynamics
dictate. In a slow 4/4 met e r they play th (tHsaa;aed “Das I s

firmus.
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Against this, the onstage orchestra plays scherzo-like music, mostly in 6/8, every
four bars of 6/8 equal to one bar of the 4/4. Nicodé had already experimented with such
polymetrics in his earlier piano work Characterstiicke #2, Op. 9.

Ex. 15
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L1 k e Hatil ¢ the Hinssthe music pits a series of short, mobile fragments (Exx. 16-
20) against a slower, more static theme (Ex. 7).
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At first, these motivs barely rise to any melodic level; Ex. 16 and its derivatives border on
passagework. One could —almost—s y mp a t hi z ¢  wmphiht thatlthemusit 1 ¢ k > s
was all color, though the Meer theme from the offstage brass is surely as clear-cut a

melody as you could want.
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And what <col or the ¢ omp o s@uenMdsclerpo] a y
the music wuses the Frenchman’”s palette
- muted, pizzicato, harmonics — and pointillistic exchanges of phrase fragments
throughout the various woodwinds. In addition to the offstage brass choir, he adds
piquant accentual touches on stopped horns and various percussion instruments.

Eventually, the Meer theme (Ex. 7) appears in the main orchestra on the harp and
glockenspiel. After a short crescendo, the Wagner tubas blast it forth in a fanfare-like
transformation. At the same time, Nicodé directs the backroom door be opened and the
offstage brass plays Ex. 7 fortissimo. A long decrescendo follows and over this interesting

chord progression, the music moves to its brief D major coda.

Ex. 21
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V. Fata Morgana
Blan leuchten die Flut Blue sparkles the wave
und der Himmel droben. and the heaven ooder.
Weich schimmert am fernen Soft shimmers afar th
Meeressaum ein Lufigebilde, Aerial vistas
ans Duft gewoben, of mistwoof hover
hoch diber dem weifSen Wellenschaun. high ob6er the white D
Fata Morgana. Fata Morgana.
Gebhermnisvoll in der Abendsonne By mystic night in the evening sunlight
enttancht das Bild der its image mounts the unending
unendlichen Flut. waveods fl ow.
O siifse Abnung! O helle Wonne! O sweet foreboding! O rapture bright!
O Herz, wie wallst du in Rdtsel glut. O heart, how stor mst
Fata Morgana. Fata Morgana.
Das ist die 1iebe, heilige 1.iebe And this is love; holiest love
du losest die Ratsel, yes, thou solvest the secret
du allein losest die Ratsel, thou alone solvest the secret
O Liebe, du webst in das Sturm getriebe Love, thou rangest wild storms above;
hellstrablenden goldenen Sonnenschein. bright streaming and golden thy sunshine Zone.
Fata Morgana. Fata Morgana.

The fifth section is a lyrical song for tenor or mezzo soloist. No doubt a mezzo
would give a welcome contrast to the otherwise all-male timbre. The practical decision is:
do you hire a soloist for a 5-minute part? The Fata Morgana is a specific mirage seen in
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the Strait of Messina, but Woerma n n ’ s alsqusesitito symbolize the power of love
over illusion.
The music begins in a placid B major, gently scored for the woodwinds:
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Its gener al col oration 1 s l1ight, wi th s pa.
opening phrase gives a good idea of its melodic style.
Ex. 23
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Although the song is through-composed, this refrain, sung three times, gives it a strophic
sense. Each appearance also has an appealing counter-melody.
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One of its phrases gains more significance in the finale.
Ex. 25
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With a final repetition of Exx. 24 and 22, the movement ends as tranquilly as it began.

VI. Ebbe und Flut (Ebb and Flow)

Ebbe! Ebbe! Ebbe und Flut!

In gewaltigen Ziigen atmet des Meers

wogende Brust,

wird sich in seligem Selbstgeniigen
nimmer der Brandungsgrauen bewufSt

Ebb! Ebb! Ebb and flow!

Currents mighty are reigning, swelling

Jfoaming her bosom of snow.

never

In their serenity all sustaining

t he

breaker so

s h o~

terrc



Ebbe und Flut!
Flir die brandenden Wellen
gi ebt ds kel

n

ewiges Sinken und ewiges Schwellen,
Gehen und kommen, kommen und geben.

Ebbe und Flut!
So wechsel bestindig Schwellen

und Sinken in menschlicher Brust,
Immer von Nenem werden lebendig

alte Schmerzen nach alter Lust.

rastteme ruends Srta tl

_30-
Ebb and flow.

For the breakers appalling,

Endlessly rising, endlessly falling

Going and coming, coming

Ebb and flosw.

So changeth forever, swelling and sinking

humani ty?©o
Eber to r
olden sorrow for bygone joy.

and go.
s heart
enew 1in

The 6t movement is a brief meditation before the more grandiose finale. Once

more, Nicodéd i v i d
chorus? A's
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with the door closed. The music begins with the choir acappella, singing this chord

end]l

me

b

progression:
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It appears three times, each time a minor third higher. Accompanied by the
orchestra, the first tenors of the main body enter with a contrasting declamatory theme,
its initial phrase clearly derived from Ex. 1:

Ex. 28
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A [fextension recalls Ex. 10.
Ex. 29
A - .
7 e e s s - o e e e
(Tt P T4 T | l
S LA ®
Jﬁf E— Wl GES JIN-KEN UNP | E-WI-GEF BCHMOFILEN
\'\../‘ [ 3 E -
y \{_,,-
e T e f, T 4P
Gt p g et
l
; £, L3
. - - T . - ] ol
B T ‘ 1 —
o l,’,*é ¢ + o ¥ T [ ps]
GE~MEN (1 IXOM — MEN oM = MEN UND  GEHN/

After a brief epilogue, the music ends on a 6/4 chord, as if to express a sense of the

incomplete.

VII. Sturm und Stille (Storm and Calm)

Raset wolken, blaset Winde,
wie am W eltgericht!

Raset, blaset; raset blaset
Lasst emport von Stiirmen,
hoch die Flut sich thiirmen
ewi @
Abn der Stiirme Stitte
bange Spiegel gliitte

heisses Sonnenticht.

Mag die Flut sich debnen,
wie ein Meer von Sehnen,
Herz, du darfst dich freuen,
Sturm und Stille draunen
nimmer lang dem Kiel.
Sieh, die Segel schwellen
hell ans blanen Wellen
steigt emopr das Ziel!

dauert os

Rage ye storm clouds, blow ye winds
as a doomsday refrain.

Rage, blow; rage, blow

storm, uplifting, lowering

The high floods all a-towering

2 danmot@libays reign.
Oder bill ows, stor my,
edben mirrored gl eaming

sunlight glows amain.

Though the floods be thronging

as a sea of longing.

Heart, hold fast thy gladness
Storm and calm menace

never long thy barque with shoal.
Lo, the sails are playing

Bright blue the waves are swaying.
High on high the goal!

rest|

(
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The finale opens with a vivid depiction of a storm at sea. The lively orchestral
introduction recalls Bruckner in a primeval mode, making Nicodé the first composer of
his time whose music was swayed by that of the controversial Austrian master.

Ex. 30
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This gives way to an agitated theme. The bass line inverts its octave figures.

Ex. 31
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The woodwinds add sea-spray in sextuplets using diminished intervals. A climax leads to a
calmer chord progression on the organ. After some fragments based on the first bar of
Ex. 28, the chorus enters with a charged chromatic interchange.
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leading to a more dramatic utterance, recalling the octaves of Ex. 31. The entries are

canonic, in ascending half-steps.

Ex. 33
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Further extensions transition to a rhythmically augmented version of Ex. 28. The
orchestral accompaniment is especially vigorous, with octave jumps in the higher strings

and crescendos across each sextuplet.
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Ex. 34
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At length, the agitation eases; the A minor tonality shifts to F major and, with the
effect of the calm center of the storm, the organ recaps the opening theme of the work
(Ex. 1). Over an F pedal, the chorus sings a theme derived from this.

Ex. 35
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the mood grows somber. But a chord progression, also derived from Ex. 1
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Ex. 36
F:zIZO
B i b [ -
) [ - E}:, O SN | T | I SO - g —
Tt — f -
LY [ i f ¢ 1
o Crer)
e A o e e e
b P . . T RO W
J"T) 1 * + s °

E=WiG DRUVERTH NAHT M4 DB FLUTSiCH  DEH— NEN

UNE

™ i T
T S X A g L. W A
{ LYy b i il ol 2] ™ ih s : H,{
A L I 1 LY — oy "! L
N S S | PO [ e e
P"\i' b )' ? —§ B i s ﬁ'_%_l_.--&%_.m
1 i { t L i
LV ¥
Erv MEER oy S84 MNEN

draws the music to a more exultant choral outburst. This passage is related to Ex. 25, its

tonality firmly in A major.

Ex. 37
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Nicodé repeats this theme, now accompanied by triumphant trumpet fanfares and string
tigurations derived from Ex. 30. Over a concave sequential theme

Ex. 38
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the music grows more festive till it slows for one last breathing space on this progression,
impelling 1t to the movement’s home key o
the 1 and?”.
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Jubilant fanfares, derived from Ex. 37, highlight the closing bars, with the entire orchestra

underpinned by the organ. All are, as politicians like to say,“ h o me and dr y 7.

Critical opinion of Das Meerwas highly favorable. The exception (surprise!l) was
Eduard Hanslick, who added yet another strikeout to his statistics by condemning the

can’t describe the e
hei ght orchestra

piece for over-reliance on orchestral color: “ y o u
Ni cod¢é’ s

one another ...the dizzying
Wagner has, to me, never achieved more dreadfully threatening power thani n
Das Meer. This power has become a vampire draining the creative blood of our

composers .

A more typical response was from Hermann Kretzschmar: “ Ce r t a1 nl y, e v e 1
wi 11 l eave with the peQdeissiperety @spect,t h a t Ni c od.
significant wor k of art.” Walter Ni e ma nn ,
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[13

a s a noteworthy blending of decorative p
subjectivity springing up from Wagnerian
Das Meerw a s N1 csosdccessful work im his lifetime, performed not only in
the German-speaking world, but also in England and the US. Fashions aside, its neglect is
as much due to the resources it needs as to any lack of musical interest. Moreover, the
aspects Hanslick criticized — its variety of orchestral and vocal color — are exactly what
t oday’ swouldmasttengon e r s
I t > s e chothl separeoire is so driven by the size of the orchestral
accompaniment. Only a large city could mount a work not only for the unusual ensemble
of all-male voices, but also with a large and diverse orchestra (those Wagner tubas, etc.),
needing plenty of rehearsal time.
In its treatment of both the chorus and instruments, Das Meer remains music of
scope, grandeur and above all, imaginaton. Eve n more enter prising i
exploration of the element of distance in music, with its off-stage instrumental and choral
passages. In his monumental G/orial, this will be even more poetically developed. L e t > s
hope an enterprising record label takes up a work well worth reviving, if only in relief
from an endless diet of Elijahs and German Requiems.

Gloria! Ein Sturm und Sonnenlied (Gloria! A Storm and Sun Song)
Symphony in One Movement.

The Gloria Symphony is why 1 wrote this. Mucha s Ni codé’ s ot her wot
me, this one utterly intrigued me for years, after I first saw the score pages reproduced in
S ¢ h 4 rhoaogrdpls Aside from not at first knowing exactly whatthe “ 1 2 Tr i 1 1 e r p f ¢

were, it simply /looked unlike any score I knew from those days. Atca.2 2 hour s’ 1 e n g
Gloria may be the longestoneemo ve ment wor k written. It s ce
detailed and specific program symphonies. The premier in Frankfurt, on May 30t, 1904,

was the sensation of the 40" An n u a 1 Composer’s Festival

Nicodé worked on Glorial for well over 4 years. This spanned not only the
composition, but also the orchestration and, especially, proofreading the vast (336 pp.)
score and parts. (Engraved at his own expense, the score is one of the most beautiful
printing j obs cbehimagine hiswcasts.) Thouglenat specificallicnated * t
in the score, he dedicated it to his wife. Much of the musictr ¢ f 1 e c t s Ni codé’ s
against what he regardediags wbhs eedtladhllpl 2 y B li
1915 may reflect this.

Although played in one movement at its premier, Nicodé provided alternate
concert endings for each section. Much as I admire the bold concept of so huge an
unbroken work — a length exceedingeven Ni ¢ h o 1 a GdysseMranavdoubt in live
perfor mance, audience and plRealisgcalysit comf or
would also make some time for the various off-stage instrumentalists to get to and from
their posts.

You can do the work in three sections, with intermissions after both Parts IIT and
V or in two sections, with the intermission after Part IIL.T f 1 t > s done as sep
movements, the concert endings tend to be routine. On a recording, it could be done in
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one vast movement, to its artistic gain, because the transitions between the movements
are far more original and interesting.

Glriai s hard to explain 1 n ngrntngtlatshist e xt o f
was the time of the big machines, e. g., Mahler’s 27d or 3td Symphoni e s o tDow/& t a u B~
Symphony, Gloria is a huge stride in ambition and scope. At the relatively early age of 46
(from my viewpoint of 69), Nicodé largely withdrew from public life for over 4 years
to write an Apologia Pro 1/ita Sua. How he hit on the daring concept of a 150-minute
symphony 1s a mys t e r yGothic Mmphonp iejustlorowkdelnhilSo psy o
later works, e. g. Nach Sonnenuntergang, he scales back to more modest forces and length.

Otto Taubmann, in his article about Nicodé, describes the general argument: “ a
fighter for his ideals sees himself wounded by the world of brutal reality and finds his
truest happiness and peace on the mountain heights, in the presence of a never-deceitful
nat ur e GldhaisTolNwwoslé what Ein Heldenleben is to Strauss. We can summarize
thesixmovements’ mnarrative thus:

I.  The artist awakening to his strength

II.  His tempering through fire and forge

ITI. A creative day in his life; his awakening to nature

IV. His self-doubts and resolution to strive

V. 'The battle for his ideals; defeat

VI. A new tomorrow; inner peace on the mountain

Gloria: Orchestral/Choral Forces and Logistics

To stage this piece — I use the word consciously — takes numbers to gladden the ghost of
Berlioz: an orchestra of 114 to 120 players plus 270 singers.

3 piccolos

3 flutes, all with a low B foot; 2 also double piccolo (in addition to the 3 above)
3 oboes; 1 doubling English horn

3 clarinets; 1 doubling Eb; third clarinet doubling bass clarinet in A

2 bassoons

contrabassoon

12 horns

6 trumpets

3 trombones
tuba

4 tympani, needing as many as 3 players
2 bass drums

3 snare drums

3 pairs of crash cymbals

suspended cymbal

2 tambourines

6 pairs of double castanets
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triangle

glockenspiel
3 xylophones; in one passage, 3 players play rolls on them with snare drum sticks
8 deep bells (not chimes) tuned thus:

]

o

i
¥ (] =)
“Wa k3

ir:-&—# [

If the percussionistsd on’ t mi nd doubling
you can get by with 7. (We Hittites enjoy doubling; it beats counting rests.) If you follow
codé’ s di r ellnted 19 some partshe derectsatal bé played byyflotists’

N i

when they have rests.
2 harps

organ

64 s

trings: a la the Bayreuth quota 16/16/12/12/8

on varilous

12 Trillerpfeifen — tuned police or referee whistles; players otherwise resting play these.

Nicodé divides them into 3 groups. Group I: horns 3-6, Group II: trombones and tuba,

Group III: 4 bassists each tuned so:

)
wd

S

270 chortisters (SATB) ~80/60/50/80, including an offstage contingent of 16/12/12/16

Mezzo or boy soprano soloist.

Gloria s a logistic challenge, because Nicodé often isolates instrumental groups from the
main orchestra. As in Das Meer, the preferred treatment is in a separate room, with the

door opened or closed as dynamics dictate. Offstage groupings are as follows:
First Movement: 6 horns, all trumpets and trombones and 3 snare drums

Third Movement: solo flute and, in two places, English horn

Fifth movement: all horns and trumpets, bass drum, 3 snare drums and 3 tympanists.
If possible, they must gradually approach the main orchestra.

Sixth Movement: English horn at the end, 3 piccolos, all the brass, bass drum, 3

snare drums and a pair of crash cymbals. Also, for the first part of this movement,

the orchestra is to be hidden, gradually becoming visib 1 e
need a dark scrim with special lighting for this effect.

around

P -

1

306.
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I. Vorverkiindung ~ Annunciation

As it symbolizes the awakening strength of the youthful artist, the opening
movement has important themes and motivs which will recur throughout the symphony.
Nicodé notes 4 principle themes (Exx. 0, 8, 9 and 32 ) and 4 secondary (Exx. 2, 3, 28 and
41). He also uses 3 quotations: the Gloria and Dona Nobis Pacemf t+ o m B esdltssh o v e n
Solemnis and the Wach Auflc h o r u's f r denrersiRgen "Bhaneoverhent has a slow
D major introduction, with offstage trumpet calls, followed by the quotation of the
Beethoven Gloria. Its horn fifths Barmonization creates an atmosphere of expectation —
the dawn of life, even. Nicodé intends the quote to serve as a dual symbol, both of the
illusory nature of victory and of glorification.

>
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Another prime motiv immediately follow; a progression on the offstage brass he entitles
“The Oathof Br ot h e+thhoecoda” ti st’ s partisans.
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Ex. 2
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At the same time, tremolandi strings play bits of a theme which assumes more importance
later. Labeled “ S t e e 1 e d,1quoR utin allaferi neord fleshed-out form.

Ex. 3
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Exx. 1 and 3 interplay, generating a gradual crescendo, while the woodwinds take up the
Gloria theme in canon. Over a C tympani pedal, the lower strings play an ascending
chromatic line

Ex. 4
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soon accompanied in the higher woodwinds by a dropping octave figure, which also
assumes more weight later:

Ex. 5
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These propel the music to a firm E major, the main tonality of the symphony and into the
tirst subsection:

Von Werdelust und Tausend Zielen —
Of the Joys of Becoming and a Thousand Goals
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Thisvi gor ous t he me, “Germinating Strength?”,

It soon picks up an accompanying dotted theme, whose strongly triadic leaps suggest a

near-baroque character (an Alberti treble?):
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Ex. 7
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After a developmentlargelyu r ged by extensions of the sec:
decrescendo. Ex. 6 is fragmented between pizzicato basses, high woodwinds and the
second majormotiv—“ Wa r ni ng Fate” . givdsicadippuabmgpangt g mi n ot
Ex. 8
Fe
b4 ¥ HIN 2 = m—— /Fi“’
™ 3,
7 s — F”F‘; | :
{ I R L O I [P
Z gt
Tz z2 7
lﬂl £
X g %
!'H e Z {1 Boeromome o .
N 1 2 -~ N g ¥ g b o ¥ o b, x
# e /i'{' i h ; 1 s
TR v P
Loty 3 3
BXNG - 3 s PR
NG 3 i ] [ -
A A, 3 PN, 1 LA DA
s 4 1 I fey 4 ¥
T F |
2 >
B . W "ﬁi‘: 0.8 . f
T AP P A B S
LY A i e M .
/
? b Yk
A 3
This motiv appears in all five movements; as a cautionary gesture in the first four. The
third major t he me, “Hi ghest Strivings?” 1 m

bars outline an added 6t chord; not by chance. Note the characteristic upward tweak in
bar 8:
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Ex. 9
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The movement then launches into a series of variations of Ex. 0, beginning with

Ex. 10
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The Strivings motiv (Ex. 9) combines with a dotted figure, developed in canon

Ex. 11
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Its momentum takes it to a march for the woodwinds and percussion, one of several
themese mb odyi ng t he ar ti s cdbalasrofphisthemevinigs c onf i de
color, foreshadows a later one of vastly different programmatic intent. (See Ex. 47)
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The octave figure of Ex. 5 returns, punctuating yet another variation in the woodwinds.

Ex. 13
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It>s worthwhile to contras:t the functic
Trage)S y mphony of Nicod¢é’ s f r honypwhichNitbdéa e s e k e
knew and conducted, it nearly brings the huge final movement to a complete halt. Here, it
serves a dual function, at first to spur on forward motion. The octaves ascend with more
elaborate filling between them till they reach a climax both in and on E. After a fermata,

t here’ s an agitated violin theme, combi ne.
note the added 6t tie-in.

Ex. 14
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The exuberant march (12) reappears, combined with bits of the Strength theme (Ex. 6).
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Yet another variant

Ex. 15
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combines with the dotted figure of Ex. 11. At the peak of the development, he combines
three of the principle themes of the movement, Ex. 9 (Striving) with Exx. 10 and 14.

Ex. 16
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The music drives toward a peak, only to be briefly diverted by the march (12).
Momentum resumes with a stringendo passage mounting to a huge climax on a dominant
9th chord.
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Suddenly, the music becomes slower and softer. The English horn, over a string
tremolo, again plays the Fate theme (8) like a premonition. All motion seems suspended;
the tympani taps the rhythm of Ex. 12. The dotted figure from 11 restarts things
and after an accelerated crescendo, the movement ends in E minor, reinforcing the
warning of Fate.

I1. Durch’s Feuer ~ Through the Fire

The scherzo is a dual movement. The first partd e p1 c t s “t he untame a

yout h?”. The music opens  w-rhythims characteristicaf t o t h e
both scherzo segments.
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The second subject—a p pa r e nt | y agerhoeth - folfows immediatedy. a n e
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A backup line on the stopped horns obviously derives from Ex. 9 (Strivings).

Ex. 19
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In a texture of ceaseless activity, the music alternates all 3 themes, both in phrase
fragments and in toto. At cue 25, the woodwinds bandy about a theme in the manner of

t he ¢ o ®puolsghts movesnent from Das Meer
Ex. 20
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Driven forward by Ex. 18 in canon, the music builds to a climax. In its diminuendo

aftermath, a piccolo theme appears. Note that, once more, its first bar outlines an added
sixth.

Ex. 21
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This, too, combines with Ex. 17 in the strings, culminating in §f stamping cross-rhythms,
t 111 t here’ s a sudden change
the first movement, Fat ¢ 1 nt e r v.e ne s As

accompanied by Ex. 9, pizzicato, juxtaposing ambition and destiny.
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The rapid motion resumes, heading into the B minor of the second part of the scherzo.

Durch Die Schmiede ~ Through the Forge

This part has a much heavier, more relentless character than the first. It starts with a
vehement thudding on the tympani and pizzicato strings, setting up a vigorous theme

(derived from 9) played on 6 horns.

Ex. 23

Y

Soon followed by a pair of phrases in contrary motion:

Ex. 24
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Ex. 23 returns with renewed energy over bounce-bow stretches of its introductory
rhythm, till a fermata over an F #

brought to a halt by confusing impres s i o n s

al s o

becoming excited anew by the life-s p i r 1 t
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Ex. 25
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A more elongated string theme shares the same lineage:
Ex. 26
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Nicodé elaborates this theme in combination with phrases from Ex. 25 till at cue 41, the
hammering rhythms from Ex. 23 begin to predominate. The music gains increasing

weil ght t 111 at cue 43, Ex x . &rencwad after 2 3
brief diminuendo.
Ex. 27
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Downward-winding chromatic woodwind phrases accompany a violin theme based on
the fifth bar of Ex. 23 till Ex. 27 reappears, now in a tumultuous C major with the full

power of
gl owi ng
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emerges, appropriately from the programmatic viewpoint. After his ordeal of fire, the
artisti s r e a dtgials. f or 1 1 f e’ s

Ex. 28
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Returning to its basic B minor, the music becomes quiet and meditative. A solo
tflute plays a cadenza based on Ex. 19. Af

over a hollow violin tremolo and harp chords. Tympani play the “ S ¢ h mi e d e ” r hyth
tirst bar) transitioning the B major ending into the third movement.

II1. Ein Sonntag des Gliicks ~ A Sunday of Fortune

This movement is a gigantic phantasmagoria, as unique and elaborate as anything
being done at that time. The composer meant to paint a literal tone-picture of a full
creative day. Two horns softly intone the initialp h r a s e o f themeExCS t r en gt h

Ex. 29
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Morgengrauen ~ Daybreak

After a fermata, subdivided celli and basses develop it into a 7-part canon on Db major,

Ex. 30
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using an inversion of the theme to meld into the next segment. Over a string tremolo and
suspended cymbal roll, oboes add cock-crows to greettheday. Ni c odé ’ s r oo s t er s
tritones, compared to the octaves of Strauss’  Zarathustra.)

Ex. 31
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The solo horn repeats the morning call, now in F major. Over an extended F pedal in the
basses, the work moves into the next major subdivision:
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Des Hirten Lied und das “Gloria” der Grof3en Friihmesse im Walde
The Shepherd’s Song and the “Gloria” from Morning High Mass in the Forest

In the best pastoral tradition, the English horn does the honorsasthes h e p he r d 7 s
song, interspersed with the cries of the gradually awakening birds. Again, note how its
opening bar outlines an added 6™
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The bird-calls accumulate in the higher woodwinds over an increasinglylouds h e p he r d 7 s
pipe. The tonality shifts to Ab major, the tempo doubles and now commences the most
fascinating and original passagein Nico d é > s wo r k .
The first celli play an extended version of the Fate motiv (Ex. 8). Above this, two
hatps and violins divisi (@ 16 play accumulating arpeggio figurations. The percussion —
snare drum, triangle and suspended cymbal — adds subdued accents. The oboe takes up an
intricate bird-call, supposedly a literal transcription Nicodé noted down while in the
woods around Dresden:

Ex. 33
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He expands this call into an 11-part canon, distributed over the high woodwinds
over all the above orchestral color. The glockenspiel plays the Beethoven Gloria theme
and the organ enriches the mix with a succession of mostly 7t chords. At this point, the
12 tuned whistles enter, playing what I can only describe as a succession of increasingly
dense tone clusters till at cue 56, the passage climaxes with a smash on the suspended
cymbal, portraying the scattering of the birds.

At this point, all 12 whistles play a
less — should anyone notice—1 t s s u b d o mi tardedibirds dddbe and whdelh e s
against one another in confusion.?”

What most drew me to this work, decades ago, was the /ok of the score in this

section. Granted, any use of a theme detailed like Ex. 33 for imitative counterpoint means

a welter of grace-notes, but at first glance, these pages, with their mass of bird-cries

visually reminded me of nothing 1 es:s t han
Also prescient of that great Frenchman is the love of high-pitched sonorities.

Some pages have as many as 39 staves, without a single bass clef. (See the next page.) My

first reaction was that the resultant sound might be too shrill, but no reviews, even the

few negative ones, mention this as a problem. Eventually, the bird-fest tapers off and the

s h e p hunerreduines on the now-offstage English horn. A 10-bar transition recalling

Ex. 30 leads to the next segment.

Der Sonnentag ~ Sunday

Over divisi strings, the first horn plays a broad theme rooted in Ex. 9, symbolizing
new life and the happiness of love and sunshine.

Ex. 34
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Climax of the bird-fest from Glria;

L. Nieodé, ,Glorial* op. 34.

ans Teil I1I: ,Fin Sonnentag des Hlitcks. )

third movement.
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Taken up by the English horn and bass clarinet, Nicodé extends the theme leading into a
violin cadenza. Its figurations anticipate the theme of the next section, a lindler, also

based on Ex. 9 (Striving)

Ex. 35
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As the dance goes on, the composer combines it with a version of Ex. 6, transitioning
into a genial waltz in three sections, the first dominated by:

Ex. 36
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The second part has a dual theme in B major, the lower, developed from Ex. 9, on the
horns.

Ex. 37
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As it proceeds, the trumpets playanextravar i a t i on 7o f( E‘xS.t r6e)n.g tThhe b1
the higher woodwinds, take up that variation in turn. Over a tympani ostinato on the
waltz rhythm, a long crescendo forms a bridge to the next section.

Die Botschaft aus den Wipfeln und der Lockruf vom Berge
The Message from the Treetops and the Bird-calls from the Mountain

Over the continued tympani rhythm, now barred in 24/4 and to be conducted in
8, we fi1irst hear repetitions of the Fate
the highest bliss.” (How much the artist
come variangpeokinhevdit e agshh copfh et rthde’—ab irrhdasp s:
toreshadowing of eventual peace. Accompanying them is Ex. 6, its intervals diminished:

Ex. 38
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Das Hohnlachen, ein Mondfest im Teich
Scorn; a Moon-festival in the Pond

The conclusion of this movement is another surreal concept. Under a string
tremolo and three drummers rolling snare-drum sticks on xylophones, the violas play a
“grating” syncopated figur ereoveSc#,mapdeee d hor n
triads, the texture mimicking frogs. Nicodé uses their croaking to symbolize jealousy and
i 11 wi l 1, scorning happiness via “the rel
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Nicodé directs the xylophone rolls to be as machine-like as possible and the
violists to play “har dyhmuted trumped andstrontbbnes u t t i m:
join in, their fanfares overlapping and becoming louder till the passage dissolves into trills.
Nicodé joked that he could pick out three generations of frogs. This quite astonishing
movement ends in E major, with the G/oria in duo-metrics on the glockenspiel and deep
bells, amid trills from the high woodwinds, harps and strings.

Ex. 40
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The solo horn recaps a rhapsodic version of Ex. 6 before an upsweeping harp glissando
propels the music into the next movement.

IV. Die Stillste Stunde ~ The Stillest Hour

The composer regarded the fourth and fifth movements as the emotional climax
of the symphony. The fourth is a more conventional slow movement, depicting the
artist’ s da rlktidmsd majortsections with ah dabomtecadh. He
described it as “a nocturne of deepest po

It begins in an agitated C# minor, with shadowy string tremolos. Their constant
harmonization in major 3rds gives them a faintly whole-tone flavor. Under these, the solo

bass clarinet plays a drawn-out version of the Fate theme. (The soloist needs major breath
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control for some truly long-sustained notes.) Woodwinds and a gong interject a sighing
motiv (“spasms of mi s gi vanumegsy,spectraldita.i s whol e

Ex. 41
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Im Schweigen der Nacht ~ In the Silence of the Night

The movement proper begins with a long, closely detailed, pensive theme, at first
nabpart fugato texture. Ni codé dsadfeverr i be s t
the sanctity of the 1deal and seeking a d

Ex. 42
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This 1is one of the rare places 1n Nicocg
extant 11 ter at uveshipspassinginthe nighthilnid pragress;thee v we
music picks upheme, “Astpmrdt yonedtrained?”
bass clarinet and violas play a further significant line.
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This is also in combination with Ex. 9, now in the flutes over a pizzicato bass ostinato. At
cue 92, the movement expands into simultaneous combination of Exx. 9, 42 and 43. Over
a 14-bar G# pedal, Ex. 42 develops in canon, combining with its own augmentation in
the brass. The episode seems about to draw to a softer close in C# minor, but Fate again
lets out a shrill admonition over a cadenza-like violin passage derived from Ex. 42. The
tremolos and sighing chords return from the introduction, taking the music to the next

section.

Pochende Pulse-Sehnen in die Weite ~ Throbbing Pulses-Sighing in the Distance

Low flutes and clarinets play the main theme, with a string accompaniment

(13

alternating pizzicati and tremolos. Nicodé notes this accompaniment should b e s awi
and pulsing?. The themgs) also derives
Ex. 44
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As the music grows more intense, another theme, related in character to 42, emerges over

a tympani ostinato,w h o s e
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Ex. 45
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At the peak of this section, the oboe plays the first bar of 45 six times over ever-shifting

harmonies on the strings. The abrupt interjection of a fchord on the muted trombones
a r t ilesl bty a fearful dSubt aboutaly ¢ 1 1 e d

intensifies the mood. T h e

Das Flammenzeichen und der Notschrei ~ The Signal Fire and Cry of Distress

A broken pizzicato version of Ex. 9 (Strivings) in a recitative-like transformation

begins this section.

Ex. 46

future

R,
ENGH, ST TTm—
L . ?: T
L ’
& 3;/1; s¢ 1 "f)
A W I A 4 &) =
17 [ T AT A e SR '/
R A S | & I/
Pz’ & 7
122 } » & e A Ay’ g

The

percussion
with a vulgar, march-like theme. In its color and square-cut rhythms, it faintly resembles
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Ex. 12 in the first movement. This march gains far more significance in the next

movement.
Ex. 47
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Programmatically, Ni ¢ od ¢ ftheactoermmdosn ihte rtdo” s
against whose coarsenesst h e a r t 1 s t S i deal s wi 11 s hatt
and the score even prints a reference to
characterizes it as a Meyerbeerian cadence. He may be closer than he realized. If Nicodé
sets up Beethoven and Wagner as the pillars of true art, why not, given his reputation in
those days, Meyerbeer as their antithesis?
The composer now expands the arching

46 into a theme driving a wildly despairing passage. Amidst the uproar, the xylophone
clatters the Gloria theme, its 5t now distorted into a tritone:

Ex. 48
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As the music rages, it 1 ncorporates augme.
from4l,c ombi ned with Fate. “The s hril]l cry of
horror before this powerful last warning .

Ex. 49
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It also uses fragments of 42 interspersed with violently syncopated chords, increasingly

closely spaced till at cue 111, the music collapses on a frenzied outcry of Fate. As with the

coda of the previous section, the oboe again plays the first bar of 45, with the shifting

tremolo string harmonies. The music then yields to Ex. 41 (muted horns and three solo
violinsjandt he final portion of the movement. “ 1
sacrifice in the upcoming struggle wildl b

Das Geliibde ~ The Vow

Under lower brass chords, celli and basses play the opening bars of 42 as a brief
ritornello.

Ex. 50
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CELLI, BAS#)
The “i mp Glidbuerlblasb’l es ound, now in C#H# major o

timpanists play the Hunding rthythms on a C# 6/4 chotd as a bridge to the fifth

movement.

V. Um das Héchste ~ To Attain the Highest

The fifth movement is the most elaborate and specifically programmatic in the
symphony. CorrespondingtotheHe r 0 6 s B at tsdcten ofittrha ubiss Cr i t i
Heldenleben, it s the narration of t he arti st an
fashion, sensation and the herd mentality.
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Ein Werberuf ~ A Call To Action

The leader summons his partisans; all the horns and trumpets are off-stage. After
some introductory horn-calls, as in Ex. 1, the music explodes in a threefold volley of brass
fanfares. Ex. 51 gives an idea of the florid trumpet writing. Once more, note the presence
of an added 6

EXx. 51
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After a fer mata, t he of f s tag Dielyisterangrs quote
inF#maj or rather than Wagner’ s G). The quot
with Wagner, here too , it s t h e s of artistio beliefs. Simaltangously o n £ 1 1 ¢ t
with the final chord of the quote, the lower strings break into a vigorous allegro passage,

derived from the Fate motiv:

EXx. 52
- LowER ma o %L:,r
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F wupey DRivaEN Fws .

As the forces gather, the Oath (Ex. 2) resounds from behind the scenes, capped by the
music specif 1 ¢t o Wa g n e r Tate, giver ta the ledd Womlbohe, anAwers. ” .

Gesammelt um die Fahne ~ Gathered Around the Flags

With all the brass now back in the orchestra, the Oath, in broad augmentation, now rings
out in a heroic Eb major (see the next page).
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Gloria, fifth moveme n t
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“In Hoc Signo Vinces! ~ In This Sign Shall You Conquer!

>

The Gloria theme peals forth with all the added for ¢ ¢ Ni ¢ o d ¢
organ can muster. In the name of Beethoven, the greatest of masters in the view of
German post-Romantic composers, the artist and his retinue will battle for their ideals. As

s enl ar ged

with Beethoven’s o rquotgsubstantlally, ending with ah équally x p a n d s
drawn-o u t vetrsion of Ex . 8 ; “Fate dogs t heir
Gegen Felsen ~ Against the Rocks
The strings break into an agitated f u g a t o ; “the battle begins?
Ex. 53
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Note the descending octave figure from the first movement, here seeming to stymie the

various phrases. Soon after the fifth entry, three fwhacks on the bass drum and a series of

descending trills take the music to a 2/4 meter and a muted trumpet flourish with
percussion accomphns médathdé&WwWi keanharcat?niFas]
t hemsel ves

herd mentalitya n n o un c e , “halting the cc
Ex. 54
7P7; ¢ % 1
- 2z O -
p, ) ﬁ . 1 ol . ~¥-
Pl ! 1‘ { LT = . ..
e o e e e £~ I A —
v a1 N t/?
P
Using54 as an 1introduction, tfashion appears
Ex. 55
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The tune also derives from the Fate motiv (Ex. 8). Its fragmented scoring as it moves

through the various registers gives it an inconclusive effect.
The fugato resumes, combined with a theme derived from the Strength motiv (Ex.

0) from the first movement. Accompanied by pointillistic woodwind accents, the music
gathers mass in a bravura show of counterpoint. It recalls the final movement of

B r u ¢ k #h(end in countépoint, I can think of little greater # recall), by not only
combining themes, but also augmentations and diminutions of the same theme.
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Stabbing chord interjections add to the conflict. Driven by a trumpet fanfare in rising
sequences, a new phrase occurs, adding to the momentum:

il 4

Ex. 57
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Note the banal accompaniment—a n d

EXx.
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Sensationnextappe a r s 1 n the “dressed to kil!l s p

fact, there are several cadenzas: for the clarinet (Ex. 60), the trumpet and the trombone.

Equally inane, they suggest unimaginative solfeggio drills. (Though Nicodé notes that they

can be played “with exaggerated expression” such faux lilies hardly need further gilding.)
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Out of context, this ostensibly banal segment is puzzling. Nicodé satirizest h e Dr e s d e n e 1
love of empty display; he lets us in on the joke with an allusioni n  t he ¢l ar i net s
17/ Enlenspiegel. Like the poor and maybe longer, the Cult of the Virtuoso will always be

with us. These firewortks] ead t o “endlessly long” trill:s
breaks into a roar of approval. This, he expresses with a crescendo on 6 double pairs of

castanets.
EXx. 61
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Their clacking is an apt coloration for the futility of empty applause. Curiously, when
Nor man Bel Geddes staged William Gaston’ s
similar effect for a similar reason, using wooden-armed manikins.

I mmediately, the uproar of the struggle
(Ex. 3) juxtaposed against the octave fugato figure. A vigorous crescendo leads to an
overarching transformation of the Strength motiv (6), coupled with the Gloria theme.
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147, the organ adds, wi t h Thelgldckenspteland p o we r |
high woodwinds simultaneously play the Gloria phrase against the fugato subject (52) in

both augmentation and diminution, but the march of the herd (47) continues to interject.

In this whole section, Ni codé directs t he
brutal 1 v ur gent ” nseendasdoringof themaintthenees. d e ¢ r e
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The bass drum and percussion again summon the herd to greater effort. The
octave figure recurs with more, and more irregular, frequency, as if to stop all momentum.
“The erde pactattacks open breach after breach.
phrase of 47 and an additional strain

b
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Umsonst! ~ In Vain!

The march of theherdr oar s out oveh bHhatsasV mplwagyget:s

arrogant C major. Now, not just brass and percussion, but all the strings join in, the latter

with thick, stamping chords always on the beat, as if to shatter any notion but conformity.

(See the next page). The din intensifiesasthe 6 ca s tanet players add
Amidst all this, the bassoons, contrabassoon and horns cast the shadow of Fate.

The Oath progression (Ex. 2) tries to emerge, but the sideshow fanfare
> cut s 1t s h wvamant of Fatd, deadinggsoa a nd c el

“scornfully’
f “br aken; gr oat

passage of ascending violin trills. The Gloria resounds fffa s i
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Gloria, fifth movement,; “The Triumph of t
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After a rapid upward sweep through the violins, harps and high woodwinds:
Das Fatum Spricht! ~ Fate Speaks!

Fate thunders in with the greatest power of the large orchestra, the whooping
fanfares of the herd in tow.

Ex. 66
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Now, the artist realizes his destiny as prophesied in the fourth movement. Fate,
heretofore only an omen, now strides “wi
In along decrescendo, the phrase from Ex. 45 resurfaces, at first on the violins, then six

times on the horn, the shifting harmonies again giving it perspective.
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Der Abschied von den Getreuen ~The Departure of the Faithful

The c¢closing of the movement depicts the
starts with the Oath in the clarinets, followed by an elegiac theme for the viola, played
over the Hunding rhythm on the tympani.
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The “sighi ng "oundobtdoudlden thd wbadwind, 4hdir effecs coarsened
by fluttertonguing on the muted trumpets. Its dropping 5% now a tritone, Fate has the last
word.
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VI. Der Neue Morgen ~ The New Tomorrow

The choral finale sets a poem by Karl Hauptmann.

Dir winket das Wonneland, The land of bliss beckons to thee

Das Land reinsten Heils! That land of purest holiness!
Ddimmernd erfiillt sich neu Dawning, the new rotations

Krei sdor&af es ewd of an eternal procession return.
Nacht-dunkle Stille Night-dark stillness

Wei cht hel |l em Er bdwghnbotbright blooning

Tag hebt an! Day begins!

Schon t°ntds i m OSitadeimhe disieavmBnidg

Griifst es, ein Morgenlied! song greets us softly!

Lisend das 1eben, Liberating life

Das jung nun erwacht Youth now awakens

Sonnd steig auf ! Thesunrises!

Schwellender Strahlen Gold Swelling, streaming gold spreads
Breitet sich within im Blan, far off in the blue;

Firnen und Triften Old snows and drifts

Erglanzen in Pracht: Glitter in its splendor;

Licht-trunken das Weltall! The cosmos is besotted with light!

O grofses Gestirn! O great star!

Alles zu Dir empor! Everything desiring, intoxicated

Flebt nun verlangend, berauscht implores thee on high
Sehnsuchtsvol |l st Hdefbigng &sBives @ radh the kifhth 0
Umifangt Dich, Du ewige Flamme! Encompassing thee, thon eternal flame!
Denn Du gibst uns Freibeit Then, thon givest us freedom:

Und Gliickes, and happiness, (and) the most blessed
Seligsten Hibenfrieden! heights of peace!

HeifSestes Sehnen in Gnaden erhort! The most ardent yearning grants us grace!
Aus fernsten Sphéiren erlisend es tont: Released from the furthest spheres, there resounds
Sonnentag! Sunday!

Abnst, Mensch! du die Macht Foreseest thou, mankind,

Die all dies gab? the power which gave all this?

Wer i st 092 Wer g elldbbisirfiihdgives us the light?
Gloria in excelsis Deo! Glory to God in the highest!

The first part recaps much of the third movement. Nicodé notes that the
performance should convey as much as possible the benumbed sense of a gradual
transition from a dream to the awakening. For this reason, he directs that, initially, the
orchestra be invisible.
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Vor dem Erwachen ~ Before the Awakening

The music begins with the 7-part canon of the dawn episode from III, but with
tfaint flashbacks to the f rrd(@)sOboexplythe e r t (3
“Purified” theme (3) over thepponhtheo g s’ croa
percussion and the strings heave the arched figure from 46.

Ex. 69
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...80 Tonte Es Mir doch Einst! ~ So It Once Sounded to Me!
The cock-c + o ws and shepherd’ s t une reappeartr,
concert from III (whistles included).

Zum Hirten auf den Berg ~ To the Shepherd on the Mountain

By this point (p. 3006 in the score), the orchestra can be visible. The off-stage English horn

now playsalong-e x t e nde d f or m ngfBasad trom the dpenipe baes ofd > s s o

22, it also incorporates phrases from the lindler (35) and generally has a more genial

aspect. As the solo proceeds, the player should gradually move from behind the scenes

and eventually rejoin the main orchestra. “ A f ree man wi th an awak

nature. ”
Upon its conclusion, the alto soloist (or boy soprano) enters softly with the

Strength theme:

Ex. 70
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Nicodé’”s handling of the entry has a touc
ahead of the singer, no doubt to secure a
just being realistic.)

Hohenfrieden nach Feierabend ~ Peace on High after an Evening’s Leisure

Over a gentle triplet accompaniment on muted strings, the tenors of the main

chorus transition into the “Sunday” theme
Ex. 71
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When the singers take a breathing-pause (on an added 6t chord), the flute interjects the
birdcall (Ex. 33) from the third movement, recalling a further happy memory.
The chorus resumes in fugato entries. The music gains both warmth and volume.
The strings remove their muyt’e sa nadnhd®,S tirne nagn

themes,workt o wa rd a ¢l imax marked “very broadly
depl oyment of strength.” jpmackingandtothet t woul d
wotr ds “Peace on hi gh?”, Donahvbes Paceniromrthe sloyus a ¢ a p p e
Dei of the Missa Solenmnis. ( He el evates Beethoven’”s D major
Ex. 72
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The alto soloist resumes for a brief interlude, till the full chorus again takes up the Sunday
theme

Ex. 73
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3 w ) { i { 6 l " } ~ ,fl,
{ L4 » i o * &4
i f. o i i 4("4__& .l _ N
J. 0.' i la' ‘g- > h‘ ']
o ik e Al ~_ T
e—ETE e B sl WU
L P I e P (o) 4 Jd 1,
X AV o~ 117 [l [ ¢« 4" T ) g+ i
* ERREION B (T e %, P P T §
13 - 4 [
A fi 1 - M § Z
M A
FON R .~
Nicodé describes its coloring and the parallel fifths of its instrtumental bass a s “t he
continuous humming of the bells.” (-Note h
drums in Azs Agnus Det.)
Ex. 74
»
" c.HoR PO ADL
-nu#»mé 1
{ - 300’ L
g e
< R et R Y
L y, d
2T 7AG L T
PAMISTE
P ‘
MY N wl o) o & ! b i el Wt A A L
AL Vet @l ik
F T MART
GONG ; . .
G SNSE e— v
-—F\-ﬁ‘g‘ é ~ : %3 4
! z._#:ﬁg e l‘ b
‘ -
2 HPsy r' :F



-80-

Over the soft, but insistent drumbeat, horns and woodwinds take up the Strength theme.

Ex. 75
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After a fermata, the soloist sings an augmented version of that theme, over the Sunday

progression “as 1f from the spheres.” The
combining a variation of thee®hepherd’”s s
Ex. 76
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The English horn cadenza becomes louder and more animated. An offstage chorus
intones the “Sunday” progression, l eading

(And rarely exceeded by anyone else, comes it to that.)
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At first, lower strings, harps, tympani, gong and deep bells again expand on Ex. 74.

Simultaneously, as the woodwinds take up the G/oria, the horns play the Oath theme and

t he t rumpet

steady crescendo. A polymetric passage combines the G/loria in the woodwinds in 3/4 and

augmented on

the latter pair in 4/4 meter:

adds

t he

an augmented

deep bells i

n

ver sl

6/ 8

Ex. 77
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The main chorus adds its weight with alternations of the G/orza theme. The tempo
increases somewhat and the vast forces unite for one of the most transcendental finales
ever, from an era which perfected that art. The organ underpins the tidal wave of E major

t h t he

w1

“Puri fi eyhchieves its §f chmax.
If this movement is played alone, Nicodé directs that it end here; to do so would
be a sure-fire applause trap. The entire ending, however, both programmatically and

a S

t he

>

artistically, makes more sense. Though it risks puzzling a first-time listener, 1 t s

indispensable.

Ausklang: Weiter Tobt’s und immer Weiter im Tale — um den Felsen!
Consummation: Further Ragings in the Valley Around the Rocks!

of

on

t h t

w1

s ymphon

The torrent of sound cedes to an E major tonic chord, tremolo and p on the organ. Over
a soft suspended cymbal roll, the harps glissando up and down on an E added 6t chord.
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Offstage instruments play all the remaining music. Over the preceding texture, 3 piccolos
play ffa melodic expansion of the added 6t chord:

Ex. 78

3 Pices.

ACCOMPEANIES mACH BAR
OF THE PIlccoi-08’ $04 !

\ \“Mwwf—//

Three times,hornspl ay the very opening summons’ o f
with each repetition till engaging all 12. Piccolos, brass and percussion play the march of
the herd. When the harps and organ resume, as in Ex. 78, the woodwinds add fragments
of the bird-c a 1 lease on thé HRights, looking down over the cloddish tramp of the
herd. ” Solo high woodwinds andpoenarings a.
pizzicato E major triad.
But above, and past, all this, the three off-stage piccolos sustain a C#, swelling to a
[if then dying away. Thus, the last sound heard is the added 6. I t thesmusix and life f
itself go on into the distance without end and without resolution. Thus departs one of the
most original musical conceptions in post-Romantic art.
Critical reception at its premier was overwhelmingly favorable and, in view of the
demands of the piece, open-minded.

O @ of the most comprebensive and most musically and technically masterful, clearly

designed works in whichmusi ¢ @l Sy mbol i sm has emergedeéTh
and noteworthy musi cal i deaséa masterpi
of Strausso r  Mahl|l er € That Ni cod®pwerdyme do everyt
birdsd ocdnecsesr tbyadéntdhen moonl it frogsd pon

counterpoint and for mal design make Ni c
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0éthe piece plays unbroken for two hour

oet he f or ma loustraionef the otk W &f glvartiqdihersidns ank,
like the Gothic masterpieces, treats the smallest detail with the same (amount of) love

and in proportion to the colossal, whol
oéedespite the | ate houmdéd he storms of
o0oéan extraordinary worké extraordinary
excess of nature paintingéalso in the \
epi sodes of the highest bé¢het gédmpeseedf
splendid direction was outstanding. 6
oéa typical, i f extr eme, i nstance of t}
and grotesquely bizarre. Neverthel ess,
merely external effects. His music is throughout sincere and honorable, gripping from the

first note to the | asteo

There was dissent. Walter Niemann described the piece as a pretentious
monstrosity. Theo Schifer observed that in addition to the intentional quotes, there were
also some unintentional ones. One can sympathize slightly. The beginning of the
“Strivings?” motfromMdwodes !l €adwdenahdPraspearons lt'ojuge me
Overture and I’7ve alrea d4y Imawdsrkeoder2ticnre Hundi
long, such coincidences are harmless and perhaps even inevitable. You could also tease a
composer who satirizes “ s e n s a t i o n “cleatlypensamonad work. o f a
The key scheme is straightforward; much of the work is in E major or its relative
C# minor, thus risking monotony. This issue has two aspects. 1.) In so large and diverse a
work, he may have planned this for better overall continuity and stability. The wide range
of colors and moods should dispel any such wortries. 2.) Except for those with perfect
pitch, key schemes are like surfaces for painters or point of view for novelists; aspects
which artists, but few ot herts
programmatic a work does hold together so well.
With its polymeters, attempts at literal transcriptions and multi-layers of music, we
could nearly describe the symphony as the work of a German Charles Ives. Yet, Nicodé
always stops short of actual chaos. The polymetrics are still organized; e. g., you could bar
all the various lines of Ex. 77 in 4/4 meter. Despite his flirtation with tone-clusters and
cacophony in the birds’ c o n c kike $traguss dfter r ¢ ma 1
Elektra, Nicodé drew back from the line almost crossed in Gloria. For this reason, Felix
Draeseke’s appaltlea pirogrefs sTmed still stan
There are several reasons for the work’
orchestra — where do you find 12 tuned whistles? — are §cary, as are its logistics, with the
constant movementof onandoff-s t a ge ens e mbl es . A mi nor

fret over .

b

, b u
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f ol 1 owi nigritatififapmactice of constantly changing horn and trumpet tunings.
By 1900, the F horn was largely the norm. Calling for D and E horns means either a lot of
editing or the players frequently transposing.

No doubt, t oo, t h e gchappydver hisppdkikgfuadt Dr e s d e 1t
their musical tastes. No one wants to be considered part of the herd. “ Af t er 21 'y e ar
Dr es den, I ve hadespemhaaencasplthbhasanothing

he once noted. Hardly the path to winning hearts and minds.

Other factors include his being swept away in the anti-German frenzy during and
after World War I. Plus, for decades, critical taste turned against such ambitious works.
One need only recallPaul B o wl e s’ deard t@lti ®mnDown Ss’r adiis
Mahler in the 1940s. Even as late as 1952, an article declared t h a t i nth“Maahtl ueoru’ ss 8
mysticism and screaming hysteria addsup toasubli me I vy r 1 di c uAllthat s mi n u s
said, Gloria remains a work of artistic daring rarely paralleled. An age which has embraced
not only Mahler, but also Korngold, Schreker and Zemlinsky could encompass Jean Louis
Nicodé.

Notes (by page number and cue line):

3 General biographical information€ Schifer, Theo: Jean Louis Nicodé (hereafter TS)

pp. 3-10

outstanding teacher€ 'Taubmann, Otto: Jean Louis Nicodé (herafter OT) p. 161

mediocre gronp OT 158

Draeseke wrote€  Gutierrez-Denhoff, Marcella: Felix Draeseke; Chronik Seines
Lebens p. 69

married® Hirtwig, Dieter: Starker Kunstwille und Leistungen von Eigenart: zum
150 Geburtstag von Jean Louis Nicodé, p. 17

Bruckneibidpr emi er s é

5 |  woul dn Johnsog ephant Brudkrer Rémengbered, p. 168
An outstanding. .’ T S p p1l. 10
rolling back.. Ha r t wi g , p . 17
Riedel..P r a t t | Wal do: New Encyclopedia of Mt
Faust Symphony..'T' S p . 7
My patience... Hia r t wi g, p - 18
LaterLyearsen A. R. : Nicodé: Ein Verfe

skimpy di - € Th€U-boats were German frightfulness, but apparently starving
millions with a blockade — and for months affer the war ended — was
merely English fair play.
t wo sSltuxle.eit s é
6 I nt er e st iSahgh, Vbl Richatd tdaues:M\ (ICleraghiéle of the Eatly
Years, p. 138
Mar i a StlaplsOT dlalt a e
Rudol f HreardhIeefid& Rg@nélds: The Kingdom of the Soul, p. 112
| gr e atSdhuph, Lee.rif oy ed e
9 Ni cod® aoOrplfifpani edé
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Theo Sch%Sfpel? , in hisé
attracti®eCaddesmeri@abRearn®Giide magazine 11/12
2007, p. 21

Da v i dHagh@ Dogoghy Veinus: Félicien David, p. 69
fisthand | nBp.&9ssi onsé
Lever k¢ hnddssribed bg MaBnap 0 €& wi t ¢ hsbundgwhichi x t ur e
on first hearing, t he ear can Sscarfrce
Hanslick accused Nicodé of doing here.
y ou C a nHuaislickdFelrd: An DlneTagebuch Eines Musikers, p. 352
Kretzdghanar é
Ni e maNinfth, Walter: Die Musik Seit Richard Wagner, p. 188
dedi tua ifoe dté
wa s n o tHirpvlg, &oy. eitd €
gener alOT®rng@ument é
0 Oa t tn&sd otherwise noted, all descriptions in quotes of various passages in
the Gloria Symphonya r e f r o mwnNKoneewfichrer’ s
| t 6s wor t hKadack, DreAlad Ho: The Syiphohiad  Felé Draeseke
pp. 117-118
| i t er al T§p28 OsoMatopofatlisin ehdle® of the recorder. E. g.,
American roostersc r o w -d‘doodleedko o0 ” ma fse o n eksietéf* ki ke r i
Mssi @r8fe’s no evidenc ofleMeonebeardjaryn e ver
of Nicodé’” s mus i c .verylashgenM that wouldhaven > sy o u
been popular in France would have been German post-Romanticism.
Hree gerse.rdati onse
MahlFEevriede nt 1y Mahler never Ofeomrsbbucted an
Ma h 1 Rastl Jed yon der Erde, like Gloria, ends on an added 6t chord.
Si eNMGGEe1961 ed., v. 9, p. 1,446
Meyerbeer ...1 do not share the Wagnerians > 1 ow esteem for Meyeb
Prejudice confession: to me most cadenzas sound like solfeggio
drills on steroids.
Damn t h@ Cloenanr oSk Theler aof Norman Bel Geddes, p. 43
In the orchestral score,x.t he6,He’rdeé& dap
his piano score, which notes them in triplets, to the same effect.
The following review excerpts were from an accompanying brochure to the Gloria!
score, printed by Breitkopf und Hartel.
One of Nbdhagl ON0: Bdrsén-Courier, June4, 1904
t he pildageeWillrlh:@BatliseTageblatt, June 4, 1904
t he fNodhami®. B.: Nationale Zeitung, June 9, 1904
d e s PiBtlderr General-Auszeiger, June 2, 1904
an ext rPdoblFddinand Hayib@rger Nachrichter, June 2, 1094
a t yIpiiscRadblfMannheims General-Anzeiger, May 30, 1904. In
his book Deutsche Musik der Gegenwart, Louis remained conflicted
abouttheval ue of Ni c odé GwiaSwphonyk , e s pec
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unintentional ones...’T' S p . 33
84 Wak € r N iNemfaan/Whaler: Die Music Seit Richard Wagner, p. 188
Wagner 8s i Fbi tlgobkbdbghespation, p. §7) he £céte joke
on this.

Af t er Hattwigypel&r s e
critical t Br&ticaly ant cunkeft @ide fr@angha 1930sshroégh the
1950s reflects this. Even in my college days (mid 1960s), composers like
Betlioz, Bruckner, Ives, Mahler and Nielsen were still mostly considered
cult figures.
fatuousDayssdlilc,i sknée D. , quotesihl i n Sl onin
Invective, p. 123.
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