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Explanatory Notes
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Popp, Susanne. Der junge Reger : Briefe und Dokumente vor 1900 / herausgegeben von Susanne Popp.
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Reger Werkausgabe, Band 1/2, Phantasien und Fugen,Variationen,Sonaten, Suiten 1
Stuttgart:Carus-Veriag,2011 = MRI CD-Rom

Max Reger Institut, s.v. Max Reger Chronology, accessed August. 4, 2021,
http://www.max-reger-institut.de/media/max-reger chronologie.pdf = MRI Chronologie

Letters and correspondences of Max Reger to/from his friends and acquaintances in 1900. This source is
edited by the institute based on the original correspondences and preserved at Max Reger Institute in
Karlsruhe, Germany. =Summarized correspondence records at MRI



Introduction

Max Reger (1873-1916) composed more than 200 organ pieces in his 43 years of life,

and many of his most significant organ works were composed in the three years of his Weiden

period (1898-1901). These, including his masterpiece Phantasie und Fuge über B-A-C-H, Op.

46 (1900), are frequently performed to this day.

Due to ill health during his years of military service (1896-7), Reger was forced to

return to his parental home in Weiden. As a young musician without fame or position, he was

in despair of his future music career. What did it mean to Reger to compose an enormous piece

using his adored German master's name as a motif in such a difficult situation? How did it

compare with other music he was writing at the time, and how did this piece influence Reger's

style of composition afterwards?

In this document, the author will examine Op. 46 by analyzing the overall form and

thematic structure of the piece, including a study of its compositional context and background.

Particular attention will be paid to the performance practice of this work regarding registration,

taking into consideration the historical registration and components of the Walze (Rollschweller)

of the Sauer organ Op. 650, on which Op. 46 was premiered by Karl Straube (1873-1950), who

was a champion of Reger’s music. The author will provide a solution for reproducing the

German Romantic registration sound on the Maidee H. And Jackson A. Seward Organ, C. B.

Fisk, Op. 135, in Indiana University’s Jacobs School of Music Auer Hall.

The first chapter will provide an overview of Reger’s life and his music. The second

chapter will be focused on his compositional background during his Weiden period, referencing

original letters from Reger as well as letter records from The Max-Reger-Institute in Karlsruhe,

1



which are not officially published. The third chapter will be dedicated to analyzing the forms

and thematic structures of Phantasie und Fuge über B-A-C-H, Op. 46, revealing the style of

composition and harmonic language which Reger inherited from the old masters, and how his

own harmonic practice varied from this. The final chapter will be a performance practice study,

including such elements as score adaptations and registration proposal on the Fisk organ Op. 135

organ, based on an unpublished historical registration information shared by a German Romantic

organ restoration expert, Christian Scheffler.

There is little English literature related to Phantasie und Fuge über B-A-C-H, Op. 46,

despite of the fact that the piece is considered one of the most important contributions to the

repertoire for organists. The author expects that revealing the compositional background and

providing a model for registering the piece for a modern American organ will contribute to a

wider understanding of and new performance approaches to this significant work and the works

that surround it.
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Chapter 1. Life of Max Reger (1873-1916)

Johann Baptist Joseph Maximillian Reger was born on March 19, 1873, in the small

village of Brand in Southern Bavarian Fichtelgebirge. He was the first son of a devout

Catholic couple, Joseph Reger (1847-1905) and Katharina Philomena (1852-1911).1

His father, Joseph, was a teacher in Brand who taught German literature, history, geology,

harmony, the organ, and the piano. In addition, Joseph played the double bass, the clarinet, and

the oboe. Adalbert Lindner (1860-1946) who gave Max Reger his first professional musical

lesson, was one of Joseph’s pupils. Joseph brought back an abandoned organ from the school

and built a house organ at home in 1885, which also might have led his son to become an

organist.2 Max Reger’s mother, Philomena, played the piano and gave him piano lessons from

the age of five. Reger originally had four siblings; however three of them were lost in

childhood except for his younger sister, Emma.

In 1874, the Regers moved to Weiden because Joseph’s job was transferred, and the

family lived in four different homes in this town until they moved to Munich in 1901. From

1884, Reger learned the piano and the organ under the tutelage of Lindner, who was also an

elementary school teacher. With lessons from Lindner, Reger learned counterpoint from the

music of Ludwig von Beethoven (1770-1827) and Johannes Brahms (1833-1897).

From 1886 to July, 1889, Reger went to Präparandenschüle and studied vocal music, the

piano, the organ, the violin, and harmony. He obtained an excellent academic grade.3

1 There is a birth certification in Oberpfalz. Susanne Popp, Der junge Reger : Briefe und Dokumente vor
1900 / herausgegeben von Susanne Popp (Wiesbaden: Breitkopf & Härtel, 2000), 20.

2 MRI Chronologie
3 MRI Der junge Reger, 31. His academic record of 1887.
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In August, 1888, young Reger was extremely impressed by performances of Richard

Wagner’s (1813-1883) Die Meistersinger von Nürnberg and Parsifal at the Bayreuth Festival.

This musical experience not only convinced the young boy to become a professional musician,

but also pushed his improvisation style towards chromatic music.4 Between 1886 and 1889,

Reger often served as a substitute organist for Lindner in his church, St. Michaeliskirche, and

Reger performed organ improvisations for the prelude and the postlude.

Under Lindner, Reger studied the theories of phrasing and harmony of the highly

respected and influential musicologist/composer, Hugo Riemann (1849-1919). Lindner had a

strong sense of young Reger’s compositional talent. By sending some of his young student’s

works to Riemann, Lindner eventually forged the connection that enabled Reger to study with

the noted theorist.

Although Reger enrolled in the Sondershausen Conservatory in 1890, he moved to the

Freudenberg Conservatory in Wiesbaden in the autumn of the same year as Riemann, who had

obtained a new post there. Around this time, Reger composed his Violin Sonata No.1, Op. 1,

which is considered one of his masterpieces in his early compositions. Riemann, to whom this

piece was dedicated, was extremely impressed by the work. Perhaps as an outgrowth of this,

Riemann would later arrange for Reger to have a theory teaching position at the conservatory

upon his graduation. With additional support from Riemann, Reger’s early compositions were

published by Augener in London.5 His time in Wiesbaden played an important role in Reger’s

life; he established friendships with other musicians and formed a clear vision for his own

musical world. The notable musicians he met included Richard Strauss (1864-1949) in 1896,

and Ferruccio Busoni (1866-1924). During these early years it became apparent that despite

4 Adalbert Lindner, 37f. English translation quoted from Hans Haselböck, Max Reger Sämtliche Werke
Band Ⅰ, ed. Hans Klotz (Wiesbaden: Breitkopf & Härtel, 1987), 9.

5 MRI Der junge Reger, 124. Correspondence for Riemann
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the fact that his first motivation for becoming a musician was his experience of seeing Wagner’s

operas, as he gained more knowledge of Wagner and Brahms, Reger’s musical inclination

moved further away from program music. Despite its chromaticism, Reger’s music showed

from the start more affinities for the absolute music of J.S. Bach, Beethoven or Brahms, rather

than the programmatic music of Liszt.6

After completing his studies, he remained in the conservatory to teach music theory,

organ and piano as a lecturer. From 1896, Reger served in the military for one year. He

expressed these times in Wiesbaden as Sturm und Trankzeit (“Sturm und Drang,” his humorous

revision of “Sturm und Drang,” or “Storm and Stress”), when he sang the praises of youth with

his colleagues. However, his quantity of drinking and smoking rapidly increased and

ultimately ruined his health, both physically and mentally.7 Emma, his younger sister, took

Reger to their parental home in Weiden to recuperate.

The three years Reger spent in Weiden turned out to be the most productive time for

composition in his life. In addition to other works, he produced a prodigious amount of organ

music. Besides six choral fantasies, there are free-style compositions such as fantasies and

fugues, the first sonata for organ, as well as numerous small pieces. Most of the significant

organ works that are still now performed were composed in these three years. The details

about this Weiden period will be described in chapter two.

In 1901, The Reger family moved to Munich due to Joseph’s retirement from his job.

In the following year, on October 25 in 1902, Reger married Elsa von Bercken (1870-1951), a

Lutheran whom he taught piano in Weiden. Because of this marriage, Reger was expelled from

the Catholic church. Reger’s family did not welcome Elsa since she had been divorced, in

6 Ibid., 106. Correspondence of Reger
7 Ibid., 288. Correspondence of Reger

5



addition to the religious issue. However, Elsa made a promise to be a devoted wife when they

were engaged. Her contribution to Reger’s career was not only in being a supportive wife

throughout Reger’s short life of 43 years, but also a significant supporter of his work after his

death. Elsa organized and collected her husband’s compositions and materials immediately and

established an organization which today is called “Max Reger Institute”. The wedding

ceremony was performed in a Protestant manner, and Reger dedicated a collection of love songs,

Zwölf Lieder, Op. 66 to her.

His musical life in Munich was quite satisfactory; with a successful performance of the

Piano Quintet [No. 2], c moll, Op. 64, Reger obtained both confidence and fame. In this

period, he wrote numerous compositions even though he was busy with both national and

international performances, mostly as a chamber music pianist and also as a piano accompanist

for the prestigious violinist, Henri Marteau (1874-1934). In 1903, the only book Reger wrote,

Beiträge zur Modulationslehre, was published in Leipzig. Although this book was written for a

pedagogical purpose filled with musical examples which show how to modulate to various keys,

the role he assigned to chromaticism was very distant from the harmonic theories of his mentor,

Riemann.

In 1905, Reger was appointed to teach music theory, composition and organ at the

Munich Royal Academy of Music.8 At the same time, he completed several volumes of simple

songs, Schlichte Weisen, Op. 76 which he had been composing over a number of years. Also in

this period, he wrote his piano masterpieces, Variationen und Fuge über ein Thema von Joh. Seb.

Bach, Op. 81, and Variationen und Fuge über ein Thema von Beethoven, Op. 86 for two pianos.

He had recital trips more frequently and extended his activities to international engagements,

8 Max Reger and Karl Straube, 12.
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including a recital in St. Petersburg attended by Sergei Prokofiev (1891-1953). He gained

international fame through his successful recital trips and obtained increasing numbers of

supporters. However, his extremely busy schedule and physical overwork led him once again

into alcoholism.

In 1905, Reger completed his first large orchestral piece, Sinfonietta, Op. 90 after a

period of planning. However, this piece was highly criticized by Ludwig Thuille (1861-1907),

Max von Schillings (1868-1933) from New German School (Neudeutsche Schule)9, and critic,

Rudolf Louis (1870-1914). This criticism, combined with musical conflicts of opinion with his

conservative colleagues, led to Reger’s resignation from the Academy of Music and departure

from Munich in 1906. In March, 1907 he obtained positions as a musical director at the

Leipzig University Church and a professor at the Royal Conservatory in Leipzig and left

Munich.

The four years in Leipzig solidified Reger’s reputation as a musician. His musical

activity was not only as a composer and a performer, but he also started his career as an

enthusiastic educator, which gave him an international reputation. He was awarded honorary

doctorates from Jena University and Berlin University. The reputation for Reger rose higher

and higher, which increased his creative motivation. It was also in this Leipzig period when he

wrote a number of great orchestral works, including Der 100. Psalm, Op. 106 (which was

composed for the 350th anniversary of Jena University), Variations and Fugue on a Theme of

J.A. Hiller, Op. 100, Violin Concerto, A Dur, Op. 101, and Piano Concerto, f moll, Op. 114.

9 Members of the “New German School” were supporters of program music, symphonic poems or
theater music modeled on Liszt and Wagner, who rejected Reger’s music, as it embraced the absolute music of
composers such as Brahms.
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At that time, Reger was also fortunate in terms of his relationships with musicians; he

produced excellent pupils and continued to gain reliable friends.10 His private life was also

blessed by adopting two daughters. The time in Leipzig represents the musical and social high

point of Reger’s life.

In addition to his duties in Leipzig, from 1911, Reger accepted a position as a director of

the ducal court of Saxe-Meiningen orchestra, which was established by Hans von Bülow

(1830-1894). Reger’s method of conducting concentrated on larger musical shapes, rather than

on the details of individual player’s technique. The movements of his hands played a great role;

his hands’ motion was full of expression, and especially his left hand indicated the interpretation.

This is vividly depicted in some contemporary illustrations.

10 Reger’s friends included such people as a German artist, Max Klinger (1857-1920), a Norwegian
composer, Christian Sinding (1856-1941), and a Hungarian conductor, Arthuer Nikisch (1855-1922).

8



Figure 1. Reger conducting Meiningen orchestra

Reger’s attention to the larger sweep of his music is echoed in his own notation. One

frequently finds long slurs indicating the shapes of phrases, rather than details of articulation.

This will be discussed further in Chapter 4.

For the performances with this orchestra, Reger composed a number of excellent works

including Variations and Fugue on a Theme of Mozart, Op. 132. However, he was simply too

busy with four duties; he was active as a composer, performer, teacher at the Leipzig

Conservatory and as a touring conductor of the orchestra. This overwork worsened his health.

Although Reger desired to quit the position due to health problems, because of the death of

Herzog Georg II. von Sachsen-Meiningen (1826-1914), The Duke George II and the outbreak of

World War I, it took him quite a while until he could actually resign the job.

9



In the beginning of 1915, he moved to Jena with his family for a retreat while he still

kept his duties in Leipzig and the concert tours inside and outside the country. Jena is said to

be the birthplace of Romanticism. In this city, which is surrounded by beautiful mountains and

rivers, Reger recovered both physically and mentally and he produced mature masterpieces that

he himsefl called his “Free Jena style (Freier Jenaischer Stil)”. The representative work from

this Jena period is his Hebbel Requiem, Op. 144 (1915), which is a personal meditation of these

days of the war. The remarkable organ composition from this period is his posthumous work,

Phantasie und Fuge, d moll, Op. 135b. This piece is composed of a fantasy that combines a

radical harmonic language with contrapuntal practices that are recognizable from J.S. Bach’s

Fantasie und Fuge g moll, BWV 542 and a double fugue with two characteristically contrasting

themes. It is undoubtedly a grand summation of Reger’s organ music.

On May 11 in 1916, at the age of 43, Reger’s life was ended by a heart attack at a hotel

in Leipzig, where he stayed on his way home from a concert tour in Holland. On the bedside

where his body lay, there was a score for a mixed choir, Acht geistliche Gesänge, Op. 138. The

text of the music started as follows;

Mankind lives and thrives only a short while.

The whole world shall pass away with all its splendours.

Only One is eternal and omnipresent,

and we are in His hands.

Der Mensch lebt und bestehet nur eine kleine Zeit,

und alle Welt vergehet mit ihrer Herrlichkeit.

10



Es ist nur einer ewig und an allen Enden

und wir in seinen Händen.11

11 Elsa Reger,Mein Leben mit und für Max Reger (Leipzig: Koehler und Amelang Verlag, 1930.), 154.
“Der Mensch lebt und bestehet nur eine kleine Zeit, und alle Welt vergehet mit ihrer Herrlichkeit.”

11



Chapter 2. Reger in his Weiden Period (1898-1901)

2-1. Before returning to Weiden

Reger returned to Weiden in 1898 because of his physical and mental health. In the

following, I will describe some of the factors that led to this. One fact we can point out is the

separation from his mentor, Hugo Riemann. In 1895, Riemann moved to Leipzig with his

family since he obtained a teaching post at Leipzig University, where he later became a professor

in 1901. Reger had been studying with Riemann since the age of 17, and this master theorist

was a great supporter of Reger as a musician. A farewell to Riemann must have left him in a

state of solitude both musically and mentally.

The experience of serving in the military also had affected him. From October 1896,

Reger enrolled for the compulsorily military service for one year. However, he could not adjust

to military life. Soon after he joined the army, an infection of his ankles made it impossible for

him to walk and sent him to the hospital.1 Furthermore, Reger struggled with his finances.

Since all costs including equipment, uniforms, room and board were supposed to be paid by the

recruit, Reger fell into heavy debt. He had no income as a musician during this time from his

compositions or piano teaching.2 Reger describes himself at that time as following:

No one gives a pfennig to me; I am out on a limb; and no one cares about me;
au contraire, my colleagues do everything they can to bring me down.3

1 MRI Dear junge Reger, 287, a corresponding to his piano student, Hilda Hasselmann
2 MRI Chronology
3 letter from 19th December to August Döring, accessed June 28, 2020. “Kein Mensch gibt mir einen

Pfennig; ich stehe allein da; u kümmert sich niemand um mich; im Gegenteil, meine Herren Kollegen (die Herren
Musiker) thun ja alles um mich „klein“ zu kriegen”
https://www.max-reger-institut.de/en/max-reger/curriculum-vitae
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This letter shows his financial struggle and mental exhaustion. However he also

left such words as the following:

Even there vanishes the lust for life. And from now on year in, year out, it should
be like this. I won't be discouraged; I live and die for my holy, supreme art – and
if I don't get recognition, so I shall be simply buried.4

In 1897, on October 1, Reger was discharged from the military service due to his bad

health condition. He had an ulcer on his neck which required two operations.5 He returned to

Wiesbaden with a large amount of debt. It would seem Reger was in the worst condition of his

life up to that point, both mentally and physically.

Another factor could have been his disappointments as a musician in 1897. In this year,

Reger’s early masterpiece, Suite No. 1, e moll, Op. 16 was premiered in Berlin by organist Karl

Straube (1873-1950), a great advocate of Reger’s organ music. At the premier, although

Straube’s performance won praise, Reger’s composition itself was severely criticized. Also, his

Piano Quintet No. 1, c moll, WoO II/9, completed in 1898, was rejected by Augener. In the same

year, both of his applications to conductor’s positions in Bonn and Heidelberg were

unsuccessful.6 To top this all off, Brahms, the dedicatee of Reger’s Op. 16 and a major

influence on Reger, passed away. These unfortunate experiences must have given the young

Reger, still only in his early twenties, a great shock and concern for his future. Due to these

frustrations, he drank more and more, even though he was already physically ill.

Also in the same year in 1898, Reger’s younger sister, Emma tried to take him back to his

parents at home, but her first attempt was unsuccessful. She finally was able to take Reger back

4 Ibid. “Da vergeht einem die Lust am Leben. Und so soll es nun jahraus-jahrein gehen. Nun, ich verliere
den Mut nicht; ich lebe u. sterbe für meine heilige, hochheilige Kunst – u. finde ich keine Anerkennung, so soll man
mich einfach so einscharren.”

5 It was presumably an actinomycosis; actinomycetes came into a body through a cut and make the wound
infected.

6 MRI Chronology
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to their home in Weiden in a second attempt. At that time Reger was caught up in an extreme

estimation of his musicality, an opinion not generally shared. This dissonance between his own

self-appreciation and the world’s lack of interest combined with the appearance of another ulcer

on his neck intensified his distress. This plus the need for an operation as well as his deep

indebtedness brought him very low. Thus, Reger’s “Weiden period” began at a time when he

was experiencing enormous mental and physical distress.
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2-2. Reger’s musical activities in Weiden

From late June, 1898, to the first day of September in 1901, Reger spent his life in

Weiden once again with his family. At that point, they moved to Munich. From the start,

Reger’s parents wished their son to become a music teacher like his father, Joseph. Although

Reger was determined to live as a composer, at that time he could not possibly make a living

from his profession. This led his parents, already desperate, to give up on their son. Reger’s

raison d'être was composing, which was a vocation for him. He was actively encouraged in his

music making by Karl Straube, who would premier anything Reger could dream up no matter

how technically and musically demanding.

Reger’s creative power was remarkable. He finished writing the piano work for four

hands, Sechs Walzer, Op. 22 in just a few days. Within several weeks, he wrote Vier Lieder,

Op. 23, piano works, Aquarellen Kleine Tonbilder, Op. 25, and Sieben Fantasiestücke, Op. 26,

in addition to some short works. Reger soon started to look around for publishers who might

publish the works he had composed so far. At that time, a considerable portion of a composer’s

earnings came from sales of music for home consumption. These kinds of pieces, including

shorter piano works and Lieder, were just the sort of things that publishers were interested in for

this market, and in later years he would write several collections of music like this, such as

Schlichte Weisen, Op. 76 (1903-1912), which runs to 60 songs.

In the middle of September in 1898, Reger completed his first organ chorale fantasy,

Phantasie über den Choral "Ein' feste Burg ist unser Gott," Op. 27. The piece was
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immediately premiered on a Sauer organ by Straube on September 20 in Wesel Dom, an

extraordinary accomplishment given how quickly brought it to performance despite it being an

enormously demanding work. This composition was the beginning of a whole series of large

organ works in which Reger started to establish his own compositional style, one that is vividly

different from that of other composers. In this work, he expanded the scope of the composition

as well as technical demands on the player far beyond what one might encounter in earlier works

of this type. Furthermore, a rapid turnover from composition to performance was not typical of

his experience. Although composed in the same year, his Cello Sonata No. 2, g moll, Op. 28,

which still shows obvious influences from Brahms, had to wait eight years until it was

premiered. The obvious interest in his organ music encouraged him to produce a great deal of

it over the next few years, whereas his next cello sonata (op. 78) would not appear until 1904.

The following is a list of Reger’s organ compositions in his Weiden period.

Table 1. Reger’s organ compositions in his Weiden period

1898 The end of June His return to Weiden

August Composed Phantasie über

den Choral "Ein' feste Burg

ist unser Gott," Op. 27

within three days

Autumn Phantasie und Fuge, c

moll, Op. 29

Phantasie über den Choral

"Freu dich sehr, o meine

Seele," Op. 30
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1899 Spring Organ Sonata No. 1,

fis moll, Op. 33

The middle of October Introduktion und

Passacaglia, d moll

September Zwei Choralphantasien,

Op. 40, "Wie schön leucht't

uns der Morgenstern" and

"Straf mich nicht in deinem

Zorn!"

1900 February Phantasie und Fuge über

B-A-C-H, Op. 46

Spring Sechs Trios, Op. 47

September Composed three chorale

fantasies, Op. 52 within 10

days

"Alle Menschen müssen

sterben," "Wachet auf, ruft

uns die Stimme" and

"Halleluja! Gott zu loben

bleibe meine Seelenfreud"

1901 Spring Fünf leicht ausführbare

Präludien und Fugen, Op.

56

Symphonische Phantasie

und Fuge, Op. 57

Variationen und Fuge
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über "Heil unserm König"

June Composed Zwölf Stücke,

Op. 59 in two weeks (12

days)

September 1 Moved to Munich

During this period, Reger composed 36 pieces for organ. Worth mentioning is that

some of these pieces are large scale, running to 20 pages. Furthermore, in addition to the organ

works, he wrote 103 piano works, 78 vocal works (including choral works and lieder), 11

chamber music works, 4 orchestral works, as well as numerous transcriptions. This

accomplishment in such a short period of time demonstrates Reger’s extraordinarily enthusiastic

creativity. Regarding the specifics, please refer to the list of works by Reger in his Weiden

period organized by genres in Appendix A. In this period, Reger was not only writing organ

works but also many other works in a variety of genres at the same time. For example, he was

thinking about the musical structure of a choir piece or some chamber music as he was making a

final draft of an organ piece and further receiving a report from his publisher about the

completion of still another piece. There are some letters to his friends reporting about his

ongoing activities.1 We may assume that Reger was quite busy then and his mind was very full

of music all the time.

1 For examples, correspondence to Gustav Beckmann (1865-1939) on March 5, 1900, correspondence to
Emil Krause (1870-1943), and correspondence to Robert Radecke (1830-1911) on March 31. All of them are from
summarized correspondences records at MRI.
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There have been suggestions that Reger’s extremes of personality are echoed in his

music. This is an area one must treat carefully, but it is clear from his own letters and

handwriting that he was easily excitable and often distracted by extreme feelings.2 Straube

reported, “that there was always chaos and disarray, first with his peers in Wiesbaden, then in his

parents’ house, then in his marriage, then with some of his colleagues,” but he also worked to

suggest a distinction between Reger’s chaotic life and his well-made compositions.3 The full

exploration of the linkage between the composer’s music and his personality is beyond the scope

of this document, and deserves close and careful attention of its own.

Reger also asked his musical contemporaries4 for evaluations of his works, and offered

his reviews to the others’ works as well. We can observe his high aspiration to create better

music. However, there is also a letter of him complaining about his situation saying, “My

talent will never make use out of it. My life as a composer is only a mountain full of

desperation.”5 Reger wanted to gain a better reputation for his compositions and he was

ambitious for fame as a successful musician. Such a young musician’s ambitions bordering on

anxiety might have motivated him even more to focus on his creative activities.

In those days, Reger was not only active as a composer, but also as a performer. In the

letter Reger wrote to Joseph Gabriel Rheinberger (1839-1901) in 1900, Reger mentions that he

2 Personal communications via email exchanges with Dr. Christoper Anderson.
3 Ibid., Dr. Christoper Anderson has kindly and generously shared an excerpt of his forthcoming

publication on his research about Karl Straube.
4 An organist and a composer, Alexander Wilhelm Gottschalg (1827-1908), Joseph Renner (1868-1934),

and Karl Wolfrum (1856-1937).
5 Summarized correspondence records at MRI, “Beklagt sich, dass Tüchtigkeit nicht honoriert würde.”

“Behauptet, dass das Leben als Komponist fast nur Enttäuschungen berge.” A letter to Joseph Loritz (1864-1908) on
September 23, 1900.
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had not practiced the organ for the past six years.6 Reger began piano and organ lessons from

1884, under the tutelage of Lindner. Although during the late 1880s, he had been serving as a

part-time organist at Michaeliskirche, where he had an opportunity to play the organ regularly,

he had very little access to any particular organ in later his life.7

However, Reger was playing the piano regularly in concerts with musicians from the

same hometown, Oberpfalz: Joseph Loritz (1864-1908), a singer, and Joseph Hösl, a violinist.

They seem to be the closest of Reger’s friends as evidenced by letters to both in which he

discusses musical and personal issues.

Another important friend of Reger we have already mentioned regarding his organ

compositions is Karl Straube. In Spring, 1898, Reger journeyed from Wiesbaden to Frankfurt

to hear Straube’s organ recital at the Paulskirche. This was when he first met this virtuoso

organist, who was his same age. Straube was one of the finest concert organists at the time.

He was an organist at the Willibrordikirche (Cathedral) in Wesel since 1897, and later in 1902 he

became an organist at the Thomaskirche in Leipzig, famously where J.S. Bach worked nearly

170 years earlier. From their first meeting, their life-long friendship and professional

collaboration began. Guido Bagier8 reports the following about the day Reger and Straube

first met.

6 Ibid., “Ich habe seit 6 Jahren keine Orgel mehr geübt.” A letter to Joseph Rheinberger on January 12,
1900.

7 Christopher Anderson, “Max Reger as ‘Master Organist’? What we think and what we
Know,” RCO journal 9 (London, United Kingdom: 2015), 22, 27-29.

8 Guido Rudolf Georg Bagier (1888- 1967) was a German sound engineer , film director , film producer ,
writer and film composer. His publication includes
Bagier, Guido Rudolf,Max Reger. Stuttgart: Deutsche verlags-anstalt, 1923.
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Straube excitedly reported how they both sat together after the first concert
with glasses of Pilsner by their side, how the evening atmosphere of the Café
Bauer vanished from their conversation. After half an hour, they became as
close as calling ‘Du’9 to each other. They were sure of their lifelong
friendship.10

Straube premiered most of Reger’s organ works, especially those that were technically

highly demanding and large scaled, even sometimes considered impossible to perform. He

vigorously devoted himself to spreading Reger’s organ works; Straube was the first organist to

play an all-Reger concert. Also, Reger asked for Straube’s opinions as a performer in the

compositional process and made revisions accordingly.11

Straube also published his performing edition of some of Reger’s pieces, for example,

Phantasie über den Choral "Ein' feste Burg ist unser Gott," Op. 27. Straube’s support must

have been one of the strongest factors that encouraged Reger’s creative power during his Weiden

period.

Despite his energetic compositional activities, Reger still found it difficult to be

financially independent as a musician. Therefore, the private piano lessons Reger had been

giving since he was in Wiesbaden remained his primary income until he moved to Munich in

1901.

9 Second person singular in German, used only particularly for close relationship such as family or very
close friends.

10 “Angeregt berichtét Straube, wie sie beide nach dem ersten Konzert beim Glase Pilsner Zusammen
saßen, wie die nächtliche Atmosphäre des Café Bauer verschwand des Gesprächs, wie bereits nach einer halben
Stunde das brüderliche, ‘Du’ diese Freundschaft für das ganze Leben besiegelte”. MRI Der junge Reger, 314.

11 This relationship is the subject of much debate and scholarship. For further information, please refer
to Dr. Christopher Anderson’s Max Reger and Karl Straube: Perspectives On an Organ Performing Tradition
(Aldershot, Hants, England: 2003).
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2-3. Compositional background of Phantasie und Fuge über B-A-C-H,

Op. 46

Reger quite disliked the life in the small town of Weiden. He often complained about

his situation in his letters to multiple friends. According to this correspondence, we can tell that

Reger was feeling desperate about the local people’s lack of understanding of his music.1 He

also mentioned that there were almost no cultural events in Weiden, and he would like to move

to a larger city, but his financial situation would not allow it.2 Reger even said, “I have been

here for two and a half years without any mental stimulation.”3 He was unhappy that although

the local newspaper kept reporting about him, the artist in Weiden was still very little known

both inside and outside of that city at that point.4

In such an environment, what did this young composer have in mind to write such a large

scale piece using the great master’s name, B-A-C-H as a compositional theme? Reger’s letters

in the early 1900s might have shed light on this question but they were not preserved, so it is

difficult to know what they may have contained. However, I had the opportunity to view

summarized correspondence records5 which are preserved at Max Reger Institute in Karlsruhe,

Germany, which revealed the compositional background of Op. 46 through his conversations

1 Summarized correspondences records at MRI, a letter to Gustav Beckmann on January 15, 1900.
2 Ibid., a letter to Alexander Wilhelm Gottschlag, on February 27, 1900. The edited record says, “in

Weiden fast kein kulturelles Leben stattfände”, “gerne in eine grössere Stadt umziehen zu wollen, was seine
finanziellen Mittel jedoch nicht zulassen würden.”

3 Ibid., a letter to Richard Braungart on December 30, 1900. “Ich habe seit zweieinhalb Jahren hier ohne
jede geringste geistige Anregung.”

4 Ibid., a letter to Joseph Loritz on November 25, 1900. The edited record says “als Künstler in Weiden
noch wenig bekannt ware, obwohl die Zeitungen immer wieder über ihn berichten.”

5 This source is edited by Max Reger Institute based on the original correspondences. I deeply appreciate
Dr. Susanne Popp, the honorary director of the institute and Dr. Alexander Becker, who kindly shared with me this
precious resource at my visit to Max Reger Institute in Karlsruhe in 2014.
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with his friends.

Phantasie und Fuge über B-A-C-H, Op. 46 was composed in Weiden in February, 1900.

It was published by Jos. Aibl in Munich in the same year. Before its publication, in late July,

Straube premiered the piece with a manuscript on the large Sauer organ6 at St. Willibrord

Cathedral in Wesel. This piece was the one most frequently performed by Straube among

Reger’s organ works. Op. 46 was dedicated to Joseph Rheinberger (1839-1901), the respected

musician and a composer of many organ works who was teaching at Munich Conservatory.

Rheinberger was from a school of composition more attuned to the music of Brahms, and while

Reger’s harmonic practice was far more chromatic than that of the older composer, Reger

nevertheless would have recognized their shared interest in traditional large-scale forms.

On January 7 in 1900, in a letter to Rheinberger, Reger said that he would like to dedicate

the new organ piece to him. And on the 12th, Reger wrote to Rheinberger again, expressing his

gratitude and joy for the permission of his dedication. In the same letter, Reger remarked that

the music of J.S. Bach requires meticulous study, mentioning his own transcription of Bach’s

works. Reger made piano transcriptions of some of J.S. Bach’s finest organ works, such as

large-scale preludes and fugues, fantasies and fugues, toccatas and fugues, and the passacaglia.

His transcriptions were published as duo scores for four hands by Augener in 1896. In 1900,

Reger made piano transcriptions of 13 choral preludes as well.

Reger’s first encounter of J.S. Bach’s music occurred when he learned Bach inventions

with Lindner in his childhood. This was his first musical inspiration, and Reger deeply

concentrated on works by Bach for the rest of his life. Reger’s compositional technique is

defined by his own harmonic language, working freely in the total chromatic and changing keys

6 A three-manual organ with 80 stops and pneumatic action, Kegellade (the mechanical cone valve chest),
built by Wilhelm Sauer in 1895 (Opus 650).
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at an extraordinary rate. However, in terms of compositional style, he favored Baroque forms

for his organ music, such as prelude and fugue, or passacaglia. For example, Suite No. 1, e moll,

Op.16 which was composed between 1894-95 has a subtitle, “Den Manen J.S. Bach”, expressing

his exceptional respect to this great master. It is not hard to imagine what an important role

Bach played in Reger’s compositional imagination.

On January 25, Reger wrote to Caesar Hochstetter (1863- unknown), a friend of Reger, a

composer and an organist, describing his compositional situation. Later in the same letter, Reger

also told him that he was now planning on writing a fantasy and fugue on B-A-C-H, and showed

his enthusiasm saying, “It must be a work of the greatest styles and scales!”7 Furthermore, on

the next day, January 26, Reger also wrote to Alexander Wilhelm Gottschalg (1827-1908) who

was the court organist in Weimar and the editor of the music magazine Urania. Reger said he

hoped to write larger works soon including a "Fantasy and Fugue on B-A-C-H".8 After several

weeks, on February 2, he wrote to a church musician, Gustav Beckmann (1865-1939),

mentioning his compositional plan that he hoped to have completed a fantasy and fugue on

B-A-C-H by the end of February.9 On February 4, he also wrote to Georg Göler (1874-1954), a

composer and a conductor, telling him he would begin soon with the fantasy and fugue on

B-A-C-H.10 We can see Reger’s intensity toward his particular composition using B-A-C-H as

a theme, regarding the fact he reported his plan to his multiple friends even before he began

writing the piece. On February 13, Reger wrote a letter again to Gottschalg, saying fantasy and

7 Ibid., a letter to Caesar Hochstetter on January 25, 1900. “Plant jetzt eine Phantasie und Fuge für Orgel
über B-A-C-H”, “das muss ein Werk größten Styles und Kalibers werden!”

8 Ibid., a letter to Alexander Wilhelm Gottschalg on January 26, 1900. “Hofft, bald größere Werke zu
schreiben und hat dabei‘eine Fantasie u. Fuge über Bach’ im.”

9 Ibid., a letter to Gustav Beckmann on February 2, 1900. “Hofft, Phantasie und Fuge über B-A-C-H bis
Ende Februar vollendet zu haben.”

10 Ibid., a letter to Georg Göler on February 4, 1900. “Bald mit der Phantasie und Fuge über B-A-C-H zu
beginnen.”
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fugue on B-A-C-H is completed up to page 9.11 Furthermore, after 4 days on February 17,

Reger sent a letter again to Gottshalg, reporting about the work of fantasy and fugue on B-A-C-H

and hoped to send him the manuscript for review in 10 days.12 And on February 21, in a letter

to Emil Krause (1870-1943), a political activist, Reger announced the completion of a fantasy

and fugue on B-A-C-H.13 On the following day, on February 22, he also wrote to the female

composer Ella Kerndl (1863-1940) that he had completed a fantasy and fugue on B-A-C-H.14

Also in those same letters, Reger mentioned dedicating his pieces to each of them.15 We can

see Reger’s social personality and broad range of relationships from his letters. I also presume

there had been an exchange of the manuscript with Gottschalg in the meantime. On February

27, once again, Reger wrote to Gottschalg, thanking him for returning the manuscript and saying

he was pleased by the positive judgment from Gottschalg regarding this Op. 46. He also asked

for a little advance notice of the composition in Urania.16 And on March 5th, in the letter to

Beckmann once again, Reger reports that he had completed his fantasy and fugue on B-A-C-H.17

On March 17, Reger wrote to an organist, Bernhard Pfannstiehl (1861-1940), saying:

A few weeks ago I completed a fantasy and fugue on the theme of B-A-C-H.
It is a presumption to write such a work again after Liszt's Bach = Fantasy and
Fugue for organ - however I cannot give up my challenge. This fantasy and fugue

11 Ibid., a letter to Alexander Wilhelm Gottschalg on February 13, 1900. “Die Phantasie und Fuge über
B-A-C-H ‘bis auf Seite 9’ fertiggestellt zu haben.”

12 Ibid., a letter to Gottschalg on February 17, 1900. “Berichtet von den Arbeiten an Phantasie und Fuge
über B-A-C-H.” “Hofft, dem Einsender in 10 Tagen das Manuskript zur Duruchsight senden zu können.”

13 Ibid., a letter to Emile Krause (1870-1943) on February 21, 1900. “Kündigt die Vollendung einer
Fantasie und Fuge über B-A-C-H an.”

14 Ibid., a letter to Ella Kerndl (1863-1940) on February 22, 1900. “Dass er Fantasie und Fuge über
B-A-C-H vollendet habe.”

15 Clarinet sonata, Op. 49 No.1, A-flat major (1900) to Emil Krause, Six intermezzos Op. 45 to Ella
Kerndl.

16 Summarized correspondences records at MRI, a letter to Gottschalg on February 27, 1900. “Dankt für
Rücksendung des Manuskripts.” “Freut sich über positives Urteil des Einsender zu diesem Op. 46 und bittet um eine
kleine Vorankundingung der Komposition in Urania.”

17 Ibid., a letter to Beckmann on March 5, 1900. “Berichtet, Fantasie und Fuge über B-A-C-H vollendet
zu haben.”
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will go to print in the next few weeks.18

Before Reger, there were already many composers who wrote pieces using B-A-C-H as a

motif, most recently, Franz Liszt (1811-1886), Robert Schumann (1810-1856), and Rheinberger.

The latter two composers only left fugues, although Schumann’s six fugues are quite substantial.

Rheinberger, only wrote short fughettas, but nobody except Reger dared to compose a full-scale

Fantasy and Fugue on B-A-C-H after Liszt’s work (1855-70). No wonder it was a great

challenge for Reger, who was still in his twenties and did not have much of a reputation outside

of his small Bavarian town, to write such a piece using this theme that had been explored by a

number of remarkable predecessors.

18 Ibid., a letter to Bernhard Pfannstiehl on March 17, 1900. “Vollendet habe ich vor einigen Wochen eine
Phantasie und Fuge über das Thema B-A-C-H. Es ist zwar eine Vermessenheit nach Liszts Bach = Phantasie und
Fuge für Orgel nochmals ein derartiges Werk zu schreiben - allein ich kann es mir nicht versagen. Diese Phantasie
und Fuge wandert in den nächsten Wochen in den Druck.”
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Chapter 3. Observations and analysis of Phantasie und Fuge über

B-A-C-H, Op. 46

3-1. Harmonic language concepts in the late 19th century before Reger

In order to understand Reger’s harmonic technique, we must look at the state of late 19th

century harmonic practices. In the early eighteenth century German Baroque, tuning systems

favored certain keys over other keys. This is something that J.S. Bach worked to overcome

using tuning systems that would allow access to all keys; to this end he wrote both volumes of

theWell Tempered Clavier. This was part of a general shift in tuning that spanned the 19th

century, leading ultimately to a wider adoption of equal temperament in certain instruments and

ensembles. While the focus of this document is not a tracing of the history of this development

it is helpful to note that the gradual adoption of equal temperament was instrumental in causing a

change in the use of chromatic harmonies in the 150 years between Bach and Reger.

The concept of pitch space shifted from an open system (which can be represented on a

plain surface) to a closed system (which can be represented on the surface of a torus).1 That is

to say, on a plain as one is moving farther and farther away from a given starting place (chord or

key), one must move back by at least the same amount. In a closed system, such as the surface

of a torus (or doughnut), one can move away from a starting point, and then find oneself

returning to that starting point without having to retrace one’s steps.

This shift, from an open space to a closed space, made the enharmonic boundary easily

crossed in composition. Examples of this can be found as early as Franz Peter Schubert

1 Andrew Mead, “Cultivating an Air: Natural Imagery and Music Making.” Perspectives of New Music 52,
no. 2 (2014): 98-99, https://doi.org/10.7757/persnewmusi.52.2.0091.
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(1797-1828) and Beethoven, and became influential in the music of Wagner and Pyotr Ilyich

Tchaikovsky (1840-1893), among others.

For the most part, works by Bach and the composers in the Classical era were written in

keys with few accidentals, compared with the works in 19th century, for example. Their music

tended to avoid modulation to distant keys, and modulated only to the closely related keys such

as the dominant key, sub-dominant key, parallel major and minor key and relative major and

minor keys. This kind of key limitation is strongly related to the fact that individual pieces or

movements were relatively short in the Baroque, which largely favored the elaboration of

counterpoint over a simple elaboration of harmony. But throughout the 18th century, there were

some remarkable exceptions as well. For example, in J.S. Bach’s Fantasie und Fuge, g moll,

BWV 542, there is a spot in the fantasy where the music modulates to the distant key, d-flat

minor. Also, in the opening of , Fantasie Nr. 4, c moll, K. 475 by Wolfgang Amadeus Mozart

(1756-1791), the keys float uncertainly. Because the establishment of a stable key was not the

center of interest in these keyboard fantasies the composers had freedom to write in various keys

within the piece.2

With the tuning system that allowed all keys, composers were enabled to not only write

any key, but to move freely among them. One can see a result of this as early as certain pieces

by Beethoven, and in the hands of Schubert, this became normalized.3 With the adoption of

various tuning systems that accommodated all possible keys, composers took advantage of the

opportunities for creating progressions that crossed the enharmonic boundary, and ushered in an

2 Walter Piston and Mark DeVoto, Harmony. 5th ed. / (New York: Norton, 1987), 458.
3 Andrew Mead, “Cultivating an Air: Natural Imagery and Music Making.” Perspectives of New Music 52,

no. 2 (2014): 98-99, https://doi.org/10.7757/persnewmusi.52.2.0091.
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increasingly chromatic harmonic language. One can see the roots of this in Beethoven, and the

consequences more strongly in Schubert, Wagner and Tchaikovsky.

As time went by, from late 18th century to the beginning of 19th century, there are changes

in harmonies as well. Beethoven began to use an extensive range of keys in his development

sections, more than any composers before. Schubert extended his use of creative chromatic

voice leading for his expressive purposes, including for example, switching between applied

dominant 7th chords and their reinterpretation as augmented 6th chords.4 As a sensational

performer and so called “Piano sorcerer,” Franz Liszt (1811-1886) also had a revolutionary

harmonic language. While his music for the most part is firmly grounded in diatonic practice,

he expanded his harmonic palette through the use of various kinds of extended dominant chords

including 9th, 11th, and 13th chords, modulations to distant keys, the equal partition of the octave,

and enharmonic equivalences, all of which showed numerous new directions to the composers in

the same generation.5 Among those who inherited the various uses of chromaticism were

Wagner and Julius Reubke (1834-1858). These ideas were subsequently extended by Max

Reger.

Wagner expanded the concept of tonality quite comprehensively. In the music written

earlier by Franz Joseph Haydn (1732-1809), Mozart, and Beethoven, even in multiple movement

works or operas, we could sense a consistent unity of a key in the background. However, since

Wagner’s theater music is too large-scaled and has frequent modulations, the concept of “main

key” itself has, in fact, become virtually meaningless.6 For example, Die Meistersinger von

Nürnberg, written in 1867 begins in C major and ends in C major, and some of the episodes are

4 Walter Piston and Mark DeVoto, Harmony. 5th ed. / (New York: Norton, 1987), 459.
5 Olivier Alain, Masayoshi Nagatomi, and Masayoshi Ninomiya, The History of Harmony (Hakusui

publisher, 1969.3, 2015), 113-116.
6 Walter Piston and Mark DeVoto, Harmony. 5th ed. / (New York: Norton, 1987), 459.
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in the same key, but the tonality in this case is more symbolic rather than realistic.7 In a sense,

the most revolutionary work by Wagner is Tristan und Isolde. There are several spots where the

music establishes or centers on a certain key, but due to the high degree of deceptive cadences,

sudden modulations, and chromaticism throughout the work8, listeners are invited to travel one

key to another for four hours, barely feeling a concept of tonality.

Generally speaking, after Wagner the history of harmony in German-speaking countries

(mainly in Germany and Austria) can be represented by two contrasting practices. Certain

composers sought more and more complicated chromatic counterpoint. In their works, classic

harmonic concepts became gradually powerless. By the end of the first decade of the 20th

century, in the music of Arnold Schönberg (1874-1951), Alban Maria Johannes Berg

(1885-1935), and Anton Webern (1883-1951), the concept of tonality completely disappeared.9

The compositional direction of this group had one new arrival point in the beginning of 1926,

when Schönberg invented the twelve-tone method of composition, giving birth to serial music.

The group of people on the other end maintained closer connections with traditional

harmonic practice. Their voice leading has its roots in the old masters of the 18th century.10

Johannes Brahms (1833-1897) and Camille Saint-Saëns (1835-1921) are composers in this group.

They were skeptical of the overblown tendencies of Wagner’s operas, and believed in absolute

music, classic compositional style and counterpoint as the basis of their compositional invention.

In the time when Reger was an active composer, one of the remarkable characteristics is

that the use of a common compositional practice was subsumed by composers developing their

7 Ibid., 459.
8 Ibid., 460.
9 Ibid., 461.
10 Ibid., 461.
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own individual systems.11 Even the composers in similar generations gradually developed

compositional styles with unique harmonic practices. In the other words, they all developed

their own harmonic languages.

Reger, along with Schönberg and several other composers, was possessed by the desire to

draw not only on Wagner’s harmonic advances, but on the compositional ends of Brahms. The

attempts at the synthesis led to a variety of musical solutions. Reger has maintained the

large-scale structures of the 18th and 19th century, realized using a highly chromatically-evolved

voice leading of traditional sonorities.12 Reger claimed never to have used a sonority not found

in Bach, but he did so in ways that frequently did not project a single key. Reger’s first great

musical experience, Wagner’s opera, encountered in his youth, led his decision to become a

professional musician. And the influence from Wagner kept inspiring the composer thereafter.

Nevertheless Reger was drawn to the principals of Brahms’ absolute music.

To better understand Reger’s harmonic vocabulary we must first look at generally

characteristics of harmonic language in late 19th century in Germany. The following is one

example of the use of chromaticism.13 Example 1 shows a chromatic progressions in the bass

and soprano lines in dominant 7th chords; these harmonic chains produce a typical sound in the

golden age of the Romantic era such as in the music of Liszt and Wagner.

11 Ibid., 463.
12 Andrew Mead, “Listening to Reger”, The Musical Quarterly, Vol. 87, No. 4, Special Issue: Max Reger

(Winter, 2004): 681-707, http://www.jstor.org/stable/3600983.
13 Tatsuya Hayashi, New Harmonies (Tokyo: Altes publishing, 2015), 124.
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Example 1. Harmonic chains

The example below shows modulations using enharmonic equivalences. Between

modulations in flat keys and sharp keys, there needs to be a reading of enharmonic equivalence

at some point in one of the keys.

Example 2. Bar 283 from Liszt B-A-C-H

By reading d-flat to c-sharp, flat key G-flat major has a common note in sharp key A

major, and modulates naturally without overly shocking the listener.

If we use this principal of enharmonic equivalences, we can write one diminished 7th

chord into four chords, using each note in the chord as a leading tone. Furthermore, from each
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chord, there are eight possibilities for modulations to major and minor keys. This is not to say

that such practices were totally unknown in earlier music; J. S. Bach employs diminished 7th

chords in this manner in his Fantasie und Fuge, g moll, BWV 542. But this does strain the

possibilities of temperament systems to a considerable degree.

Example 3. Modulations from a diminished 7th chord

Reger made full use of this modulation technique and did so more frequently than the

composers before him.
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Chapter 3-2. Analysis of Phantasie und Fuge über B-A-C-H, Op. 46

3-2-1. Phantasie

The following is a diagram of the principal sections and phrases of the Phantasie.1 I

consider this movement in four sections comprising an introduction, plus three parts, each of

which is introduced by ever faster Baroque-like figuration. Within each section, fluctuations of

tempo, texture and dynamics create a series of large arcs.

Introduction

Bar 1-5 (beat 2): this sections consists of several short presentations of the B-A-C-H

motif occasionally interrupted with virtuosic fantastical flourishes.

Bar 5 (beat 3) -10: the end of bar 10 is a low point in terms of energy but the music

makes a turn to regeneration of energy in the following bar. The

motivic continuity from bar 10 through bar 11 helps to span the

shift between these two large sections.

Bar 11- 12 (first beat): pickup to the next major section.

Part 1

Bar 12 (beat 2)- the end of bar 19 (beat 3): Initiation of a large passage employing

Baroque-like figuration. There is a gradual

crescendo made by increase of tempo.

Bar 19 (beat 4)- 20 (beat 2): a loss of energy caused only by decrease in dynamics, there

is no change of tempo.

1 The spelling of “Phantasie” is stated either “Phantasie” or “Fantasie”, depending on various editions. In
Reger’s manuscript and in the first print, it is spelled as “Phantasie.” In this document, I will use “Phantasie” as
when I am referring to it as a title of the piece, and use “fantasy” as when I describe about the musical contents.
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Bar 20 (beat 3)- 24(beat 2): a continuation of the gain of energy through dynamics and

texture.

Bar 24 (beat 3)- bar 30 (beat 2): a diminution of the energy from the high point (Org Pl).

This is initially not smooth (bar 25), but from bar 26,

a gradual and constant release of energy by means

of dynamics, tempo and texture.

Part 2

Bar 30 (beat 2)- 37: Second Baroque figuration, having the high point at the end of bar

37. This second section starts slightly faster than the first

Baroque section.

Bar 38- 39 (beat 2): Sudden drop of energy without loss of tempo.

Bar 39 (beat 3)- 42 (beat 2): increase of energy.

Bar 42 (beat 3)- 44 (beat 2): high sustained energy with retrograde B-A-C-H in pedal in

half notes.

Bar 44 (beat 3)- 46 (beat 2): further crescendo with B-A-C-H, transposed in pedal.

Bar 46 (beat 2)- 47: pick up to the climax of the piece.

Bar 47 - 49 (beat 2): climax dissipating to p.

Part 3

Bar 49 (beat 3)- 55: third Baroque figuration in faster tempo, followed by an enormous

crescendo toward the ending.
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The most important elements of this entire piece are gathered in the opening of the

fantasy. Although this fantasy is notated in b-flat minor, due to the frequent modulations

throughout the piece, the music rarely settles in b-flat minor; in fact, the opening gesture shows

no clear evidence of the piece being in b-flat minor at all. In earlier works by Reger, no matter

how complicated the harmonic progressions could become, usually, at least the opening chord

was usually in the main key. There are exceptions, but usually his off-tonic openings directly

resolve to the key of the piece.

One of Reger’s early Lieder, Gebet, Op. 4, No. 1, in the same key as the fantasy Op. 46,

opens with the same chord, but resolves it immediately to the tonic. This will take a great deal

more time in Op. 46. It is interesting to compare the opening of this Lied to the opening of Op.

46.

Example 4-1. Beginning of the Lied, Op. 4-1
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Example 4-2. Beginning of the fantasy, Op. 46

The organ work, marked Grave, solemnly begins with two notes in upbeat in double

pedal. The first chord comes in, the four thematic notes, B-A-C-H in the soprano harmonized by

four kinds of chords with dotted rhythm.

In Op. 46, the first chord is a second inversion of Ⅱ7 in b-flat minor. After this

shocking 7th chord, a basic form of Ⅴ7 chord appears with a suspended note. Then, a main

chord in c minor, which is still in a flat key, but yet far from relative keys, takes over as the third

chord. And at the fourth, very unexpected tone from flat minor key world, E major main chord

appears. This note, E is the furthest note from the main note in this music, b-flat in the system

of circle of fifths.
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Figure 2. A diagram showing the key relationships

In Reger’s previous works, we can also see numerous instances of modulations to remote

keys, one of Reger’s characteristics of his composition. In most cases, these chords are not

resolved but they progress using common tone relationships to serve in transitional roles.

However, this is a first challenge for Reger that he wrote the opening chord as a complete

harmony and then let the furthest key suddenly appear. Reger’s first mentor, Lindner, said that
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this work “vastly surpasses all of Reger’s organ works up to now.”2 Reger himself talks about

this piece as follows, “In it I went to the extreme limit of harmonic and technical ‘possibility.’”3

The four chords having B-A-C-H in the soprano, accompanied by a double pedal bass,

are repeated in c minor, up a major second after a break. And after that, another phrase begins

with the same kind of double pedal introduction, but this time, it is not going to where we would

expect, to d minor which would be up another major second. Instead, the music takes us to a

half-diminished seventh chord which contains d-flat, a note in this spelling which does not

belongs to d minor. The soprano voice has a chromatic line, which also confuses our sense of

tonality once again. In this passage, chromaticism simply overwhelms any sense of diatonic

key structure, a feature of the B-A-C-H motif itself.

The two most characteristic aspects of this fantasy are bold modulations to remote keys

and the floating quality of the music due to these frequent modulations. And something we

cannot fail to mention is that this piece is written on the theme of B-A-C-H. Those four notes,

B-A-C-H (B♭-A-C-B♮) include two half steps and the sonority automatically imposes

chromaticism as they cannot be found in any tonal scale. Despite that, Reger harmonized these

four notes using only sonorities found in tonal practice even though the progressions do not

project a key. Another remarkable point to mention is this piece was the first attempt by Reger

to compose such a large-scaled piece based only on a four note motif.

As is very clear, this motif appears in the original form in the soprano in the opening, and

in the double pedal in bar 2. However, it changes forms into various versions, such as inverted,

2 “Eine riesige Überzeugungskraft aller bisherigen Orgelwerke Regers.”
Hans Haselböck, Max Reger Sämtliche Orgelwerke Band I, ed. Hans Klotz (Wiesbaden: Breitkopf & Härtel, 1987),
10.

3 “Ich bin darin bis an die äußerste Grenze der harmonischen und technischen "Möglichkeit" gegangen.”
MRI CD-Rom, a letter to Joseph Renner on December 18, 1900.
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reversed, and at all varieties of rhythmic values later in the piece. This is a good example of

how Reger is immersing himself in the same kind of techniques associated with “learned

counterpoint” that J.S. Bach also explored in his works. The motif is marked with tenuto by

Reger.

Example 5. Bar 8 from the fantasy, Op. 46

In numerous spots, the motif appears in more than two parts in various forms (in one

voice it is in augmented form, and in another part, it is reversed, for example). A remarkable

spot where we can see such compositional technique is from bar 22.

Example 6. Bar 22 from the fantasy, Op. 46
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When we look at this music horizontally, the original motif appears in the right hand in

eighth notes octaves in the outer voices, and the inner voices and the pedal part are projecting the

motif in reversed version. As we can see, even with B-A-C-H motives in almost every voice at

the same time, the harmonic voice leading is as smooth as the previous bars. This meticulous

contrapuntal technique is worth our attention.
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3-2-2. Fuge

This is an enormous double fugue which presents the following outlines:

Fugue 1, bar 1-72

Bar 1-25: five part exposition

Bar 25-31: further entrances

Bar 32-45: more rapid texture in manuals

Bar 46-54: re-entrance of answer in pedal

Bar 55-57: retrograde subject in pedal

Bar 58-59: subject in manual Ⅰ

Bar 60-62: retrograde answer in pedal

Bar 63-72: culmination of fugue 1

Fugue 2, bar 72-114

Bar 72-93: five part exposition

Bar 93-113: series of episodes from the material of subject (in bar 108, the subject is

appearing in parallel 10ths)

Combination, bar 114-163

Bar 114 - 122: subject 1 below subject 2 followed by answer 1 below answer 2

Bar 122 - 129: subject 1 above subject 2 and answer 1 above answer 2 (invertible

counterpoint)

Bar 130-132: subject 1 below subject 2

Bar 133-135: subject 1 above subject 2, both are double in 3rds and 6ths

Bar 136-138: episode
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Bar 139-141: answer 1 in parallel 6ths, answer 2 in parallel 10ths surrounding answer 1

Bar 142-163: offers a series of presentation of subject 1 and 2 and answer 1 and 2 in

various doublings (bar 153-155: the B-A-C-H motif in transposition is

presented in augmentation against itself)

Return to the opening of the fantasy, bar 163-end

Bar 163-167: presentation of B-A-C-H motif as at opening with a counter melody

derived from subject 2

Bar 167-174: dominant pedal over which iterations of transpositions of B-A-C-H plus the

figure of the opening from subject 2 in accelerando

Bar 174-end: final cadence (Adagio)

The accelerando fugue is one of Reger’s typical styles of composition; the music

becomes more energetic as the tempo increases. However, this piece is his first caccelerando

fugue having a series of metronome indications. In the following year, he wrote Zwölf Stücke,

Op. 59, which can be considered to be a summation of his Weiden period. The fugue No. 6 in

this collection is also written in the same style, with metronome indications.

In complete contrast to the energetic and intense fantasy, the fugue begins with a dynamic

of pppp in B-flat major, the parallel major of the key of the fantasy.
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Example 7. Beginning of the fugue, Op. 46

This fugue has two different characteristic themes. While it was not Reger’s first double

fugue (see the fugue from Phantasie und Fuge, c moll, Op. 29), it stands out through the vivid

contrast of its two themes. Other examples include Symphonische Phantasie und Fuge, Op. 57

in the following year, Introduction, Passacaglia und Fuge, e moll, Op. 127 in Meiningen period,

and one of his final works, Phantasie und Fuge, d moll, Op. 135b.

The first theme consists of B-A-C-H in one whole note and three half notes. They are

followed by a quarter rest and seven quarter notes. The second half of this theme includes a

derived motif from B-A-C-H and the chromatic scale, having numerous harmonization

possibilities. E♭D (A♭G) F E is B-A-C-H motive transposed up a fourth. This means that

in the answer (a real answer), the corresponding notes are B-A-C-H themselves.

After the first subject enters, a real answer will appear in bar 4 at the fifth. This is a

simple transposition of the subject rather than being altered. However, neither the subject nor

the answer modulate to different keys, but remain in the principal key throughout this first fugue.

Keeping all of the presentations of the subject and answer starting on B♭ and F helps

concentrate the listeners attention to the constant reiteration of B-A-C-H, both in the subject and

in the 2nd half of the answer. This represents a new technical departure for Reger. For

example, the fugue from Phantasie und Fuge, c moll, Op. 29, is based on traditional
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