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Why Siegmundvon Hausegger?

Hausegger s name ¢ a me, alithve eara@sodcunringan thhersampg | e
weeklwaseading-i nckds bi ogr asp,whereStfausRntiandddausdgges asr a u
an up and coming talent. The musicologist D
t his and wlwiegm® &hatturdeozt,to bs thvgpages from thBatursymphori@ot
the date OK; missed the composer.) Finally, amofdito r Ha u s e g g eMusid SinceS| o n
1900descri bed his music as o0éWagnerously pond
f or e.Asailifeldog partisan foGerman PosRomanticism, | figuretiat music provakg
such criticismvas clearly worth knowing iEbegan.
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Brief Biography:

oémy composing was not controlled by a p
almostalays by a poetic idea, an i mpression

Thus Siegmund von Hausegger, the least absolute composer of modern times. Born

August 16, 1872 in Graz, Austria, he grew up in a musical hosghgtmlinger brother,

0 Fr i t 2kypelsénsitiveato music, which Hausegger alwagsafiéttuted to his death at age

7) His motheHedwigné&oedelgave him his first piano lessons and musical encouragement.
His father was Fadrich von Hausegger barrister by professidmit more well known as an
influential music aesthetician and staumghoster of WagneHis father also gave him his first
lessons in theory, harmony, canon and fugue, as well as early trainingpadstwpend

conducting.

Hi s home schoontianlg awad ndtuinadualmeu s o0, banni
music but allowing leewdgr experiment. After a lesson, Siegmund could play or compose as he
liked, though his father naturally suggested models from which he could learn more. He grew up
in an atmospdre of devotion to Liszt and Wagner, and #pgiroach to music. His fatheeant
his most important bodlusic as Expressian be a direct an®nther t o E
BeautifulinMusich i ch def ended t he AfdgaeklSegmuad saw hs firsts o |
oper a, Fyaduickmaiadwas later impressed by hearing Karl Muck rebearse
Meistersinger| n 1886, aged 14, he visit dudstavahche Hol
IsoldandParsifaxposed him to the fedt extenb f Wagner s art .

Healwaysconsidleed hi s chil dhood doubly bl essed,
the beauty of the Graz | andscape, which ins
two factors decide the key inwhichthenssy of | i fe shall resound. 0

education included studying the violin and French horn, as well as trying to teach himself the
organ. He studied sceneadig under Erich Degner and advarkeyboard under Karl Pohlig.
When the ballademposer Martin Pliddemann came to tea€raz, Hausegger was both his
student and accompanist.

In addition to his musical training, at the University of Graz, Hausegger also studied
literature, philosophy, history and art history. In the latter, Ise wapired by his professor,
Strzygowski, that he seriously considered art history as a career. In 1891, while in Vienna, he ant
his father visiteBrahms. When Hausegger spoke oigogicomposer, he got the custornaly
showerd Al | e s s c h Alhthobeglsioeg arettakdn)ie 1890s, he began serious
composing with his opeZannobemd his first published symphonic work Dlmysian Fantasia.
He also began his camding career at the Graz Opera
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In 1899, his father die@ihe loss of both a loving parent and artistic mentor was a severe
bl ow. At about this time, he and his mother
Kaim Orchestra as the assistant to Weingartner, whom he succeeded in 1902. That eame year, |
married his first wife, Hertha Ritter. A concert singer especially adept in the lieder of Schubert ani
Wolf, shewvas the youngest daugldkthe composer Alexander Ritter. Ritter, of coutsests
known as the man whose influence on the young Rithar&S1 s s awa g od Imi kve n d 6,
converting Strauss to the Liszt/Wagnerc&npt t er was al so Wagner ds
Thus, Hausegger bound himself all the more to the New German ISefibalded in 1913,
giving lrth to their son, Frietth. Hausegge r 6 s s élellavamdronsartivith whom he
had a daughter, Veronika, was the daughter of the pianist/composer Hans von Bronsart.

After working with several orchestras, in 1920, he settled in Munich, where he largely spen
the rest of his life. Heonducted the Munich Philharmonic, the orchestra with whom he is most
associated, and both was the director of, and a teatleeVanich Academy of Musidhere
his students included the conductor Eugen Jochum and the ceriaokEiGller and Karl
Maix.

While conducting in Hamburg, he got to know the young Wilhelm Firtwangler, then at
Libeck, from a query over program selection. The resulting friendship would later stand
Hausegger in good steHds circle of friendscluded the conductor Walter Abesth, the
Leipzig Thomaskantor Karl Straube and the painter Raffael Sdfaldtar.

His summer home at Obergrainau was, for nearly 40 years the place where he could relax
or contemplate composing or his fall program stdédsign on the garden fermeading
OBusidnessssed onl y i nTobkteahaiplkrds®fromn damésdHunekierehe st o
seems to have been a reflective rather than a spontaneous composer.

In the 1930s, Hauseg@efirstsupported the Rei@vento the point of becoming party
member. Not, alas, the first or the last time intellect would be drawn to power. His innate decency
emerged, hwever, and he caraader fire from Nazi authorities for his liberal sympatiees.
gave them more ammunition by refusing to playtdhiEeWessel Libdfore his concerts.
F¢ertwangl er no doubromhsgauth,lhdditomlgpimbld usegger 0s

In 1934, he relinquisthdis post from the Acadenayd in 1938 retired as the conductor
of the Munich Philharmonié&s a member of hRMK (Reichsmusikkammer), he eventually
learned the futility of any such organizations under a dictatorship. As intellectuals find out, usually
too late, power wants only more power. All else, including apparent cultural encouragements,
window dressingde passed the war years in the sort of increasingly drab circuregéycrs
by then had to undergs the Reich wound down to its condign de€fda. picture of the
deterioration of ianyofgManin Dégpaiprepod.Having spenthus Re c
few postwar years in what hidonepesumassar i bes
genteel pover#y he died on October 10, 1948.



Personal Characteristics

According to his son, Haea ureadvg gusicianvdedgatingf r o
hi mself to his art, f aravedbeo,Vf anythingraimdeaxdessiset r i f
i deal i sm. Eugen Jochum Heacher,é sepsitwau sbiecdi ahni émh ea s
the most genuineandirrepac habl e person one could i magi:-H
|l ofty intellect. o

The musicologist Haf&edlich, who knew him thie Munich Conservatomemembered
him as opunctilious, pedhebadaitedad weawayher may

aloof. His son recalled a scene one summer when Hausegger, with Karl Straube in tow, greeted |
wife from the train with an #&hzoo band, his two children waving banners. On the way, they met
the PrivyCouncilor, who was embarrassed over whetimert he should ignore this spectacle by
the President of the Munich Conservatory and the Leipzig Thomaskanto

His kindheartedness, on the other hand, was a corstéund.father had been to hiso
hewas a constant mentor to his own son, Friedmitts early musical education. His sgdm
went on to conduct a chamber orchestrain Hanmoveem e f i t ed greatly fror
inscorrk eading and analyses of works hedd be cc
example of Hausegges char acter was his offer i n 1932
take a substantial pay cut if the Munich city fathers would rescind any planned layoffs of orchestr
players. (Contrast tmsth some current maesnd their digittax shédrs.)) t 6 s pr obabl |
this side of his personality was what eventually landed him in trouble with the regime. We sense
this to the very end, in F¢grtwanglerds word

0Oéyour husband was arestylafifest, t o me, one
kindestand mosmusical men in the entire world of German music

and one whose existence in these Godforsaken, turbulent times had often

been a source of comfort to me. 6

Hausegger the conductor

Hausegger 6s f i r sirhisteens,dviben ieidirected a perfanntance @ Innse
youthful Mass for chorus and orchestra. This debut came after some, no doubt crammed,
conducting lessons from his father. The performance was a success and helped launch the youn
maestro, He continuedststudies morgystematically with Erich Degner, quickly becoming a
virtuosic scoreeader.

During 1895 and 96, he was a guest conductor at the Graz Opera, where he directed
R o u s sLe Bavid dvilageandGr ® tLroyEGpsr e u v.An edridndmarkgieosi s e
reputation as a conductor was a perfocenan Graz of the complete WagRergwith local
artists, Hausegger both conducting and accompanying theyelgion the pianosl$uccesked
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to his fulltime employment at the opera, mehige conducted local premiers of operas by
Goldmark, K enz | and R ebeingisimnkned taassisivaethel189& Bayreuth
Festival.

In 1899, he conducted the Kaim Orchestra in Munichewheddition to the Bruckner
Seventh Symphorty also led the world premier of his @enysian Fantasiausegger led
that orchestra froh899till 1904, i r st as Wei ngartnerds assi st :
Especially suessful were his Modern Evenings, conegpssing local audiences to the more
progressive works by contemporary German musicians.

From 1903 till 1906, he conducted the Museum Concerts in Frankfurt and from 1910 to
1920, the Hamburg Philharmonic. From 1910 to 1915, he also led the Bluthner Orchestra
concerts in Berlinn 1920, he took over the Munich Philharmonic Orchestra, with néhigas
most closely associated, remaining titiene tetired in 1938. Hpiestconducted throughout
Austria and Germanas well agllthe Scandinavian countries, Belgknamce, Holland,

Scotland (the National Orchestra) and Switzerland. Hedisedleffers from Russia, South
America and Stockholm, as he lmathentoo fond of Munich (who can blame him?).

Despite being one of the New German Scho
conductor gradually grew more conservative, emphasioing iaditional composers
Beethoven, Beolz, Liszt and Wagner and among his contemporaries, Pfitzner, Reger, Richard
Strauss anithe underrated Swiss composer, Herraer. Though he did conduct music by
Delius and Cyril Scott, he had little regar&fench Impessionists like Debussy and rfone
the 12tone idiom.

At the same time, it must be noted that his Munich audience was possibly even more
conservative. After hedrdc tontdrualt etdr &vod thegiaptg
Fuga,for a Bach birthday concert on March, 2928, his son recalled that afterward, even
musiciangargued thathough they respected his effttie, workhad been written asmere
academic exercise, n¢antfor performance.

Richard Strauss, helpfulso many other areas, alsasadivhim on conducting. His
warningnobdld!l wet Hausegger! o6 was in |ine wit
conductor, should sweatfram per f or manc e. Hausegger s son
following this counsel and frequently saw his father emotionally exhausted after a particularly
successful reading.

We have an impression of his conducting early in his(é@@Eirom the French
Ameri can composer Charl es Mgutatandnerky ane doésina r |,
care whether the brass drowns the melodies or themes byfhaldng a me nt a l har mo
Regarding Hausegger and Strauss, LoefOf |l er f
course, in addition teactingtothexcesssd a young cohdluceéefofrlbesr s &
observation may also reflect the French viewpoint, with its aversion to the grandiose and
rhetorical, versus the Germanic. From Virgil Thomson down to Ned Rorem in our own day, this
rift has been the oil andteaof 20th Centurfimericammusical opinion.
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Impressions of the aure conductor form a worthigcture. The painter, Willy von
Beckerath, Whradt e si paX924ud arly original i n
his unqualifiedlyonvincing working out of their immense breadth of span. Hausegger works
purely through his artistic temperament and the greatness of his aesthetic conception, thereby
evoking the deepest and most power ful react

Hi s pupil, Eugen Jochum, wrote that Haus
of the construction of | arge formséo Luckil
evidence of his maturity in his 1938 RCA recording with the Munich Philbaritioaioriginal
versionofBr uckner s Ninth Symphony (now on CD, F
amount of d&ail the recording captures, t@ading has always struck me as one of unusual purity
and clarity, combined with a constant senfgevadird momentum. Perhaps Hausegger also
pioneered the notion that you needndot drag
orchestral balances grackoeffler, well in hand.

Bruckner, Strauss and Hausegger

These were two composers with whésmisegger had an especially close conneation, th
former as a historical idethle latter as an esteemed contemporary. His acqeaimithinAnton
Bruckner began 886, when he was 14, at a performance under Karl Muck of the Seventh
Symphony. After theerformance, he heard Bruckner improvise on the organ before a select
audi ence after which his father toasted Bru

That summer, on the way to the Bayreuth Festival with his father, he renewed the
acquaintance whde and his father sat with Bruckner during lunch at the Regensburg train
station. Hauseggensat he wor |l d premier of Bruckamr 6s F
SchalkApril 81, 1894.

When he led his first concert in Germany, with the Kaim Srahe 1899, in addition to
B e et h Corida®dedure and his owbionysian Fantagi@l i ond6s share of t|
to the Bruckner Seventh. On Dec. 17, 1900,
Ei ghth at one o fconbertswitivioedam @rchéstrag as weill gssleading
Bruckner performances in Berlin, Frankfurt and Hamburg. In 1929 in Munich, he helped found
the local bapter of the Bruckn&uociety, gave lectures to the group and there, in 1931, conducted
a complete Bickner cycle.

The pinnacle of his relationship with Bruckner came on Apdib32, when, before an
invited audience in Munich, he conducted first the Lowe, then the veigimgiof Br uc k ner 0 s
Ninth Symphony. Bimost welknown performancd was an internationally acclaintiegmph
Brucknero6s original t h oadding impetusvte theecauseoof heacirgu r s
his symphoni es &abseguerlige worlked With Robart Haas andl Esd .
Kriger, editing the origina ver si ons of Brucknero6s scores.
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His devotion includegarticipation in international Bruckner Festivals in Munich in 1933
and in the 1934 Bruckner Festivals in Linz and Mannheim. OntQd928, he continued his
pioneering efforts withttveor | d pr e mi er i norigwhalfifth 8ymphonly. Ldds u ¢ k |
fortunate, in its political context, was his dirgcints finalat the cultural congress within the
1937 N¢rnberg party rally and i ntihthe same y
Valhalla, Regensburg. Additionally, he conducted the 1938 Bruckner Fest in Mannheim and in
1939, the Greater German Brucknerfest in Linz and Vienna.

In 1938, he came out of retirement to record the original version of the Bruckner Ninth
with hisbeloved Munich Philharmonin.addition to being an honorary member of the
International Bruckner Society, he was president of Munich local chapter and the recipient of the
Bruckner Medal from the city of Linz.

0 Of al |l mo d e rRichafé®raussavas the firdt whe actvely interested
himself in me and my work, and ever since, he has done his utmost to forward me in my career b
his activEevdmiaendarhigpdadl escent , Hausegger h

early tone poems.¥&n hish o u s e h o | disztsand¥agrel, a ffiemdly reception to Strauss
was guaranteed. In January 1895, when Hausegger finished disrapesige and his father
went to Berlin and played it for some powers that were, including Oscar Blacka8trauss

and Weingartner.

Strauss, favorably impressed, recommended he submit it to the Munich theater for
performance. There, in 1898, Strauss himself conducted the preperformance wasa | | an
arti st c oandHauseggeshad hbpkshedwork entering the repertoire. Sadly, Strauss
|l eft for a position in Berlin and without h
When Hausegger wrote thmnysian Fantakia,first published symphonic work, one of its
prime irfluences @&s the sense of artidiizeration he got from hearirtgetearly tone poems of
Strauss.

The two were also active in the Allgemeine Deutsche Musikverein and Bea<sbabt
Deutschen Tonsetz. The first organization promoted performancedém German music;
the | atter fought for composersdo performing

Bothmen had summer homes nearby one another in thé&Sihusss iarmisch
Partenkirchen, Hausegger at Obergrainasg, irhthe offs e a s o n, .Ih h9dlyauss vi s i t
gaveHausegger two opera fragments; fBamiramiditer Calderén ariBelovediusicado a
Josef Gregortexsaying | 6 m t oo ol d for these, and worn
ti me. Courage and f aiaushwad 77AHauségbeadd. Onea warens to the
picture of these two veteran PBRstmantic warriors, recollecting in tranqubidgh no doubt
dismayed at some of the paths mdiaied their world generadiynad taken.

On one of Haus ecgpgversafion turhed ®© & discusson of the imgortant
factors in the artistic life. Beaming, Strauss turned to Hella von Hausegger, to lighten the subject
and asked oDo you know the difference betwe
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mar RM&lid e s
ofHausegger

ome of Straussd rhislsthtemerg upbnehearirg t o u
0 s mareeadudmg beleeft | ect s a

OWith Siegmund von Hausegger departed
true Germans from this wretchedlearlhe cultural world has lost

a great artist of high caliber, with a chera€ rare honesty, idealistic

conviction and the noblest of aspirations. | only regret that | myself am

no longer able to lay on his coffin the laurel crown of which he was

so worthy.o

Other compositions and writings

Earlier, | described von Hausegger as the least absolute composer of modern times. As he
himself noted, every work he wrote had eithergagmm a text or a libretto. Alk juvenilidnave
poems, legnds o titles supporting therMendelssohnmsongs without @rds orFieldian
nocturnesEven before his teens, he wemusicab c har act er studi esod of
by his reading, e. g., one of EpandasnIn his adolescence he bedgpringyBiphorfgr an
Oi mpossi bl e o r-staff gapetiie daursynepbediemesgused 88).

While | d6m concentrating on his five symp
of work in other medja. g.,a piano fantasibh e D e vaifte 5 B. A.Hbffmann and
especially, vocal music. iHeluded his first opeHelfriedmong his juvenilia, along with the
Mass for chorus and orchestra alluded to earlier.

Early program not e $Modarn domposersioflf@0peniesoan 6 s b
osymphoni c Odnsmeaxrapr@@dn aadesd Ri de Over e¢dlbeg Sea),
Uh | a n d oEsigepJochum wrote me that, though he never heard or saw the piece, he
thoughthe remembered hearioiga work witithat name.

Howevertt ilti&@d edoin any catalogue of Hause
prepared, nor does he mention it in his autobiogBethgchtungen zur Kiirest.ibrary of
Congress has no record of it, nor do those of Graz or M&aoithermore, his son wratee
thathewas unaware of its existence and had never heard it mentioned. Currently, we must list it
among Hauseggerds | ost juvenilia.

His oper&innobealso from Hoffmann, dates from his #menties, as does the onset of
his career as an importantdiedomposer. He wrote over 60 lieder with piano accompaniment, as
well as several with orchestra, the most outstanding begzegHymns to the Kigbaritone and
orchestra with texts by Gottfried Keller

His choral works include an a cappg&diquiewith text by Hebbel, written in 1907.

Wor ks for mens® c h &chmied Sahrfithin the Blabkensith)enal i nc | u d
Neuweinlietexts by Bierbaum, dating from 1887Mixed choir compositions include
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Totenmargtiarch of the Dead)f 1902, text by Boelitdpnnenaufg@hrise), text from Keller
andWeihe der Na@onsecration of the Night) from Hebbel both from 1908.

Among his arrangements &ie Folksonfygs mixed chorus, done in 1915 at the request of
Kaiser Wilhelm Il an®Gesang der Geister Uber der($daBehthe Spirits Over the Waters) of
Schubert for $art choir with orchestral accompaniment. Although he composed little after
Aufklangél917, there are some unpublished later wbiks Mariannl#919, music to a
chil drensd tale with il |IDiesGboldeactk@iteeGaderbChapwi | |y
1938, music for a puppet play both use texts written by Hella von Hausegger. His last published
work, of 1938, was three mixed choroseexts by Weinheb.

Hausegger gathereid principle writings in 1920 in the b&wtrachtungen zur Kunst
(Reflections on ArtY.he essential Hausegger reference, it contains a short autobiography,
descriptive essays on his most important works and several poléssicsarne written during
WW I. His brief articl&lational Versus Patrioticsfatkey to understanding his pasitio what
has becme thethird rail ofGerman music.

He edited a col | ec Gadanken Binfes SchagdihdERAdulitssof 6 s w
An Observer) in 1903. In 1908, he wrote what is still the only biography of his-lathethe
composer Alexander Ritter, and in0l@2litedVagned s | teJulie Rittes

Hauseggerds Symphonic Wor ks:

A disciple of Liszt, Wagner and Brut e r Hauseggerds music co
programmatic emphasis, chromatic harmony and motivic transformations. As a program musiciar
his forms have the narrative logic of a symphonic poem, rathietfamensic logic of an
0 a b s o Imphorg.&. gs i Classical tertviiggland der Schemied in the key of its second,
rather than principle, subject group.

Though Richard Strauss was a formidable aesthetic mentor, this rarely translates into the
music itself. Only some section$\béandactually sound as if they could have been written by
Strauss. | f you do hear any o f-flebtingyr Mahtent e mp o
Though the two seem, unfortunateyhave had scant mutual reg#rdreareoccasional
passagessn Hausegger with Mahl er &8s -callsitAnfklangeMd s p e c |
of which is to say that like any sensitive artist, Hausegger was alive to the currents of his times.

Regarding musjigatations:

* Unless otherwise noted og@tions are at sounding pitch. Extremes of registers
piccolos, tubasmay be up or down an octave to avoid excessive ledger lines

* Names given to the various themadicleand mot
he approvedJnless othense noéd, descriptions in quotes byeHausegger himself.

* Natursymphaomimtescourtesy of F. E. C. Leuckart, Leigag/w.gene@cfpeters.com). All
other works Ries und Erler, Berlin (www.verlag@rieserler.de).
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Left: Siegmund von Hauseggeedacp. 23, with his father Friedrich
Right: Hausegger, aged ca. 33
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Dionysische Fantasie (The Dionysian Fantasia)

Hausegger wrote tiBonysian Fantdsfwea Christmas of 1896 and spraid.897. He
led its premier with the Kaim Orchestra imMhi in 1899, publishing the work in 1902. He was
i nspired by rBetad Traggdy Wii tehh zisttche@d®@sonvincing gl
i ntoxicationdé and by the effect of hearing
lengthypoem as a prologue to twore, synopsized thus:

The hero sees the clash of combat and eagerly joins in. While in the fray, he

sees a vision of Death, which he tries to banish. He wanders through an arid

valley, full of the miasma of death. Amidstdisolation, he sees a pathway

out, blocked by the Specter. Yet, a renewed inner life force flares; he will defy

Death. It crumbles at his challenge. He walks the shining path, which broadens

as he ascends, a song of victory rising from his hearthEreummit, even

if dying in ecstasy, the heroceyp Thou worl d, | | ove thee!d

These thoughts yielded a thpaet design; first, heroisa marchwith a calmer trio.
Then, the valley okdth- a slower section. Finally, through a carefulhapee transition
segment, a combi nat i on-ajpmbilantfihale melding somd obtke O L e t
wor kds major themes.

Barring the occasional coincidencezNg&et h e 6 s wo r rkoredfeapintarnal t 0 me
inspiration to Hausegger thary andible influence thisteners might catch. No doubt, he
readily responded the notion that, as Kaufmann translated o0 Fr om tr agedy éon
|l ife as sublime, beautiful and joyous, 1in s
St r dlsoSmath Zarathubktae found, trying to match a philosophical text vithsical
work is chancy atbest Hausegger6s prefatory poem -seems
to-pointconcurrence between the program and the ribgiDionysiafantasikasts about 25
minutes, using the following instrumentation:

Piccolo, 3 flutes, 3 oboes, English horn, 3 clarinets, bass clarinet, 3 bassoons (contrabassoon)

4 horns, 4 C trumpets, 3 trombones, tuba

Tympani, 3 peragion bass and snare drumsshraymbals, triangle, gong and glockenspiel

2 harps, strings. In afklangéhe specifically notes §8ngs32/12/10/8), wh i ch | &1 |
use as an effective working number

Theworkbegins with a slow introduction. As viRitbertSc humannds d@gcond
Hauseggerds slow introductions not only set
composer mines many of tmest important themes. The mustt sounds as if it were pab
itself upfrom the (chromatic) depths toward its basic D n@atity. The tympani rhythm is
also importan{Ex. 1 next page)



Ex. 1
= W oW i T —
{ Lk £ . ‘L ?-
Ay E 1‘E_u A oy 4 ﬁ ) H O -
A :i‘; bt . L1
[ A 2 R F 1
"N a} ff.? » _%. D é‘f bl = i
TPT: = # -+
M. P = v
i 7 O PR vy — 1’
[ S N W I Ve e rr g e 5L Ho %
/ I 830 Jevv | ! hd N _.,mm_#f_w

As the music gathers wejghe tympani figure in Exalso gains thematic interest

Egg 2
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as well as a trumpet theme, the Motiv of Life.
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The intoduction continues apace, finally halting on a dominant 7th, before launching into the
marcht he me of t he Whismdminally D majospassagestdws fow, at 24,
Hausegger had al r e a dwstingioand ouroerdotel®yssgner 6 s way
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The march then combines with a more lyrical, yearning theme on the violins.
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The tempo quickens as these elements build to a climax at which the Deé&bh\Wmnisly
derived from Ex. Zd)alts its progress.
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In the high winds and strings, we hear a brief phrase from what will eventually be the Song of
Love:

Ex. 7
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The Death Motiv repeats, as if to impede any forward motion. At length, the music becalms and
the solo clarinet begins the trio of the march sectidheihe a continuation of Ex. 7

Ex. 8
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Ex. 9
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Propelled by rising sequences, the trio gathers momentum, combined with versions of Ex. 3, bott
rhythmically and orchedtyaaugmented. A descending chromatic version of Ex. 7 returns us to
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themarch, this time alternated with the Love Theme. At the same time, trombones and tympani

give a sense of menace by relentlessly barking out the Deaih hédtivdimnishel and

augmented rhythms, till a decrescendo leads toward B minor and the next part of the poem.
The second major section of the work then begitisa flute theme, extended by the

solo oboe, then the violins.

Ex. 10
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This is gradually taken up bg test of the orchestra, only to be halted by an agitated burst,
collapsing on a diminished 7th chord with the Death Motiv &t &ithor on the tubas and
bassesThiscould,Isppose, express TheRrthofdmdedyas pwssape
climax of joy, there sounds a cry of horror

The Death theme slinks around on the solo tuba, till eventually, Ex. 3, the Theme of Life
emerges on the trumpeds(time, C major) and expands throagheral keys till the mood again
grows more tranquil. Divisi violins and violas play alswfialjpassage, as much a texture as a
theme(Ex. 11, next page)
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Ex 11

Above this, a o0transf i gannoanrtingshe awpkeniray ofiremeaved 0 n
life. A derivation of this theme forms the prime subject of the final section.

Ex. 12



