
Strauss divides Zarathustra into nine sections played with only three clear breaks. Strauss names the sections after selected chapters from the text:
  Einleitung (Introduction, or “sunrise”)
  Von den Hinterweltlern (Of the Backworldsmen) 
  Von der großen Sehnsucht (Of the Great Longing) 
  Von den Freuden und Leidenschaften (Of the Joys and Passions) 
  Das Grablied (The Grave-Song) 
  Von der Wissenschaft (Of Science) 
  Der Genesende (The Convalescent) 
  Das Tanzlied (The Dance Song) 
  Nachtwandlerlied (Song of the Night Wanderer)

  The Nature-motif opens the score, C-G-C, over a sustained pedal C from double basses, double bassoon, and organ. The brass 
fanfare and tympani, with its interval of the �fth and the octave, pervades the whole piece. Of the Backworldsmen proceeds with 
cellos, double basses, and organ pedal to open a new cosmology of glori�ed sound; and “Of the Great Yearning” and “Joys and 
Passions” enlarge the chromatic range even further. “Of Science” utilizes all twelve notes of the chromatic scale to initiate a fugue, a 
device Liszt employs in Eine Faust-Symphonie to suggest that all possibilities avail themselves--especially to the basses’ low B--to the 
human mind.  “The Convalescent” reprises the original motif and the moves to a shattering chord for the entire orchestra. The 
Dance-Song represents the free spirit, a solo violin’s playing in concertante style. Now, Strauss begins to pose The Riddle of the 
World, since “The Song of the Night Wanderer” has �utes, piccolos, and violins play in B Major over C in the low strings. This tension 
extends itself, as B Major comes to symbolize an evolving humanity against the C Major of a pre-ordained universe. The disjunction 
of the semi-tone and the chord (C-G-C B-F-B (8va) leave us bewildered at the end, asking ourselves, “Whither, Humanity?”
 
         "But the riddle is not solved. The tone-poem ends enigmatically in two keys, 
         the Nature-motif plucked softly, by the basses in its original key of C—and 
         above the woodwinds, in the key of B major. The unsolvable end of the 
         universe: for Strauss was not paci�ed by Nietzsche's solution."
 

The orchestra consists of the following:
Woodwinds 
  Piccolo 
  3 Flutes (3rd doubling Piccolo) 
  3 Oboes 
  English horn 
  3 Clarinets in E-�at and B-�at 
  Bass Clarinet in B-�at 
  3 Bassoons 
  Contrabassoon 
Brass 
  6 Horns in F 
  4 Trumpets in C 
  3 Trombones 
2 Tubas 

Percussion 
  Timpani 
  Bass Drum 
  Cymbals 
  Triangle 
  Glockenspiel 
  Bell on low E 
Keyboard 
  Organ 
Strings 
  2 Harps 
  Violins I, II (16 each) 
  Violas (12) 
  Violoncellos (12) 
Double Basses (8) (Several with low C string)  
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The work is scored for a large orchestra consisting of the following forces:

Woodwinds 
  Piccolo 
  2 Flutes 
  2 Oboes 
  English Horn 
  2 Clarinets in B-�at (2nd doubling Clarinet in E-�at 
  Bass Clarinet 
  3 Bassoons 
  Contrabassoon 
Brass 
  6 Horns in F 
  3 Trumpets in D and F 
  3 Trombones 
  Tenor Tuba in B-�at (usually played on Euphonium) 
Tuba

Percussion 
  Timpani 
  Bass Drum 
  Snare Drum 
  Cymbals 
  Triangle 
  Tambourine 
  Wind Machine 
Strings 
  Harp 
  Violins I, II 
  Violas (including an extensive Solo Viola part) 
  Violoncellos (including an extensive Solo
  Violoncello part) 
Double Basses 

Also sprach Zarathustra
 While it was Franz Liszt who created the “symphonic poem,” coining the term 19 April 1854 for his Tasso--second of his thirteen compositions in the 

one-movement--Richard Strauss (1864-1949) expanded and perfected the form, having been convinced by poet and violinist Alexander Ritter 
(1833-1896) to abandon conservative structures and utilize the tone-poem to express his reactions to works literary and personal. Strauss ful�lled 

Ritter’s directive through an extended series of program works (Aus Italien, Don Juan, Macbeth, Till Eulenspiegel, Don Quixote, Ein Heldenleben) and 
symphonies (Alpine and Domestic) which require enlarged orchestral forces, whose color and syntax take their own cues from the operas of Richard 

Wagner and Strauss’s response to nature. 
  In the case of Also Sprach Zarathustra, Op. 30 (1896), the inspiration for the Strauss piece lies in the philosophical tract of Friedrich Nietzsche 
(1844-1900), who had composed this “highest and deepest” of songs between 1883-1885. The work of a self-styled “immoralist,” Also Sprach 

Zarathustra proclaims Nietzsche’s belief in the “superman” or over-man who “justi�es” the species, Man. 

                  "Behold, I teach you the overman! The overman is the meaning of the earth. 
 Let your will say: the overman shall be the meaning of the earth! I beseech 
 you, my brothers, remain faithful to the earth, and do not believe those who 
 speak to you of otherworldly hopes! Poison-mixers are they, whether they 
 know it or not. Despisers of life are they, decaying and poisoned themselves, 
 of whom the earth is weary: so let them go!"

  The style of the polemic takes its tone from the Bible, which proves ironic, since much of Nietzsche’s message de�es traditional, Judeo-Christian 
morality. Nietzsche asserts the Pythagorean notion of the Eternal Return, his idea originally from The Gay Science, that within a �nite universe 

pervaded by in�nite and cyclical time, all con�gurations of reality must inevitably arrange themselves exactly as they have before, forever. The Eternal 
Return (das ewige Wiederkunft), then, provides a reason for existence once traditional religious values and theisms have exhausted themselves, the 
fact that “God is dead.” And so, Zarathustra posits the idea of amor fati, love of one’s fate, to be the highest expression of the strong spirit, the man 

whose will to power includes absolute self-acceptance:
  

My formula for human greatness is amor fati: that one wants to have nothing di�erent, not forward, not backward, not in all eternity. Not merely to 
bear the necessary, still less to conceal it--all idealism is mendaciousness before the necessary--but to love it.

  Strauss composed Don Quixote in 1897 Munich, and the premier took place in Cologne under Franz Wuellner, with cellist Friedrich Gruetzmacher.  Set as a 
musical painting of Cervantes’ anatomy of courtly civilization,  Don Quixote is a sinfonia concertante with obbligato cello, lying predominantly in D Major; 
but typical of Strauss, he will employ multiple key foci--especially a muddy A Major--to depict the Don’s confused state of mind, those “fruitful delusions” 
that inspire him to heroic aspirations and painful disillusionment. Strauss admitted a degree of ambivalence about program music”: “I do not like programs. . 
.but I want to able to depict a glass of beer clearly. . .the capacity to depict outward events represents an absolute skill in music.” It is this sense of 
ambivalence that drives Don Quixote’s three themes: his chivalry, his courtesy, and his dementia. When coupled with Sancho Panza’s three tunes of 
loquaciousness, rusticity, and a�ection, as well as the leitmotifs dedicated to Dulcinea, the Don’s errant character manages to embrace a universe of 
possibility and hard facts. A “Knight of Mournful Countenance,” especially after his teeth have been knocked out, the Don embraces tragic foolhardiness and 
worldly wisdom; and so the thirty-four-year old Strauss audaciously proclaims himself a “renaissance master” of orchestral and philosophical tone-color.
  Strauss employs the Wagnerian leitmotif (leading-theme) technique to create an Introduction and ten variations. The muted instrumentation well suggests 
the unreality of Quixote’s private universe. Oboe and harp introduce Dulcinea, the Don’s ideal of womanhood--though he has no clear idea of her looks--a 
kind of ewige leibliche (eternal feminine) of both Dante and Goethe who leads him to higher aspirations.  The Introduction also gives us three themes for 
Sancho Panza and then creates a cacophonous stretto in which A Major (added 7th), B-�at Major, and E-�at Major all clamor and compete for space in 
Quixote’s mind. 
The Structure:
Introduction: Mäßiges Zeitmaß. Thema mäßig. "Don Quichotte verliert über der Lektüre der Ritterromane seinen Verstand und beschließt, selbst fahrender 
Ritter zu werden" ("Don Quixote loses his sanity after reading novels about knights, and decides to become a knight-errant") 
Theme: Mäßig. "Don Quichotte, der Ritter von der traurigen Gestalt" ("Don Quixote, knight of the sorrowful countenance") 
Maggiore: "Sancho Panza" 
Variation I: Gemächlich. "Abenteuer an den Windmühlen" ("Adventure at the Windmills") Quixote thinks the 40 windmills are giants, and the cello plays col 
legno, while the tympani suggests jousts or lunges at these edi�ces. 
Variation II: Kriegerisch. "Der siegreiche Kampf gegen das Heer des großen Kaisers Alifanfaron" ("The victorious struggle against the army of the great 
emperor Alifanfaron") The bleats of sheep, �utter-tongued �utes, call Quixote to battle, only so his teeth su�er at the hands of enraged shepherds.
Variation III: Mäßiges Zeitmaß. "Gespräch zwischen Ritter und Knappen" ("Dialogue between Knight and Squire") A scherzetto dialogue leads to an exalted, 
even sensuous, vision, a paean to lofty aspiration that ends with a fortissimo climax.
Variation IV: Etwas breiter. "Unglückliches Abenteuer mit einer Prozession von Büßern" ("Unhappy adventure with a procession of pilgrims") Penitents carry 
an icon of the Virgin, but Quixote is convinced a girl has been abducted. 
Variation V: Sehr langsam. "Die Wa�enwache" ("The knight's vigil") Sancho has fallen asleep, and Quixote watches for his Dulcinea, heard in a low horn.
Variation VI: Schnell. "Begegnung mit Dulzinea" ("The Meeting with Dulcinea") Sancho presents a peasant woman to Quixote, proclaiming her Dulcinea. The 
poor girl runs from the Knight, who stands befuddled.
Variation VII: Ein wenig ruhiger als vorher. "Der Ritt durch die Luft" ("The Ride through the Air") A Duke and Duchess trick Quixote into thinking a rocking 
horse �ies through the air--the music courtesy of a wind machine--the low, pedal D states the pedestrian fact while Strauss pays homage to Humperdinck’s 
Hexentanz from Hansel und Gretel. 
Variation VIII: Gemächlich. "Die unglückliche Fahrt auf dem venezianischen Nachen" ("The Voyage in the Enchanted Boat") A boat without oars is the 
metaphor of “stagnant movement,” the music a barcarolle in 6/8 that �nally capsizes. 
Variation IX: Schnell und stürmisch. "Kampf gegen vermeintliche Zauberer" ("Battle with the magicians") Two magicians or conjurers proceed in “religioso” 
counterpoint and provoke Quixote’s wrath. 
Variation X: Viel breiter. "Zweikampf mit dem Ritter vom blanken Mond" ("Two battles with the knights of the bright moon") Here, the delusional Quixote 
�ghts a civil war in his mind, the cello at war with the whole orchestra. The sheer bulk of sound becomes overwhelming; a strident Dulcinea motif is heard, 
and Quixote, defeated, must march homeward, the tympani and euphonium marking his weary progress.
Finale: Sehr ruhig. "Wieder zur Besinnung gekommen" ("Re�ections to come" - Death of Don Quixote) Clarity of mind comes with a heavy price. The solo 
cello recalls each theme in its original form; and a great, weary sigh escapes from the wounded spirit of our hero. The last six bars move us into the land of 
legend and immortality for foolish dreamers, the �nal cadence a distinct “Amen.”

 Richard Strauss Don Quixote 



 Please Note:  In the interest of preserving the superb sound quality of these historic recordings, they have been preserved in 
their original,  pristine state for maximum �delity. Transferred from commercially released, analog reel-to-reel tapes (some of 

which are more than 50 years old), the recordings themselves can be subject to certain "artifacts" which are an inseparable part 
of the original analog recording process, such as tape "hiss" or other defects, and these may be audible on certain music tracks.  

 Because your CD or DVD-A was individually "burned" in order to realize superior sound quality to stamped, mass-produced 
versions, microscopic cosmetic blemishes may be visible. Please regard these tiny marks as  evidence of the "human touch" in 
the care and individual attention that each and every HDTT disc receives during its very demanding  manufacturing process.
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HDCD174   R. Strauss • Don Quixote & Also Sprach Zarathustra • Karajan conducts the BPO • Live at The Salzberg Music Festival

Richard Strauss
Don Quixote 

Mstislav Rostropovich (Cello) • Ulrich Koch (Viola)
Transferred from Live Radio Broadcast Tapes August 27, 1975

Also sprach Zarathustra, Op. 30
 Michel Schwalbé (Violin)  • David Bell (Organ)

Transferred from Live Radio Broadcast Tapes August 27, 1979
Herbert Von Karajan conducts the Berlin Philharmonic Orchestra

recorded live at The Salzburg Music Festival

1) Introduction: ("Don Quixote loses his sanity after reading novels 
about knights, and decides to become a knight-errant") 6:21
2) Theme:("Don Quixote, knight of the sorrowful countenance") 2:20
3) Variation I: ("Adventure at the Windmills") 2:43
4) Variation II: ("The victorious struggle against the army of the great 
emperor Alifanfaron") 1:38
5) Variation III: ("Dialogue between Knight and Squire") 8:42
6) Variation IV: ("Unhappy adventure with a procession of pilgrims") 
2:06
7) Variation V: ("The knight's vigil") 4:03
8) Variation VI: ("The Meeting with Dulcinea") 1:18
9) Variation VII:("The Ride through the Air") 1:15
10) Variation VIII:("The Voyage in the Enchanted Boat") 1:49
11) Variation IX:("Battle with the magicians") 1:11
12) Variation X:("Two battles with the knights of the bright moon") 4:42
13) Finale:("Reflections to come" - Death of Don Quixote) 5:44

Don Quixote
14) Einleitung (Introduction), or sunrise 1:40
15) Von den Hinterweltlern (Of the Backworldsmen) 3:27
16) Von der großen Sehnsucht (Of the Great Longing) 2:06
17) Von den Freuden und Leidenschaften (Of the Joys and Passions) 
2:17
18) Das Grablied (The Grave-Song) 2:48
19) Von der Wissenschaft (Of Science) 4:40
20) Der Genesende (The Convalescent) 5:13
21) Das Tanzlied (The Dance Song) 8:02
22) Nachtwandlerlied (Song of the Night Wanderer) 5:00

Also sprach Zarathustra


