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Why Siegmund von Hausegger? 
 

 Hauseggerõs name came to me in a triple coincidence, all three events occurring in the same 
week. I was reading Finckõs biography of Richard Strauss, where Strauss mentioned Hausegger as 
an up and coming talent. The musicologist Dr. Alan Krueck gave me an impromptu òWho wrote 
this and when?ó quiz, showing me what turned out to be two pages from the Natursymphonie. (Got 
the date OK; missed the composer.) Finally, an obituary for Hausegger in Slonimskyõs Music Since 
1900 described his music as òéWagnerously ponderouséfeudally TeutonicéNietzscheanly 
forensicó. As a lifelong partisan for German Post-Romanticism, I figured that music provoking 
such criticism was clearly worth knowing. So it began. 
 
D OõC 11/1/08 
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Brief Biography: 
 

 òémy composing was not controlled by a purely musical incentive, but rather 
 almost always by a poetic idea, an impression of nature, or a human experienceó 
 

 Thus Siegmund von Hausegger, the least absolute composer of modern times. Born 
August 16, 1872 in Graz, Austria, he grew up in a musical household. (His younger brother, 
òFritzerló was hypersensitive to music, which Hausegger always felt contributed to his death at age 
7.)   His mother Hedwig, née Goedel, gave him his first piano lessons and musical encouragement. 
His father was Friedrich von Hausegger, a barrister by profession, but more well known as an 
influential music aesthetician and staunch supporter of Wagner. His father also gave him his first 
lessons in theory, harmony, canon and fugue, as well as early training in score-reading and 
conducting. 
 His home schooling was òfundamental and meticulousó, banning merely òentertainingó 
music, but allowing leeway for 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 atmosphere of devotion to Liszt and Wagner, and their approach to music. His father meant 
his most important book Music as Expression to be a direct answer to Edward Hanslickõs On the 
Beautiful in Music, which defended the Classical, òabsoluteó, ideal. At age 11, Siegmund saw his first 
opera, Wagnerõs Flying Dutchman and was later impressed by hearing Karl Muck rehearse Die 
Meistersinger. In 1886, aged 14, he visited òThe Holy Cityó (Bayreuth), where hearing Tristan and 
Isolde and Parsifal exposed him to the fullest extent of Wagnerõs art. 
 He always considered his childhood doubly blessed, both by his parentsõ guidance and by 
the beauty of the Graz landscape, which instilled his lifelong love of nature. As he put it òthese 
two factors decide the key in which the song of life shall resound.ó His continuing musical 
education included studying the violin and French horn, as well as trying to teach himself the 
organ. He studied score-reading under Erich Degner and advanced keyboard under Karl Pohlig. 
When the ballade composer Martin Plüddemann came to teach in Graz, 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, he was so inspired by his professor, 
Strzygowski, that he seriously considered art history as a career. In 1891, while in Vienna, he and 
his father visited Brahms. When Hausegger spoke of being a composer, he got the customary cold 
shower: òAlles schon besetzt seió (All those places are taken). In the 1890s, he began serious 
composing with his opera Zinnober and his first published symphonic work, the Dionysian Fantasia. 
He also began his conducting career at the Graz Opera. 
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 In 1899, his father died. The loss of both a loving parent and artistic mentor was a severe 
blow. At about this time, he and his mother left for Munich, where heõd gotten an offer from the 
Kaim Orchestra as the assistant to Weingartner, whom he succeeded in 1902. That same year, he 
married his first wife, Hertha Ritter. A concert singer especially adept in the lieder of Schubert and 
Wolf, she was the youngest daughter of the composer Alexander Ritter. Ritter, of course is best 
known as the man whose influence on the young Richard Strauss was òlike a storm windó, 
converting Strauss to the Liszt/Wagner camp. Ritter was also Wagnerõs nephew by marriage. 
Thus, Hausegger bound himself all the more to the New German School. Hertha died in 1913, 
giving birth to their son, Friedrich. Hauseggerõs second wife, Hella von Bronsart, with 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 spent 
the rest of his life. He conducted the Munich Philharmonic, the orchestra with whom he is most 
associated, and both was the director of, and a teacher at the Munich Academy of Music, where 
his students included the conductor Eugen Jochum and the composers Karl Höller and Karl 
Marx. 
 While conducting in Hamburg, he got to know the young Wilhelm Fürtwängler, then at 
Lübeck, from a query over program selection. The resulting friendship would later stand 
Hausegger in good stead. His circle of friends included the conductor Walter Abendroth, the 
Leipzig Thomaskantor Karl Straube and the painter Raffael Schuster-Woldan. 
 His summer home at Obergrainau was, for nearly 40 years the place where he could relax 
or contemplate composing or his fall program schedule. A sign on the garden fence reading 
òBusiness  discussed only in Munichó tells the story. To steal a phrase from James Huneker, he 
seems to have been a reflective rather than a spontaneous composer.  
 In the 1930s, Hausegger at first supported the Reich even to the point of becoming a party 
member. Not, alas, the first or the last time intellect would be drawn to power. His innate decency 
emerged, however, and he came under fire from Nazi authorities for his liberal sympathies. He 
gave them more ammunition by refusing to play the Horst Wessel Lied before his concerts. 
F¿rtwªngler, no doubt recalling Hauseggerõs help from his youth, had to bail him out. 
 In 1934, he relinquished his post from the Academy, and in 1938 retired as the conductor 
of the Munich Philharmonic. As a member of the RMK (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, is 
window dressing. He passed the war years in the sort of increasingly drab circumstances everyone 
by then had to undergo as the Reich wound down to its condign defeat. (The picture of the 
deterioration of everyday life in Fritz Reckõs Diary of a Man in Despair is apropos.) Having spent his 
few postwar years in what his son describes as òcertain circumstancesó ð one presumes a sort of 
genteel poverty ð he died on October 10, 1948.  
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Personal Characteristics 
 

 According to his son, Hausegger was òfrom his youth a free, creative musician, dedicating 
himself to his art, far above worldly strife.ó He seems to have been, if anything, a man of excessive 
idealism. Eugen Jochum has described him as òa marvelous teacher, a spiritual musicianéhe was 
the most genuine and irreproachable person one could imagineé a man of noble character and 
lofty intellect.ó 
 The musicologist Hans Redlich, who knew him at the Munich Conservatory, remembered 
him as òpunctilious, pedantic and rather aloof, but quite kind-heartedó. Well, maybe not always 
aloof. His son recalled a scene one summer when Hausegger, with Karl Straube in tow, greeted his 
wife from the train with an all-kazoo band, his two children waving banners. On the way, they met 
the Privy-Councilor, who was embarrassed over whether or not he should ignore this spectacle by 
the President of the Munich Conservatory and the Leipzig Thomaskantor. 
 His kind-heartedness, on the other hand, was a constant. As his father had been to him, so 
he was a constant mentor to his own son, Friedrich, in his early musical education. His son, who 
went on to conduct a chamber orchestra in Hannover, benefited greatly from his fatherõs example 
in score-reading and analyses of works heõd be conducting on a given evening. A more concrete 
example of Hauseggerõs character was his offer in 1932, at the height of the Great Depression, to 
take a substantial pay cut if the Munich city fathers would rescind any planned layoffs of orchestral 
players. (Contrast this with some current maestri and their 7-digit tax shelters.) Itõs probable that 
this side of his personality was what eventually landed him in trouble with the regime. We sense 
this to the very end, in F¿rtwªnglerõs words upon his death to Hella von Hausegger: 
 
  òéyour husband was always, to me, one of the purest, loftiest,  

kindest and most musical 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.ó 

 

Hausegger the conductor 
 

 Hauseggerõs first conducting stint came in his teens, when he directed a performance of his 
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 young 
maestro, He continued his studies more systematically with Erich Degner, quickly becoming a 
virtuosic score-reader. 
 During 1895 and 96, he was a guest conductor at the Graz Opera, where he directed 
Rousseauõs Le Devin du Village and Gr®tryõs LõEpreuve Villageoise. An early landmark in his 
reputation as a conductor was a performance in Graz of the complete Wagner Ring with local 
artists, Hausegger both conducting and accompanying the entire cycle on the piano. Its success led  
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to his full-time employment at the opera, where he conducted local premiers of operas by 
Goldmark, Kienzl and RezniĽek, as well as being summoned to assist at the 1898 Bayreuth 
Festival.  

In 1899, he conducted the Kaim Orchestra in Munich, where, in addition to the Bruckner 
Seventh Symphony, he also led the world premier of his own Dionysian Fantasia. Hausegger led 
that orchestra from 1899 till 1902, first as Weingartnerõs assistant, then as principle director. 
Especially successful were his Modern Evenings, concerts exposing 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 Berlin. In 1920, he took over the Munich Philharmonic Orchestra, with which he was 
most closely associated, remaining there till he retired in 1938. He guest-conducted throughout 
Austria and Germany, as well as all the Scandinavian countries, Belgium, France, Holland, 
Scotland (the National Orchestra) and Switzerland. He also declined offers from Russia, South 
America and Stockholm, as he was by then too fond of Munich (who can blame him?).  

Despite being one of the New German School as a youth, Hauseggerõs repertoire as a 
conductor gradually grew more conservative, emphasizing among traditional composers 
Beethoven, Berlioz, Liszt and Wagner and among his contemporaries, Pfitzner, Reger, Richard 
Strauss and the underrated Swiss composer, Hermann Suter. Though he did conduct music by 
Delius and Cyril Scott, he had little regard for French Impressionists like Debussy and none for 
the 12-tone idiom.  

At the same time, it must be noted that his Munich audience was possibly even more 
conservative. After heõd conducted Wolfgang Graeserõs orchestral transcription of Bachõs Art of the 
Fugue, for a Bach birthday concert on March 21st, 1928, his son recalled that afterward, even 
musicians argued that, though they respected his effort, the work had been written as a mere 
academic exercise, not meant for performance.  

Richard Strauss, helpful in so many other areas, also advised him on conducting. His 
warning òNo wet noodles, Hausegger!ó was in line with Straussõ maxim that the audience, not the 
conductor, should sweat from a performance. Hauseggerõs son remarked that he often had trouble 
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 career (1904) from the French-
American composer Charles Martin Loeffler, who found him òéirregular and jerky and does not 
care whether the brass drowns the melodies or themes by holding fundamental harmonies.ó 
Regarding Hausegger and Strauss, Loeffler further noted òéthese Germans are a noisy lot.ó Of 
course, in addition to reacting to the excesses of a young conductorõs bravado, Loefflerõs 
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 and water of 20th Century American musical opinion. 
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Impressions of the mature conductor form a worthier picture. The painter, Willy von 
Beckerath, wrote in 1924 òWhat is particularly original in Hauseggerõs Bruckner interpretations is 
his unqualifiedly convincing 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 powerful reaction from both the orchestra and the public .ó 

His pupil, Eugen Jochum, wrote that Hausegger had òéabove all, an incomparable sense 
of the construction of large formséó Luckily, as Exhibit A for the defense, we have tangible 
evidence of his maturity in his 1938 RCA recording with the Munich Philharmonic of the original 
version of  Brucknerõs Ninth Symphony (now on CD, Preiser 90148). Aside from the remarkable 
amount of detail the recording captures, his reading has always struck me as one of unusual purity 
and clarity, combined with a constant sense of forward momentum. Perhaps Hausegger also 
pioneered the notion that you neednõt drag out Brucknerõs music to show its depth. And the 
orchestral balances are, pace Loeffler, well in hand.  
 

Bruckner, Strauss and Hausegger 
 

 These were two composers with whom Hausegger had an especially close connection, the 
former as a historical ideal, the latter as an esteemed contemporary. His acquaintance with Anton 
Bruckner began in 1886, when he was 14, at a performance under Karl Muck of the Seventh 
Symphony. After the performance, he heard Bruckner improvise on the organ before a select 
audience after which his father toasted Bruckner, Muck and the eveningõs performance.  
 That summer, on the way to the Bayreuth Festival with his father, he renewed the 
acquaintance when he and his father sat with Bruckner during lunch at the Regensburg train 
station. Hausegger was at the world premier of Brucknerõs Fifth Symphony in Graz, under Franz 
Schalk, April 8th, 1894. 
 When he led his first concert in Germany, with the Kaim Orchestra in 1899, in addition to 
Beethovenõs Coriolan Overture and his own Dionysian Fantasia, the lionõs share of the evening went 
to the Bruckner Seventh. On Dec. 17, 1900, he led the Munich premier of Brucknerõs mighty 
Eighth at one of his Modern Eveningsõ concerts with the Kaim Orchestra, as well as leading 
Bruckner performances in Berlin, Frankfurt and Hamburg. In 1929 in Munich, he helped found 
the local chapter of the Bruckner Society, gave lectures to the group and there, in 1931, conducted 
a complete Bruckner cycle. 
 The pinnacle of his relationship with Bruckner came on April 2nd, 1932, when, before an 
invited audience in Munich, he conducted first the Löwe, then the original version, of Brucknerõs 
Ninth Symphony. His most well-known performance, it was an internationally acclaimed triumph. 
Brucknerõs original thoughts were, of course, a revelation, adding impetus to the cause of hearing 
his symphonies as heõd really intended. Subsequently, he worked with Robert Haas and Elsa 
Krüger, editing the original versions of Brucknerõs scores.  
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 His devotion included participation in international Bruckner Festivals in Munich in 1933 
and in the 1934 Bruckner Festivals in Linz and Mannheim. On Oct. 28th, 1935, he continued his 
pioneering efforts with the world premier in Munich of Brucknerõs original Fifth Symphony. Less 
fortunate, in its political context, was his directing of its finale at the cultural congress within the 
1937 N¿rnberg party rally and in the same year, at the dedication of Brucknerõs bust in the 
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 his beloved Munich Philharmonic. In 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.  
 òOf all modern German artists, Richard Strauss was the first who actively interested 
himself in me and my work, and ever since, he has done his utmost to forward me in my career by 
his active friendship.ó Even as an adolescent, Hausegger heard performances in Graz of Straussõ 
early tone poems. Given his householdõs zeal for Liszt and Wagner, a friendly reception to Strauss 
was guaranteed. In January 1895, when Hausegger finished his opera Zinnober, he and his father 
went to Berlin and played it for some powers that were, including Oscar Bie, Karl Muck, Strauss 
and Weingartner.  
 Strauss, favorably impressed, recommended he submit it to the Munich theater for 
performance. There, in 1898, Strauss himself conducted the premier. The performance was òall an 
artist could wish foró and Hausegger had hopes of the work entering the repertoire. Sadly, Strauss 
left for a position in Berlin and without his patronage, the score became òa resident of the libraryó. 
When Hausegger wrote the Dionysian Fantasia, his first published symphonic work, one of its 
prime influences was the sense of artistic liberation he got from hearing the early tone poems of 
Strauss. 
 The two were also active in the Allgemeine Deutsche Musikverein and the Genoßenschaft 
Deutschen Tonsetzer. The first organization promoted performances of modern German music; 
the latter fought for composersõ performing rights and royalties.  
 Both men had summer homes nearby one another in the Alps; Strauss in Garmisch-
Partenkirchen, Hausegger at Obergrainau. Thus, in the off-season, theyõd visit. In 1941, Strauss 
gave Hausegger two opera fragments; from Semiramide after Calderón and Beloved Nausicaa, to a 
Josef Gregor text, saying òIõm too old for these, and worn out by fifteen operas, but you still have 
time. Courage and faith!ó At that time, of course, Strauss was 77; Hausegger 69. One warms to the 
picture of these two veteran Post-Romantic warriors, recollecting in tranquility, both no doubt 
dismayed at some of the paths music ð and their world generally ð had taken.  
 On one of Hauseggerõs last visits, the conversation turned to a discussion of the important 
factors in the artistic life. Beaming, Strauss turned to Hella von Hausegger, to lighten the subject 
and asked òDo you know the difference between Siegi and me? Siegi wants the stars and I want 20  
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marks!ó While some of Straussõ ribbing has a touch of patronization, his statement upon hearing 
of Hauseggerõs death reflects a more enduring belief: 

 
 òWith Siegmund von Hausegger departed one of the last and best 
 true Germans from this wretched earth. The cultural world has lost 
 a great artist of high caliber, with a character of rare honesty, idealistic 
 conviction and the noblest of aspirations. I only regret that I myself am 
 no longer able to lay on his coffin the laurel crown of which he was 
 so worthy.ó 

  

Other compositions and writings 
 

 Earlier, I described von Hausegger as the least absolute composer of modern times. As he 
himself noted, every work he wrote had either a program, a text or a libretto. All his juvenilia have 
poems, legends or titles supporting them - Mendelssohnian songs without words or Fieldian 
nocturnes. Even before his teens, he wrote musical òcharacter studiesó of Classical heroes inspired 
by his reading, e. g., one of Epaminondas. In his adolescence he began a Spring Symphony for an 
òimpossible orchestraó needing 40-staff paper (Die Natursymphonie at times uses 38). 

While Iõm concentrating on his five symphonic works, Hausegger composed a large body 
of work in other media, e. g.,  a piano fantasia The Devilõs Elixir after E. T. A. Hoffmann and 
especially, vocal music. He included his first opera Helfried among his juvenilia, along with the 
Mass for chorus and orchestra alluded to earlier.  
 Early program notes and Arthur Elsonõs book Modern Composers of Europe (1905) mention a 
òsymphonic balladó named Odinsmeeresritt (Odinõs Ride Over the Sea), presumably inspired by 
Uhlandõs poem. Eugen Jochum wrote me that, though he never heard or saw the piece, he 
thought he remembered hearing of a work with that name. 
 However itõs not listed in any catalogue of Hauseggerõs works, including one he himself 
prepared, nor does he mention it in his autobiography Betrachtungen zur Kunst. The Library of 
Congress has no record of it, nor do those of Graz or Munich. Furthermore, his son wrote me 
that he was unaware of its existence and had never heard it mentioned. Currently, we must list it 
among Hauseggerõs lost juvenilia. 

His opera Zinnober, also from Hoffmann, dates from his mid-twenties, as does the onset of 
his career as an important lieder composer. He wrote over 60 lieder with piano accompaniment, as 
well as several with orchestra, the most outstanding being Three Hymns to the Night for baritone and 
orchestra with texts by Gottfried Keller 

His choral works include an a cappella Requiem, with text by Hebbel, written in 1907. 
Works for mensõ chorus and orchestra include Schmied Schmerz (Pain the Blacksmith) and 
Neuweinlied , texts by Bierbaum, dating from 1897-98. Mixed choir compositions include  
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Totenmarsch (March of the Dead) of 1902, text by Boelitz; Sonnenaufgang (Sunrise), text from Keller 
and Weihe der Nacht (Consecration of the Night) from Hebbel both from 1908. 

Among his arrangements are Six Folksongs for mixed chorus, done in 1915 at the request of 
Kaiser Wilhelm II and Gesang der Geister über den Waßern (Song of the Spirits Over the Waters) of 
Schubert for 8-part choir with orchestral accompaniment. Although he composed little after 
Aufklänge (1917), there are some unpublished later works. Das Mariannle, 1919, music to a 
childrensõ tale with illustrations by Willy von Beckerath, and Die Goldene Kette (The Golden Chain), 
1938, music for a puppet play both use texts written by Hella von Hausegger. His last published 
work, of 1938, was three mixed choruses on texts by Weinheber.  
 Hausegger gathered his principle writings in 1920 in the book Betrachtungen zur Kunst 
(Reflections on Art). The essential Hausegger reference, it contains a short autobiography, 
descriptive essays on his most important works and several polemic articles, some written during 
WW I. His brief article National Versus Patriotic Art is a key to understanding his position on what 
has become the third rail of German music. 
 He edited a collection of his fatherõs writings, Gedanken Eines Schauenden, (The Thoughts of 
An Observer) in 1903. In 1908, he wrote what is still the only biography of his father-in-law, the 
composer Alexander Ritter, and in 1920, edited Wagnerõs letters to Julie Ritter.  
 

Hauseggerõs Symphonic Works: 
 

 A disciple of Liszt, Wagner and Bruckner, Hauseggerõs music continues their tradition in its 
programmatic emphasis, chromatic harmony and motivic transformations. As a program musician, 
his forms have the narrative logic of a symphonic poem, rather than the forensic logic of an 
òabsoluteó symphony. E. g., in Classical terms, Wieland der Schmied ends 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 sections of Wieland actually sound  as if they could have been written by 
Strauss. If you do hear any of his contemporaries in Hauseggerõs music, itõs - fleetingly - Mahler. 
Though the two seem, unfortunately, to have had scant mutual regard, there are occasional 
passages in Hausegger with Mahlerõs sound, especially the pivotal use of bird-calls in Aufklänge. All 
of which is to say that like any sensitive artist, Hausegger was alive to the currents of his times.  

 
Regarding musical quotations: 
 

* Unless otherwise noted, quotations are at sounding pitch. Extremes of registers -  
 piccolos, tubas - may be up or down an octave to avoid excessive ledger lines 
* Names given to the various themes and motivs are either Hauseggerõs own or from  articles 
 he approved. Unless otherwise noted, descriptions in quotes are by Hausegger himself. 
* Natursymphonie quotes courtesy of F. E. C. Leuckart, Leipzig (www.gene@cfpeters.com). All 
 other works Ries und Erler, Berlin (www.verlag@rieserler.de). 
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Left: Siegmund von Hausegger, aged ca. 23, with his father Friedrich 
Right: Hausegger, aged ca. 33 
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Dionÿsische Fantasie (The Dionysian Fantasia) 
 

 Hausegger wrote the Dionysian Fantasia between Christmas of 1896 and spring of 1897. He 
led its premier with the Kaim Orchestra in Munich in 1899, publishing the work in 1902. He was 
inspired by reading Nietzscheõs Birth of Tragedy, with its òconvincing glorification of Dionysian 
intoxicationó and by the effect of hearing the early tone poems of Richard Strauss. He also wrote a 
lengthy poem as a prologue to the score, 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. Amidst the desolation, 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 heart. From the summit, even  
 if dying in ecstasy, the hero can cry òThou world, I love thee!ó 
 
 These thoughts yielded a three-part design; first, heroism - a march, with a calmer trio. 
Then, the valley of death -  a slower section. Finally, through a carefully prepared transition 
segment, a combination of the artistõs òLet it become!ó - a jubilant finale melding some of the 
workõs major themes.  
 Barring the occasional coincidence, Nietzscheõs work seems, to me, more of an internal 
inspiration to Hausegger than any audible influence that listeners might catch. No doubt, he 
readily responded to the notion that, as Kaufmann translated  it òFrom tragedyéone can affirm 
life as sublime, beautiful and joyous, in spite of suffering and cruelty.ó As commentators on 
Straussõ Also Sprach Zarathustra have found, trying to match a philosophical text with a musical 
work is chancy at best. Hauseggerõs prefatory poem seems a better bet for those needing a point-
to-point concurrence between the program and the music. The Dionysian Fantasia lasts 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 percussion- bass and snare drums, crash cymbals, triangle, gong and glockenspiel 
2 harps, strings. In his Aufklänge, he specifically notes 62 strings (32/12/10/8), which Iõll 
 use as an effective working number 
 
 The work begins with a slow introduction. As with Robert Schumannõs Second Symphony, 
Hauseggerõs slow introductions not only set a mood, theyõre also a quarry from which the 
composer mines many of the most important themes. The music first sounds as if it were pulling  
itself up from the (chromatic) depths toward its basic D major tonality. The tympani rhythm is 
also important. (Ex. 1 next page) 
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Ex. 1 

 
 
As the music gathers weight, the tympani figure in Ex. 1 also gains thematic interest 
 
Ex. 2 

 
 
as well as a trumpet theme, the Motiv of Life. 
 
Ex. 3 
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The introduction continues apace, finally halting on a dominant 7th, before launching into the 
march theme of the workõs first section. This nominally D major passage shows how, at 24, 
Hausegger had already acquired Wagnerõs way of twisting in and out of remote keys. 
 

Ex. 4 

 
 
The march then combines with a more lyrical, yearning theme on the violins. 
 
Ex. 5 

 
 

The tempo quickens as these elements build to a climax at which the Death Motiv (obviously 
derived from Ex. 2) halts its progress. 
 
Ex. 6 
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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 

 
 
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 section, its theme a continuation of Ex. 7 
 

Ex. 8 

 
 
Another variation of this theme, in canonic imitation, further hastens the pulse. 
 

Ex. 9 

 
 
Propelled by rising sequences, the trio gathers momentum, combined with versions of Ex. 3, both 
rhythmically and orchestrally augmented. A descending chromatic version of Ex. 7 returns us to  
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the march, this time alternated with the Love Theme. At the same time, trombones and tympani 
give a sense of menace by relentlessly barking out the Death Motiv in both diminished 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 begins, with a flute theme, extended by the 
solo oboe, then the violins. 
 

Ex. 10 

 
 
 
This is gradually taken up by the rest of the orchestra, only to be halted by an agitated burst, 
collapsing on a diminished 7th chord with the Death Motiv in E flat minor on the tubas and 
basses. This could, I suppose, express Nietzscheõs passage in The Birth of Tragedy that òat the very 
climax of joy, there sounds a cry of horror, or a yearning lamentation for an irretrievable lossó.  
 The Death theme slinks around on the solo tuba, till eventually, Ex. 3, the Theme of Life 
emerges on the trumpets (3/4 time, C major) and expands through several keys till the mood again 
grows more tranquil. Divisi violins and violas play a soft chordal passage, as much a texture as a 
theme. (Ex. 11, next page) 
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Ex. 11 

 
 
 
Above this, a òtransfigured songó arises on the solo violin, announcing the awakening of renewed 
life. A derivation of this theme forms the prime subject of the final section. 
 

Ex. 12 

 
 
 
 
 
 


