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1. Introduction :

The first time | heard the unfinished Finale of &mner’'s Ninth Symphony, | felt not
only all the greatness but also the exceptional rarghty power that arises from the score
despite its truncated state.

For his last symphony Bruckner planned an ambitiand masterly finale whose
concluding apotheosis would be a summation of m®mphonic work. Although some
consider the third movement Adagio to be a satisfgaconclusion to the symphony, there is
not the slightest doubt that even at his last hr&tickner intended his Ninth Symphony to
have not three but four movements.

Nikolaus Harnoncourt made a complete recordindhefwork in August 2002 with the
Vienna Philharmonic, calling it eworkshopin reference to the work done by the Australian
musicologist John Alan Phillips on the Finale undlee name of‘Dokumentation des
Fragments”published by thdlusikwissenschaftlicher Verlag Wien

This recording was for me the very first “brush’tvthe Finale. Harnoncourt’s precise
and committed interpretation, the massive presafdbe Vienna Philharmonic’s qualities
were indeed evidence of something. The second Hbrimappened in 2007 with the
encouragement of Nicolas Couton, a young Frencldwzior, when we listen to the creation
of the new reworked version of the Finale prepdrgdBenjamin Gunnar Cohrs and Nicola
Samale, creation that took place in Aachen (Geronamg was played by the symphony
orchestra of the city under the baton of MarcuscBos

The different realizations that | had heard untien, including the Cohrs/Samale
version, left me very puzzled. Of all the versionade until now, the Cohrs/Samale of 2b06
was to be considered as the least disappointindelprecise, it was principally the level of
its musical inspiration that | continued to haveilis about. When leaving Aachen’s Church
of Sankt Nikolaus that was still resonating frore toncert, although still convinced by some
of the small improvements added to the precedingioe 1992 rev. 1996 (Samale-Phillips-
Cohrs-Mazzuca) but on the other hand quite disaypediby the coda, | confided to Nicolas
Couton my desire to throw myself in a new but tgtdifferent completion ; the coda quite
obviously to my mind needed a revitalising and ¢asige build-up in tension which | found
in none of the exisiting completions (also Williddarragan's 1 et 2, Nors S. Josephson and
P.J. Marthé) of the time.

From May to September 2007, | worked on a firssier which shortly after | greatly
modified, by changing a number of orchestral detdil/ having a shorter recapitulation of the
choral in the coda (28 bars instead of 36) andnsegrting in the “coda of the coda” the
“Hallelujah” theme taken from the Scherzo’s Trichel'score was finished in August 2008
with some final slight modifications made in Noveenibecember of the same year after my
version’s premiere recording in October with the WIBymphony Orchestra, Budapest.

Every realization of the Finale of Bruckner's NinBymphony obviously can not be
compared to that which Bruckner himself would hde# or at least a Bruckner in full

! Slightly modified and re-edited in 2008 (SC 20@&8), then modified and shortened again in 2011tHer
recording of Sir Simon Rattle conducting the BeRinilharmonic in 2012 (EMI).
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possession of his intellectual powers. Indeed, m@ankthat his strength and health declined in
the final two years of his life and that he wasame pain because of the slow and laborious
work on the Finale.

Every ideal’'s end id0 respect most scrupulously a work’s musicologizasis or at
least declares itself as such; but no matter haiseworthy this ideal might be, it sometimes,
| believe, can even end as an absurdity eitherdbpwing the road of a certain purist
ideology or by being so rigid although it is pantexly concerned about capturing a work of
such a stature as this. As far as | was concernednted to avoid any obtusely rigorous
quirkiness and keep to a line between scrupulospex for the manuscript sources and
necessary speculative composition no matter theiatsns that might impose on attaining
the original aesthetic vision.

The main purpose it seemed to me was to attairgtbatest inspiration* possible ;
since music essentially has a range and languageith transcendent, this inspiration has to
be found as possible from an aesthetic intimacyclwione has acquired by studying the
composer’s compositional technique which more tbbBwiously must guide and direct the
work’s every step. | do not claim however to haatisfied these two conditions in any
totalising or absolute way. Nonetheless | hope #iawho listen to my completion will
realize in it the devotion and the love for thisamparably great symphonist that Bruckner
was.

Finally 1 would like to express my infinite gratda to Nicolas Couton and Lionel
Tacchini for their help and valuable friendship.

Many of Bruckner's manuscripts, drafts and bifoleosilable in the Finale Faksimile
Ausgabe edited by Leopold Nowak for th#&lusikwissenschaflicher Verlag WidMVW)
were used as the main source for this new complegiothe Finale to Bruckner's Ninth
Symphony. The « Rekonstruktion der Autograph-Rartiach den erhaltenen Quellen », also
published by the MVW, has usefully help to this wof completion.

Other documents, thesis and realizations have ladsem studied. They constitute an
important amount of objective information althougtometimes appearing as highly
guestionable as much as on the hypothetical lesebrathat of the musical realization.
Nevertheless, my own reflexion has always takemdbant nourishment from these other
sources.

The bars’ numbers along this thesis relate to npaetion. When it concerns other
sources (the facsimile, for example), this is diegpecified by a footnote.



2. Completing the orchestration.

Given the relatively incomplete state of the ortteg®n, which even at times is hardly
sketched out, certain passages needed some « gamdin | tried as much as possible not to
add any contrapuntal lines or new orchestrationnMmere is no real essential need even
leaving certain passages in their original simplidin this chapter all the details are presented
and reflections outlined that have any implicationthis aspect of the work.

2.1 Exposition (bars 1 to 234)

2.1.1 First thematic group ‘A’ (bars 1 to 78)

Bars 32 and 34 (3 trumpets)

On the plae of sounds merely held for four bardjadogue between horns 1 — 4 (bars 31
and 33) and the three trumpets has been addedisTtne of the only slight changes brought
to Bruckner’s original orchestration which heresides the horn/trumpet dialogue, intends to
reinforce the dotted rhythms of the woodwinds.
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From bar 55, it was necessary to consequently ceteghe instrumentation. Indeed, the
bifolio 3A is very partially orchestrated and the&hesdo not give more informations.

- Flutes, oboes and clarinets: string parts have lbeébled (underlined) in the same
way as for bars 47-54.

In the « Dokumentation des Fragments » written dlgnJAlan Phillips and edited by the
Musikwissenschaftlicher Verlag Wien (MVW), a sugpeuite c flat played by the three flutes
is suggestedwhile Bruckner normally never overtook the supatad flat (B")%. We know
however that in other contemporary scores of MabiteBtrauss, it was not rare to hear flutes
playing until the superacute c or even c sharPoen Juanof Richard Strauss dated of
1888 - 89, for example. These notes are easilyquiaile by the flute in the nuanédo fff.

! See Faksimile-Ausgabe page 32, ONB 6086/1

2 See « Dokumentation des Fragments », page 9,3oar 6

% This superacute c flat of the flutes has been doimnthe Samale-Phillips-Cohrs-Mazzuca completib®92
rev.1996, realization who was partially used to enakore suitable and performable the « Dokumentatizs
Fragments ».
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Consequently, not seeming stylistically as an artagb « fault »this solution following the
ascending progress of thatti (d — f — a flat — c flat) seems logical. Neverdss, the other
option (ssiato the lower octave) has been left to the chofdb@interpreter.

It is to note that another superacute c flat appdaring four bars in the present realization in
the middle of the coda, once again for a questforoatinuity of the melody (see first flute,
bars 651 to 654).

- Bassoons: bars 55-57 and 59-62, lining of the qadiit in the same way as for
bars 47-49 and 51-53.

- The 4 tubens, 3 trombones and tuba parts of ba&¥ End 59-62 have been designed
like bars 47-54.

- Repeated notes have been added to the 3 trumpesss®-57), inspired of bars 47-53.
Same kind of addition to the 4 horns (bars 57 a)dréinforcing the strings part and
preparing the echos game between trumpets and abbags 59 to 62.
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bar 55 bar 59

- Bars 59 and 61, the trumpets emerge fromttittg marking repeated notes in which
horns answer in echo (bars 60 and 62).

- On the second beat of bar 62, as indicated by Bwercin sounding letters « as es f »
(a flat, e flat, f) at the end of the fourth systefithe particellé the harmony has been
completed (c flat a flat e flat f) with the threarhpets, two trombones (alto and tenor)
and the two tenor Tubens to strengthen the attraetnd the resolution of the chord of
b flat major at bar 63.

Bars 63-66:

Horns 1 and 2 punctuate the second beat of eaéhlbaeems relevant to (under)line these
interventions in the three trombones and the tulangsince at bar 66 Bruckner planned
having the alto and tenor trombones play thus oeditig the first two horris It is interesting

to note that the Haupthema actually draw a crossvenghypotyposis of which Bruckner
uses the ascending and shortened version at thenbeg of the third thematic group (bars
138 — 162) as well as in the middle of the develepts first part (bars 250 — 256 and 274 —
280) and its complete versiomyersug in the fugue (bars 346 — 349) and again in timglo
transition that follows (bars 350 — 359).

! See Faksimile-Ausgabe page 32, ONB 6086/1
Z1dib. bifolio 3A, pages 144 — 145.
% dib. bifolio 3A page 145, alto and tenor trombonesgpart
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We can also note that the rhythm of the Haupthereay characteristically Brucknerian,
corresponds to an overture in the «french-stylsith dotted rhythm symbolizing the
« Majesty of God %
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The bass line here is very thirit should be considered as incomplete. Dedugtjvieseems
obvious that the chord progression in +6 positicay e the best solution for this harmonic
descent, fundamental and pbsitions are clearly less interesting. The bassbased on the
main motive ‘double-dotted quarter note — sixteewrdte’ keeps going until bar 70 on octave
leaps.
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2.1.2 Second thematic group ‘B’ (bars 79 ‘letter C’ to 14)

Some significant uncertainties remain in the stmect and precise length of the
« Gesangsperiode »'s first part. As Benjamin Gurahrs cogently explaifisthe bifolio

SVE »#« has probably no particular importance for helpingréconstruct this passage.
Of the four different hypothesis put forward by tlgerman musicologist in his essay
(page 28), the second has most particularly caaghtattention. It however seemed to us
useful and relevant to add a fifth hypothesis bggming what the content of the missing
bifolios »4« and »5« would be, taking into accoasithe main source the bifolios 3A, 4C/»5«

Y1t should be briefly explained that this rhythmsagreatly used in French instrumental Baroque moisibe
seventeenth century and more specifically inGhererturea la francaise whose introductory slow movement
was used to accompany and welcome the entrante éfihg.

% Part of double basses.

% See « The conclusive revised edition 2012 »R#construction of the Song Period (bifolios 4C/»Bd»6«] ;
[6/»7«]) pages 25 — 28.

* See Faksimile-Ausgabe pages 155 — 158.
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and 5B as well as the sketches of the particelleB(8086/2 (facsimile, page 28) by
interpreting them differently.

The main argument of B.G.Cohrs consists in compaoither Finales (in this case those of
the Sixth, Seventh and Eighth [the 1887 and 18968imes] symphonies) and thus set up a
parallel between the number of bars in the first pathe « Gesangsperiode »’'s exposition
and of the «Trio» — and then to compare it witle trecapitulation of the same

« Gesangsperiode ». Three examples out of foureshdghow that the structure of the

« Gesangsperiode »'s first part and of the « tniemain unchangéd

Let us enlarge the field of comparison:

[ll. symph.: Exposition lla=16 —Illb « trio » = 6+4+6+4#4+4+12 [44] — lla’'= 8+4+10+8 [30]

(1877) Recapitulation lla = 16 — lIb = 8+4+6+4-44(80]
lll. symph.: Exposition lla=16 — llb « trio »=6+4+6+4+4+4H12 [44] - lla’= 8+4+10+8 [30]
(1889) Recapitulation lla=16—1lb =16

IV. symph.: Exposition lla=12-1lbl=4-1b2 = 16+4lel«trio» =10 -1lbl=4-1b2 = 12
(1878/80) Recapitulation lla=18-1lbl=4bdl=14-1lbl =16

IV. symph.: Exposition lla=12-1lbl=4-1b2 =16+4kl«trio» =10-1lbl =4 -Ib2 =12
(1888) Recapitulation lla=12-1lbl =4 - 1Ib214 - lIb1 = 16

V.symph.: Exposition lla=4+12[16] —llb =10 — lla'= 40 [14] +10+4 [14] +4+12 [16]
Recapitulation lla=4+12[16] — lIb = 10 — lla8+12 [20] +10+6 [16]

VI. symph.: Exposition lla=8+8 — IIb « trio » = 8+4+4 all= 8+8+8
Recapitulation Ila = 8+8 — lIb = 8+4+4 — trarait (I11)

VII. symph.: Exposition lla =8+8 - lIb « trio » = 8+6 - ll& 8+12+4+4
Recapitulation lla = 8+8 — llb = 8+4+6 — trangitif) - Coda)

VIIl. symph.: Exposition lla=10+10+10 — IIb = 6+6 - lla’ = 108-#8+8

(1887) Recapitulation lla = 10+10+12 — lIb = 6+6-HBansition
VIIl. symph.: Exposition lla=10+10+10—-1lb =6+6 - lla’ = 1221
(1890) Recapitulation lla = 10+10 — IIb = 6+6+2+2ansition

IX. symph.:  Exposition lla =[6 or 4]+4[+4 or +6] (+4 ?G mal lib.) +4 [16,18,20 or 22 ?] —
IIb « trio » = 4+@414] - lla’'= 8+8+6 [22]
Recapitulation lla = 8+4+4 [16] — IIb = 4+4+6 aW 4+4+4+8+4+4+14 [42]

This table shows immediately that the « Gesangsger» of the Fourth symphony’s Finale,
compared to the other symphonies, has been buiid apfreer manner, evahapsodically
Bruckner « freezes » a relative metric similarigtieen exposition and recapitulation from
the Fifth Symphony (1876-78). The same proporticas be found in the final revisions of
the Third (1889) and Fourth (1888) symphonies éatst as regards lla). When the two
different versions of the Fourth are compared, cae see that Brucknercerrected» the
non-symetry of the 1880 version (recapitulationd142 bars and any more 18 bars).

It can also be observed that from the Sixth SymghBnuckner replaced the recapitluation’s
formula A — B — A’ with the plan A — B — *transitioto the next thematic group*. In the

! with the exception of the Eighth Symphony’s Finalethe 1890 version. In order to regain this symet
Robert Haas put back in ten bars that Bruckner caadfrom the original « Gesangsperiode » (the firatt
before the Trio) in the recapitulation thereby takia leaf from the 1887 version. Leopold Nowak this
rejected section back in his second critical editi1955.
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recapitulation of the Ninth Symphony’s Finale, & # has a total length of 16 bars (8+8) and
the Trio remains most probably the same (4+4+6=k4)b

Considering all these observations, it would bedalghere to have « lla » being of the same
length as in the exposition.

Of the four hypotheses that B.G.Cohrs presents, iit fact this last one which seems to be
the most plausible; consequently »4« and »5« bigoshould be of 16 bars each. The first
section before the « Trio » should also be of tb#owing regular metrical structure:
4+4+4+4,

That however contradicts the reference that is shiovihe sketch ONB 6086/2which has a
less symmetric structure: 6+4+4+4. Moreover themoi clue given anywhere that proves that
either the first two bars of it might have beerectgd thereby reducing the sequence form 6 to
4 bars or that the definitive structure was 4+4+4thds explains the number of different
hypotheses envisaged.

Really, thisGesangsperiode’structure resembles in no way the other Finalesilddtabove.
Besides its easily segmented nature, it no longmstup in the exposition in its usual form.
Indeed, after the Trio, the thematic treatmentew mleveloping but no longer taking up the
theme of lla with the same sort of accompanimergonority as initially heard (see bars 115
to 136 in the present completion) as it is howekercase with the other symphonies.

Picking up again also in the recapitulation aftex Trio, the transition’s disappearance that
can be found in the Finales of the Sixth, Sevemith Bighth Symphonies is replaced here
with the return of lla (just like in the Fifth Sympny) which has a developmental aspect,
even more accentuated than in the exposition.

Moreover, a citation in minims of the Choral frohetthird thematic group is here inserted as
a kind of suspended parenthesis. TBwsangsperiode’sole and construction appear then in
the Ninth’s Finale to be clearly different from tlher Finales Bruckner composed until
then.

This thematic group as reconstituted mostly from plarticelle is quite obviously not to be
considered as definitive — the Ninth Symphony séglinains an unfinished work even as it
stands. No doubt Bruckner would have modified thentatic ideas’ metrical length and
layout.

Nonetheless, it seems obvious that in the recapitsl Bruckner had the project well and
truly in hand for developing lla in a more expamsiaanner than he did in the exposition.

! See Faksimile-Ausgabe page 33.
2 Bruckner wrote ‘Variande’ after the « Trio », Seaksimile, bifolio 6B page 176 and bifolio 7C/,8" pages
181-184 (this passage corresponds to bars 123 pddss 19-20 in the present realization).
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Consequently, is it absolutely relevant to applyttie Gesangsperiodea scheme that Bruckner
apparently wanted no matter how to free himselinfro

B.G.Cohrs’ four hypotheses rule out this fifth:

- Bifolio »4« : 18 bars (6-4-4-4) or (5-4-4-5)
- Bifolio »5« : 20 bars (6-6-4-4) or (5-5-4-4)

Bifolio 5 thus reconstructed evlaps quite naturally with bifolio 5B3. This reatruction
implies the following redistribution fahe Gesangsperiode

lla = 6+4+4 (+4 7 maj.ad lib) +4 [18 or 22] - lIb « Trio » = 4+4+6 [14] - lla&& 8+8+6 [22]

The four-bars passage in G major can be put agidause it does not appear in the particelle
ONB 6086/2* but it nonetheless seems to have been insertedvafid$. The matter about
knowing whether the passage was destined to bedcképtown away or, as think B.G.Cohrs,
in order to avoid some kind of redundancy becatisleeoTrio (pedal point on G major then 4
bars later pedal point on F sharp major) being Bimgplaced with the four (or six) bars of
this Gesangsperiode’rst sequence? Knowing all these uncertiainitesas preferable to let
the choice to the performer to estimate if the @oldior deletion of these four-bars passage
brings some interest or not.

Let us note however that when tlad libitum G major passage is performed, an interesting
symetry appears : lla22 - llb=14 - lla’ =22

Bars 89-92 :addition of a new contrepoint (oboe solo) based tibm main
Haupthema’s rhythm, drawing a cross motive echtiegmelody of the second violins.
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Ad libitum passage (bars 93 to 96)

This ad libitum passage can be ignored without breaking the aaititint seemed preferable
and interesting to let the choice to the conduatmording to hypotheses explained above.

- lining of the violins by two oboes, lining of théi&elli by two bassoons and lining of
the double basses by the first Tuben in f.

addition of the main rhythm motive to horns 1 sd€g just below).
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! See Faksimile-Ausgabe, page 33.
2 |bid. bifolio 5B 1.S. page 163.
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Bars 101-104, letteld, « Trio » of the B thematic groudining of the violins and
violas parts by the first oboe and the clarinetddifion of a new complementary contrapuntal
line to the first horn.
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- tenor and bass trombones underlpye the fifth and sixth intervals hold by the celli.

Bars 105-106 lining of the strings’ harmonies (v.2, alti et M)cby the three first

horns.
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bars 105 - 106

Imitative dialog of the strings’ motive by the threlarinetaunisonqg misaligned (syncopes) of
a crotchet. The solo oboe echoes at the nuatizis interpellation of the clarinets.

PR = e\
Klar. 1. =
inB .J fl(' 1 -l 1 =4 1 - h i k
Ob. 1. o e
Ty RS e F=—T
i soims e R

bars 105 - 106
The first bassoon answers then to the oboe, undeglthe bass line.
g le
l’ng.l.( IL‘ 1 1.4

) r
bar 107

hed
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I
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N
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Bars 109-113 lining of the first violins by the three flutesisono

A quaver lining of the viola part by the first dlaet have been indicated by Bruckner. This
crescendo accompaniement has been completed herélliyg of the harmony with the two
other clarinets as well as the three trumpets.

b> 1,>
>
gs £ iy e te o o Elbz 3 3F |F
Klar. 1. #ﬁﬁ#ﬂg—ﬁ—ﬁ—‘k—“F—F—F—F—# i St gt} —7 - o
P | e e e — 1t : — 1 — ——+ £ ('
i |
PP cresc. poco a poco f b> §)>
Klar 2 o p—r—— i 5;‘ > > >h'g |p'g
ar. 2.3, - m— T T T T T T T nr b 1 =
in l —= 5§ 5P t Lt
 —_ = T i — — ¥
) | | N I | | - 1] J | I I
PP cresc. poco a poco f

-12 -




Tpi. 1.
it |
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PP crese. poco a poco

e
I'pt. 2 3 f:
in F\[HZY

= vx%__ =iy
Vel
veul |
veul |
-

e N e —¢
e 33535 33 ¥ 3 ¢ & 5 % s
PP cresc. poco a poco
bar 109

2.1.3 Third thematic group ‘C’ (bars 137 ‘letter F’' to 230)

Bars 207-210 :lining of the clarinets’ part e Deum motive in quadruple
augmentation) by the three bassoons. This motive been reconstituted from the
bifolio ,13a“E ".

Bars 209-210 addition of theTe Deunmotive in double augmentation to the flutes
and oboes answering to the clarinets and bassondsdeawing a « scale rhythmic
acceleration » whole note — half note — quarterendthis motive has a cross design
(hypotyposis omnipresent symbol throughout the movement.

L —
s
e

HR) >

FL 1.*

&#:3
S
-~

dim.

=
™
afal | x
e
o
P>
<0l .

) v
fdim. v ¥
A
A A
n F B A,
7
Oob. 1 i @' 1 t ; :a
e L L 1
1
fu’fm.
A

e
Ob. 3,].}

b

i -
L

=
<o h>
<dllN .

Mesures 211-212actaved note « e » held by three obaksihuendo sempje

Mesures 211-214lining of the first flute by the second flute.

2.2 Development (bars 231 ‘letter J’' to 410)

2.2.1First part of the development (bars 243 to 284)

Bars 243 to 250 :

Lining of the lower octave by the first oboe ane first clarinet of thelfe Deummotive in
double augmentation by the three flutes to highlighetter with regard to the rest of the used
orchestral staff (horns- trumpets-bassoons anaigsiyi

! See Faksimile-Ausgabe page 217.
2 This « dishing » unfolds conversely from the lettébar 215 and the following ones): quarter note H ate
— whole note ; see 84. — 4.1 ; it allows a symmelry axis of which is between bars 212-213.

-13-



From bar 245, the second and third clarinets umgethe second and third oboes. At bar 250,
the double augmenteBie Deummotive ends with the notes g — b flaThis b flat raise a
problem because it does not correspond to the dmeajprd of the strings’ part. The b flat has
been replaced here by the note c.

Bars 252 a 257 addition of punctuations in brass instrumentss{firumpet,
trombones and first/second horns) ; punctuatiosgiiad by the bars 276 — 281 which allows
a better motivic correspondence between these assgges.

> >
5 e pe e B ,
Fag. 1. t L s P X I . o ¥ 3 — = L v - 3 - TN 1 —¥ - 3 U e r
=5 . S~ = 3 B A —. e i — L 3 () £
) > P ¥
p cresc ,T("F”p‘ 4 fth.'"
|| == o — bt e o
Fag. 23| Fo - T A it a2 E=— a7 i A 3 o
25 e i B | i R o R 3 e
p crese. sempre f’: e
im.
a2
A B > >
Hu. 1.2, (14 T 2 —
inF 1y ry i |l i 7 ry
in | s b Pt
mf crese. S
9
Hn. 3.4, :&
inF i
O]
f
Hn 5.6, |2
||
e
2
Hn. 7. 8.
in . |23
o
Py > >
Tpt. 1. (1A - - | R—Fr i N ——— 5 ¥
Sp T Simrey ] S N . o i — 3
in¥ ﬁ - B =
5 "= " 4 i I Pt
P cresc mf cresc f
T}
Tpt. 2. 3. (|5
i
e
Ten. | > =
Ir 1T T
AL Pos, x T —
>
fes.. olle e o
o s ; T ; -
B, Pos o = o  —ra P ys
> 5 £ =t 2 5 £ ¥ 2 £
P cresc. mf cresc.
i o
KB, [EET
e
[ == =
n IE -
o) LY > ﬁ? > . > be »
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viol 1 (| A s 3 ﬁtf = _i_%%%.---r ¥ g B¢ I i 2 y M T 1 ¥
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2 7 Z I z Z ! ¥ s 2
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e ly " b |y e iz bo . £ Lo
- s Aoy - 3 % ' % 2
Via. v -4 - 3 I = = X "4 = ” 3 y — .
By S=="r == =
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- R o m [af
>
z fetf e 2
va-fim be | be-f2 VIS b bz, eaf
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bar 252

Bars 257 — 258: the reconstruction of these two missing bars nespby bars 281
to 284 creates a link with the following harmonimgression in a more convincing way

! See Faksimile-Ausgabe, bifolio 13E/,14%, 3.S. page.

2 Begenning of the first eight bars of the recorwtom of the missing bifolio [14/»15«]. See expltoas
in 84.— 4.2.
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rather than to use a rudimentary readjustementefitst two bars of the third page of the
bifolio 12C™.

Bars 259 — 264 because of the lack of other convincing eleméahtsse six bars
resulting of the bifolio 12€have been used to serve as starting point fot eéghaining bars
of the reconstruction of the missing bifolio [145x] by opting for a semitone higher
transposition, what allows to make coincide witk #rrival on g flat at bar 2730ne have to
notice that the cellos part of the bifolio 12C figithe violins 1 part written an octave higher
has been logically reallocated to violins 2 to makerespond the beginning of this progress
with the distribution of the strings part of thédtio 15D/,16" (+ violas and cellos in tremolo
and double basses in held notes). In fact, just #fie exposition of the theme of the Choral,
Bruckner initially seemed to have planned a vergfliransition of eight bars diving directly
into the developmefht This transition was enlarged then substantialgiaes evidence of it
in the bifolios ,13°E (SVE), ,13E (SVE), ,13a“E (SVE) and ,13b“E (SVE). This passag
was late inserted by the composer (in Augudt 1B96) between the end of the exposition of
the thirs thematic group and the bifolio 13E/, P4

)
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3 3 3 3
H e | 4 s | — i | . — b -
N | e e 1 3 e & =t =1 s e = o s T
Viol 2| Hm—g = z e o B 4 o Bt o i £ i e ey et ——t
—F 2 B #“ P AH‘I.J:J 1 saee s e e e S = e
[ ” unis. i g
F dim. e L NN
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- = L1 = -1 4 Z-
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i L r TeSC. Poc IOCO
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e 3 z 3 5 £ z
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r ;
Ko, o Hu T3 T3 83 S
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! See Faksimile-Ausgabe, bifolio 12C page 207.

2 |bid. bifolio 12C pages 207-208. The two last bars veeratched by Bruckner.

% See Faksimile-Ausgabe, bifolio 15D/,16“ page 253.

* Ibid. bifolio 12C pages 205-208.

® See § 4. « Completing the missing parts » — hars 215-241, missing first part ».
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Addition of rhytmic units derived from the Haupthaio horns 1-2, 3—4 and 5-6.

B
Hn, 1.2, . L y T y 2 Fe- ] ¥ y T ) r )
' 1y - S — i e P — v 3 . S ym
i"F \IJ T | W1 T T 1 1| L/: 1 7]
D) P I Pl P 4 v ¥
0
Hn. 3.4. || — L 7 s F — — L o — — L ——
| o —T s T pe—TT & o —
inFI YIJ | LN b 1 | W b & I\_ !. 1
{ o » 79 7| @ CA L
o]
Hn 5.6. —F = y a— F = y — } Y m—
inF e & =% i i m s — - 50 = -
D)
P
mes. 259 etc.

2.2.2Second part of the development : transition to théugue (bars 285 ‘letter L’ to
304) :

Bars 285 to 298 (lettér):

- Continuation of the contrapuntal line of horns @ &uat bars 288 and 289.

f) N
un.i?n.::lmr.. SE E:ﬁ“. = ;'ﬁ,"n.’” = l“ .“ }” uy:@:
D "N L |3 T o (Ao T s gj 1% 12
f marecato .\'(’Hlpl'(‘
bar 285 bar 288

- Bars 289 to 292, addition to the eight horns pércansions and contrapuntal lines
based once again on the Haupthema. At bar 291st®and 4, the « head » of thei@eof
the first movementcf. bars 18 — 19) is evoked.

f ba .. —— | A | ,
Ha, 1.2, ([ ¥ S— o = i I ! - s v
in F[E—= e 2 5 i R— 5 P .
o S marcato sempre v crese. b3 b 1 *
f b, p— p— I
Hn, 34. | —= - e —— == R s % — - —1 = R~
in ¥ AL = = T " iz P ] o S —
" 03] ¥ LA T
S maicato sempre cresc.
4
Hn 5.6, [ = [ — T ) = .\ §— I = =
inF|[HEy—F Rt e I L — 1 v e — -
.J L LK L L
1 J marcato sempre
f)
Hn. 7. 8. | —— ra = = =7 = = ra
| = £ P—— 3 — = — £
o bds & [be
St
bar 289 bar 29112 of the " movement, horns 334

- Aut bars 289 and 290, reinforcment of the trurapelhords des accords des trompettes by
three rombones. Trombones alto and tenor undetti@grumpets 2-3 part whereas the bass
trombone follows the bass line (I - V).

- At bars 291 et 292, lining of the violins 1 an®ythree 3 flutes.

- At bars 297-298, lining of the violas’ melodiod by the first clarinet.
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Bars 299 to 304Noch langsamer:

- Lining of the string quintet part by the winds..

- Addition of a descending chromatic melodic line$h289-300 to clarinets 2 and 3, to
bassoon 2 as weel as to tenor trombone.

Noch langsamer J: 46-50

Klar, 2.3,

.
in B PO g — g ———
o 'T
f:§

Fag. 1. {I £

.l
; S ﬁ__
Fag. 2.3. o

]
A.T. Pos w%
f \\_\—__—_—/ T
e

B. Pos. gi. e ——
— 1
K-Bb. [Pl : —_—

e

j 1R

bar299 - bar 300
Bars 301-302:
- ascent on diminished fifth chords to horns 1 — 4.

- lining of the bass (violas-cellos) by the firsttBu the first oboe, three clarinets and
horns 5 — 8.

- Lining of the violins 1 and 2 by flutes and oboes 2.

2.2.3Third part of the development : fugue ‘Bedeutend lagsamer’
(bars 305 ‘letter M’ to 358)

Bars 305 to 324 (lettév):

- Bars 306-307, lining of the bassoons part by h&ras8.
- Bars 309 a 311, lining of the horns 1 — 2 part bgnk 3 — 4.
- Bars 317 & 320, lining of the violas part by thericlets 2 — 3.

- Bars 319-320, lining of the flute part by the fioktoe an octave lower.
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- To fill in some « hollows » of the orchestratiodd#ion of punctuations derived from
the Haupthema « marcato sempre » :

to horns 1-4 ; bars 305-306

o 1.2, ([ —‘E—
inF 3
o ﬁ marcato sempre
!
Hn. 34. |52 y - y i
inF (R —T—R ﬁ—O—"—
I marcaro sqmpre

bar 305

to clarinets ; bars 310-311

Klar. 1. n# v 3 L 0 h i‘_ h :l
inB Y
% v ,ﬁ’l“(l?{‘tﬁo sempre
a -
Klar.‘i..;, :% - L ;{Rw;}]:—'} ;i‘ 7
_”, marc"mu sgmpre
bar 310
to oboes, clarinets and horns 3-4 at bars 314-315
9_ > >
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to horns 3-8 ; bars 317-318
A >
Hnl:l-: W ;:?{ T r—
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0] L4
A b p— L
Hn.-'i.ﬂr. - e S IE — ".5 I
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bar 317
to oboes 2-3 and to trompet 1 at bars 319-320
L. -
on. 23 (b= o= HF:F#.Z
[y P — T
Y — =
e
[y i Lz a0 i
bar 319
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. 1.2 ([E

inF

Hn. 34. |
inF

and finally to the eight horns, bars 321 to 324

Hn 5.6,
inF

Hn.7. 8.

Hn. 1.2,
inF

Hn. 34,

>
A J . hT N1
- € A~ B
>
5 J M7 N1
1 : —_——e e
€ T L
= - 1 N
{'B - ’ﬁl I
e = W“BUP”- a2
bar 321

Bars 321-324 :

The flute 1 part is underlined by the second flatenpletede and underlinedan octave
lower by flute 3 and oboes 1 — 2 as welle as tird tfhoe two octaves lower. At bars
323 — 324, the three oboes underline the violipar2

Lining of the viola part by three clarinets.

Lining of the cellos/double basses parts by thebass, three trombones and the tuba.

Bars 325 to 333 :

Lining of the first violins part by three oboes.

Lining of the second violins part by three clarget

Lining of the violas part by the first bassoon.

Arrangement of the held chords by horns 1-4 :

ink |

LA T
= == = i S
Y pp : crese. poco a poco
2 : ‘ |
g = | = = € s
¢ PP\_——’ cresc. poco a poco
bar 325 etc.
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Bars 334 to 336 (LetteM):

- Lining of the three flutes part by three oboes. i#idd of the rhythm ‘double dotted
quarter note — sixteenth note’ at bar 335 to b-flaand addition of an ending (d flat after f) at
bar 336 to conclude the phrase with the end ofufee theme (here amputated by its head in
long value) and to create a dialog with clarinet3, Ziolas and cellos which also play the
theme of the fugue

> = -
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> \ e . F . E
i —= N 1 ) o —— I -
Fi. 1. I - ma E 2 <
) ¥
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J marca i - > ba
. poo £ £ - :
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>
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> T - b= P t
:F (I AL ]l I m 5 I
Ob. 1. »— 2+ - - —1 ! =
I — i 18 :
r) 124
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5 > > ba
| 9 2 G hfles = r 2 F m— F
0Ob.2.3. ‘gr- = T s T 7, —— T —
I oL 7 1
:@v T = =
f merealo sempre
bar 334

- Bar 336, clarinets 2 and 3 take over from bass@oaisd 3 by lining the violas/cellos
part.

- Bars 335-336 : addition of an interjection to hosrS.

[}

Lie
Yo

ol

Hn5.6.

in ¥ ,'

L 18D
L1
He|
s

%>

bar 335

Bars 353-358lining of the bass trombone part by three bassoons

2.2.4Fourth part of the development : build up to the cimax (bars 359 ‘letter O’
to 382) :

Bar 359 (letterO) : Bruckner suggested a partial lining of the celpast by the
bassoorfs(first three eight notes of the group of four).isTlining have been extended until
the bar 282, clarinets 2 and 3 completing it frcam ®71 to 382.

! Concernant la mesure 337, voir § 4. « Complétepéeties manquantes » point 4.3 « Mesures 33D a 34
troisieme partie manquante, ‘strette’ de la fugl& rhesures)».
2 Voir Faksimile-Ausgabe, bifolio 20F/,21¢, 2.S. p@g86 ; au-dessus du systéme des premiers violons.
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Bars 361 to 364continuation of the dialog between horns 1 andt®duced from
bar 359, what allows to enrich with a second asiognchotivic line gradatio hypotypos)s
accompanying that of the violas underlined by tluleenets.
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bar 364

Bars 371-374 lining of the first oboe and first clarinet pary kthree flutes plus
oboes 2 and 3.

Bars 375-382:

- Lining of the first trumpet part by the two othenrhpets and by three flutes and three
oboes.

- The first clarinet joins the two other to underlittee high part of the « toccata »
played by the strings in alternation with the bassowhich underline the bass part.

- Addition of the main rhythms to horns 1-4 plus theee trombones to reinforce the
rhythmic as well as the harmonic tension.
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S cresc. sempre

2.2 .5Fifth part of the development : climax - tutti (bars 383 to 410) :

Bars 383 to 390 :

- Lining of the first trumpet part by the two others.
- Bars 383 to 386 : lining of the trumpets part bped 2 and 3.

- Bars 389 to 391 : lining of the three oboes anwactagher by the three flutes.

- From bar 383 (letteP), the toccata played by the strings inevitablyahscthe Finale
of the sixth symphony as well as théAeterna fac» of theTe Deum This toccata draws
virtually a two voices contrepoint of which the heast note is a pedal (typical writing for the
strings) lest appear a rising chromatic melodyimglvalues (e — f — f #). The second voice is
a descending bass. That thus seems natural to etartpe orchestration by lining these two
voices with held sounds, that of the top being uinted by two flutes (bars 383 to 388), the
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first oboe and octave lowedén), the first clarine tat the same pitch thn thstfoboe idem),

the first bassoon an octave lower agaderf), the first tenor tuben and the alto trombone
(idem), the first baf tuben and the bass trombasheny ; the bass voice is underlined by the
third flute (bars 383 to 388), by the clarinetsriz2l 8 an octave lowerdem), the bassoons 2
and 3 an octave lower again (bars 383 to 390)séleend tenor tuben ant the tenor trombone
(idem), the second balf3 tuben 2 and the tudben.

7]

- Quotation by the horns 1-2 and 3-4 of the first proent main theme’s head
(Haupthema) in diminution then under its originlaage, delayed first of a half note then of a
complete bar, following the chromatic progressibthe superior high : e — f — f #.

5= >
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A > >
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in ¥ ||HEY t 1 1
. o v ad qe =3
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h >
N _——= = S
in ¥ ST T T b
e E ) i e
bar 386

- Addition of a timpani rolfff on the note c at bars 385-386 then on f # at¥&rdo 390.
Bars 391 to 402:

A new ascending « heroic » motive (triplet quartetes —anabasis ascensiglayed in the
original orchestration by the first four horns seeimesistibly involves a rhythmic imitation
on every bar's beat. | indeed allows to use thergplarts of the orchestra not ... by Bruckner.
The « hollows » of the score are filled, the imputé the new « heroic » motive is reinforced
(a motive on which moreover it would be natural aaby to sing « Halleluja »...). This
motive reappears at the end of the recapitulation

The rhetoric meaning of the word Alleluia (or « lehlja » as Bruckner wrote it) is an
affirmative gesture, a celestial praise expressitggnal enjoyment. The raid of this motive
can be possibly understood as a kind of breakthrogiying a first outline of what could
have been the conclusion of the symphony as weath@$undamental thematic elements on
which the end of the work would have been build Tipis « heroic » triplet quarter notes
motive could most probably have been a part dhiany case, this is the option which was
choosen and developed in the coda of this reabzati

For the climax at the end of the development, énsed to be obvious to overblow the
imitations between the different parts of the ostheeuntil the break of bar 40li{errogatio
abruptio, momento magi without which the music lets a feeling of brdafisness and
impoverishment. The entry of the three trumpetbaat 398 has the effect of throwing the
music towards a kind of a typically brucknerianverm higher » ...

! See § 4. « Completing the missing parts » — 408rs 553 to 566 : missing sixth part, leading te toda
(14 bars) »,
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Bars 403 to 406:

Lining of the three trumpets part by three fluthsee oboes and three clarinets (see above).
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2.3 Recapitulation (bars 411 to 552)

From the beginning of the recapitulation, the work orchestral completion becomes even
more important, particularly concerning winds ancsses. The second thematic group
shows, besides the coda, to be the most split hadgeable part of all which we know and
posess of the Finale. Indeed, after the ecstasy thadexcitement of the end of the
development, the way to manage to find an affirmeatiharacter (return of the Choral, letter

U, bar 503) turns out particularly hesitating...

2.3.1 Second thematic group ‘B’ (bars 411 to 482)

Bars 411 to 422 (LetteD):

- By concern of a symmetry with the exposition, thelas/cellos part has been here
underlined by the first horn.

- Bars 417 - 418 : continuation of the interruptedade line of the first violins and
lining of this phrase by the first clarinet.

— 3 : ;
Vil 1 [H s — e i - i : =
'% = g ;PJ ‘F}: =
NI
cresc. sempre
bar 415
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- Bars 419 a 422 : addition of two contrapuntal lirtesthe first violins and first
oboes/clarinet. The winds imitate the balance & thain rhythm of the second violins
whereas the first violins weave a contrechant tliyeaspired by the bars 89 to 92.
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bar 419

Bars 423 to 426 :

- Lining of the ascending part of the second vioansl the first flute.

- Addition of a contrapuntal line to the first viainlunderlined by the first clarinet)
underlaid to the second violins part. Horns 3 amthdch the harmonic progression.

This passage deserves that we make a longer stoypgtha brief analysis. The bars 423 to
426 have been reconstituted from two sketches of tréicelle’. The lines of violins 2 and
bass not giving enough indications as for the exattire of the chords, Bruckner having
indicated nothing concerning the nature of the dagno numbering nor other indications), it
was thus necessary to envisage several possiititid to retain the one who turns out the
most coherent.

Original sketches :

A Viol.2 ) . o be be ~ tuﬁ [LRiten'} q# o b#
o Che—— e poe : == = =
!J L 4 T T
4 , . :
5 = ] ] b e i
Alti/Viel, & = Wl
§ Vicl/Kirb. . R y ;
SE== = S== | = |
\__‘—__—/ “-_,~___—__—_/
d flat Maj.------------------- g flat Maj.  dlat Maj. g flat Maj.
5 6 5 or
On a a flat pedal point...(6 and 4) ------- b flat min.?

! See Faksimile-Ausgabe, ONB 3194/14v page 24 anB @M04/15r page 25.
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On the first beat of bar 425, an ambiguity appetg possibilities are indeed conceivable :
the chord of g flat major_ob flat minor ? Between bars 424 and 425, the haitno
«round trip » g flat maj./ a flat maj./ g flat maprns out more interesting while the chord
suite g flat maj./ a flat maj./ b flat min. showself more prosaic.

Completed result :

[Riten.] A
A Viol2 _ . be | b | ‘-b?;é . J - g 2
P A L‘ - D = - 1 - 1 é ITw=l " 17}
o = % = e e
e Viol.1 b & ¢ . ‘
A Hn. 3.4. Hn. 1.2. = Viel. )
i — T T 7 — — 1
| I o T T 1 1 ho> 1T 1= r
IJU e -8] l,b: — < o 2
Alri/Vicel. ® F \ Ten. Tromb.
Vicl./Kirb. Alri ) & be
= T I 1 ¥ o — t ]
P—rry = —= < ' ] ]
o
d flat Maj.----------------- g flat Maj. a#ltMaj. g flat Maj.
5 6 5 6

On a a flat pedal point...(6 and 4)

At the beginning of bar 425, the g flat played b ffirst horn (whole note) prepares the
augmented sixth chord in position of diminishedesgh that we can hear on the second beat
(‘a’ natural at the violas). This melodic line salgrbetter than an ordinay chromatic ascent in
half notes who would have been the following :iftl{fof the chord of b flat major) — g flat —

g natural — a flat.

Bars 427-440, enriched return of the « Trio »haf thematic group B :

For Bruckner, the return of the second thematiagrm the recapitulation is systematically
synonymic of enrichment of the contrepoint andhe instrumpental ornamentation. This is
from the bar 431 that the choice of the followirgigions was made :

Bars 431 — 432 :

- The clarinets motive in imitation delayed of oneadar note (syncope) with regard to
the strings part (cf. exposition, bars 105-106) ae reinforced by flutes and oboes as well
as the first trumpet supporting the harmonies Ipgaged notes on f.

- Bar 433, the motive of the first oboe in the exposi(cf. mes. 107) is now underlined
by the first flute an octave higher.

- Bars 433 - 434, the motive of the first bassoomgjnthe bass line (exposition,
bars 107 — 108) is taken back note for note.

- Bars 433 — 434, addition of punctuation to the fisrn, following the violas’ line.

L A L. . ™3
Hn. 1.2. [ - i
it | 23 £ —

2 T
172 14

i

e

bar 433
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Bars 435 a 439the linings of the expositon were used here iridalty. The oboes
were added to clarinets (eight notes accompanimelotns 1 and 3 punctuate the harmonic
ascent by highlighting the cellos and violas pavitth the main rhythmic motives of the
Haupthema.

n “> > =
o 12, (52 e » e 2 o ——te » s
1.2, (A — o7 — 7 = 1
ar | Hey—% e o 1 H s 5 %
) 2 v % 1%
o
P crese poco a poco f
A > > >
Hn. 3.4, |fE = : —— S ——— ™ e e o —
34, 2 o — 3 13 1 1 P i
inF¥ T T = = ¥ = T v 7 T
& === : - =
{ P cresc. poco dpoco f

Bars 441 (letteR) to 445

- Lining of the violas/cellos parts (held chords) i first tenor tuben and two bass
tubens.

- To fill in a «void » and pursue the continuity thie first flute’'s phrase (bars 441 —
443) ; addition of a counterpoint to the first ahet at bars 443 — 445 :

l\ha.r. 1,‘ @\ — T ﬁ z T f

bar 443

Bars 445 to 448- Lining of the cellos part by the second clarinet

- Lining of the second violins — violas — double lessparts by three trombones.

- Addition of a counterpoint line to the first oboebars 447 — 448 answering the first
violins (bars 445 — 447).

G- N o
Ob. 1.(%’- 'E' 'l,,ﬁ v m— =
J e 2 dim.

bar 447

Bars 453 — 460 to contrapuntally enrich the ascending progressibmhe first
violins, some interventions have been added to svifdarinet, oboe then the flute) to
accompany this ascent. The progression peaks at4%® — 460 reinforced by three horns
underlining the second violins, violas and cell@stg a new melodic line drawn by two
oboes and two clarinets follows those of the vidtam bar 459 :

ALEIPO 2= £ N accel. = £, fe Eo 't
] £ & oo Btp Bt Eo F
P m 1 Y T > 3 i i W I i) | il 1 - | -
. ([ t = t om— t B B Bt = A
— 2 {2
L y cresc. sempre
/ —-_—_\R
,, 26 il Bape Welipe B B
> ; e o b = B
RN | = - - - - - t TES T P s %
5y
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f - £ b — ~
A e  — — '3 } Gt = ey — T — —
Ob. 1. | Ffaw?—4" 1 s 1 s P —X 1 i m ol
) t =] —r ¥ > M == =
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2
4 o e
ob. 2.3, [ = b = = =~ b
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5y r a- ] -
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in B |0 T i T {num) y T - T - [
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" \_¥
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bar 453
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Bars 461 — 464 :

- Lining of the first violins part by flutes and olse
- Lining of the second violins and violas parts bg tharinets and honrs 1-2.

- Same motive at horns 3-4 but in dotted rhythmsyaelaf a quarter note with regard
to horns 1-2lfypotyposiscross motive) :
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bar 461

Bars 465 — 468 :

- Lining of the cellos’ phrase by the first bassoon.
- Lining of the violas and double basses by the fesbr tuben nd the frist bass tuben.

- Addition of a contrapuntal line to the first viodipart inspired from bars 445 to 447 :

haTTS has e
5 £ abe EF\_ be = ﬁbF s
Viol. 1 ﬁé - T P T T A ’ 2 0 | x -':
D) P dim.
bar 465
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Bars 469 — 481 :

We can find in the particeftesix successive joint melodic descents among theffost ones
are composed in two voices joining then homophdiyickhe complete noted high melody
appears under the shape of broken octaves. The lin@sspartially written, had to be
completed.

Here is the reduction on two then three staves lfigger size notes are the ones of the
original particelle):

969 | be be b be
9 1 = I r. b‘.’ bf \) — ‘L"H — IJH b= - BH:
Fl_h DFI ! | | | i 3 | L] o
|E6E: £ 1 S e - . -
% " V |
| | I | |
| ———— b — e e
1 I | I I
P I P | 1 1 |
/_——__—.Q\\ /—_—_—Q\
g3 = o o o°
P’ A
e = — =
RN V4
o
S T I T
— — ly [— | = i H — by | |
Il 1 il 0. yi Lot r
T : ; z , 7 = :-
S | 7 | =4
5
ﬁn T T I
S s S | e J
= be = = 4 % e = =
= = = 3 3 b ¥ ba E

This passage, inspired directly inspired by thecdeding melody of the Choral, draws in a
wider scale a kind of big ascending « staircaske»eind of which ends nevertheless by en
abrupt fall tatabasis descendudt seemed obvious that the full orchestra hagadicipate

in this impressive progression.

Being inspired by the registration of the orgarm, pinogressive addition of the bass trombone
(bar 471) then the two other trombones and theethrempets (bar 473) « feed » the
crescendo and reinforce the held linings of thagsrpart performed by the winds, four horns
and four tubens from bar 469. By taking as modelehd of the development (lettey bars
383 to 390), the addition of a held pedalpoint drigh pitched a flat (flutes, oboes, clarinets
and first trumpet) from bar 473 still increases Hamonic tension and so enlarges the two
voices perspective (see the extract of the orchastire on the following page).

! See Faksimile-Ausgabe ONB 3194/14v page 24 and GMNR/15r page 25.
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These three melodic lines join then in anissono((tutti, stringendo,catabasismotive
descendysat bar 477. This passage ends by a concise dathugh stop gposiopesis,
abruptio, tmesigat bar 481 which could remains the bars 447 -afake Fifth symphony’s

first movement (end of the recapitulation).

2.3.2 Third thematic group ‘C’ (bars 483 to 566)

Bars 489 — 502 ; transition to the return of thw@l :

- Lining of the violas’ phrase by three bassoons @mee clarinets. From bar 491, the
violas part virtually draws a second voice whica Hassoons part extends in held notes

Klar.

Kiar. 2.3.
i

W) 1
o 1 t
” — T i
@ = 1 1 o = TT t
; > -0 o I
~ \\ —
- =
crese. poco a poco
(/) ! F I
y' T T t r
g — 3 I 1 — e = s t
e o ¥ =
S il
crese. poco d peco e
— b ;
Y - f = i T
¥ f T T T f
7 T 1 T 1
I
CIesc. poco a poco
- b
23— t = T T
y I 1 T t

cres

C. poce d poco

bar 491

etc.

Bars 491 to 494, the pedal point on d of the dolialsses is underlined by the low
register of the third horn.

Bars 495 to 502, being inspired by a rather sinplassage of the Fourth symphony

(1878/1880 version, bars 137 — 138) ; lining of thelins part by the first flute then the
second flute in alternation with the first oboerttibe two oboes creating so a switch jump on

the triplet eight notes motive.

- Bars 495 to 500, lining of the violas’ part, fidtall by the first clarinet then, from bar
497, in alternation between two bassoons and tevaneits.

- De 497 a 500, high pitch d flat held by the firsimpet.

(See next page)
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Bars 501 — 502 :

re

=

To maintain the alternation of triplets with thehms’ part, a third line has been added

Lining of the first and second violins’ parts byethirst oboe.

Lining of the violas’ part by oboes 2 and 3.

Held chord by the three flutes (f # - e — f #).
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Bars 503 — 520 (lettdd), return of the Choral :

The harmonizatiorif in the brass instruments of the first eight barshe Choral’'s theme
intoned by the three trumpets has been merely dracethat of the exposition and thus
transposed by e Major in D major. The eight follogvibars (nuanc@) are harmonized
without the participation of the eight horns ane thba.

Bars 537 — 552 (lettdV) transition to the coda :

- Bars 537 to 546, in the continuation of the comeief this missing passage but
oné, i twas proceeded to a filling of this developiextension’s chords of the Choral theme
by three flutes, three oboes, three clarinets and forns in the nuancé then without the
horns in the nuange
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bar 537 etc.

! Concerning the next phrase of the Choral to tts¢ diboe, see § 4. — 4.5.
> See §4.— 4.6.
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The imitations between strings’ part and trumpe3 @ars 541 to 546) has been
enriched by additional interventions of the fiminipet and the first two horns to obtain a
more lively spatializing.
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bar 541

The a flat of the timpani at bar 544 obviously aggeas being a mistake committed by
Bruckner (chord of e flat Major !). It was thus dgad by an e flat.

Bars 546 to 552, return of the « heroic » motivartifor the first time at the end of
the development. The imitations jumping from a garainother part of the orchestra, based
on the rhythm ‘triplet quartet note — two half refeare here reused in a similar way.
Furthermore, we can notice that the motive preijopkyed by the horns and the trumpets
and taken over here by the strings, logically prepahe superimposing of the motive with its
own augmentation (triplet quarter notes — two halfes). It was thus tried to highlight more
these imitations by adding the diminished motivéhi®owinds as an answer to the strings’ part
(see the reduction here below).
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! “Triplet eight notes — quarter note’ motive, b&#49 to 546 in the present realization.
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3. Hypothesis for reconstructing the beginning.

Straightaway, the Finale raises a problem as #®rettact length and the precise shape of the
first harmonic progression with which it beginngeTbifolio 1°C includes 24 batsThis is

the most complete state of the beginning we hawen fthe composer’'s hand. Several
indications however tend to prove that this passdgelld have had a definitive length of 16
or 20 bars...

The bifolio 1°C was partially scratched by Bruckner to annotae ideas drafted under the
shape of sound letters (« Tonbuchstaben ») comespg to the first violins motive’s notes,
letting glimpse a shortened version of 20 barses$tof 24 bars.

As other annotations of Bruckner conffinthe bifolio 2,E” informs us most certainly about
the total length of the first three bifolibsThe length of the bifolio 2,E” being of 18 bathat
of 3,E” of 16 bars, that of the missing bifoloi [«&] can thus be only of 16 bérs

The bifolios £E (SVE), PE (SVE), fE (SVE), £E (SVE), £E (SVE) — not always very clear
concerning the content and thus very difficult niterpret for an important part of it — show
that Bruckner obviously passed through many diffestages and that he doubted a lot before
managing to establish finally a definitive versmfrthis beginning.

The « neapolitan » harmonic color of the Finalstraightaway determined by the first bars
that one can connect, as stated by B.G.Cohwih the bars 225-226 of the adagio of the
same Ninth symphonie :

Adagio
- | : .
(> €7 ou —_— T ] K
oJ hj 4 h# 2 hﬁ hﬁ ﬁﬁ
.‘fJ.,h‘fJ;,'be N
= T T 5 i #55
225 bar 226

! See Faksimile-Ausgabe pages 68-69.

2 Bruckner had the habit to add bars of differefallis and to indicate the total on the edge of ohthem.

%50 bars. See Faksimile-Ausgabe, bifolio 2,E” 48ge 138, below on the right.

“ All the details on this point are explained in keTconclusive revised edition » of B.G.Cohrs; pa2@so 24
‘. The New Reconstruction of Bifolio [»1«E]'".

® |bid. page 23.

-36 -



This progression resumed below under the shapeangilifed quarter notes chords then
transposed a perfect fourth higher to start onstimae chord of d flat major with which the

Finale begins, allows us to observe that thesehatmonic steps descend in a perfect regular
way, in other words, each time a tone lower :

1t It ¥ S & S 1t 1t
QJ ! T i ] T |:”I I l)l ] 5 ! } i
S : : | —- g,i' e
AR ¥ 448
. . . ]
Can i i  —— ol { I I ]
ﬁ'h—F&‘ T I T F_P_Hp_ﬁ_ﬂt
v f i r_lp F H ! 1 : !I i JII HI- bl
1t T 1 1t 1t It

While starting with this pattern that it then hawveen choosen to reconstruct the harmonic

progression of the missing bifolio [»1«E] of whiblkre is a simplified reduction (by leaving
here directly from bar 4) :

4

f) | . |
m -bt‘ & s (03 I < 5 = QI 1
‘;U Fe—F C° (83 ¥ B8 ¢ (VE
(E2=2 == = =t 2

The preservation of the pedal point on ‘g’ at tmepani rather than a pedalpoint on*as
justified for two reasons, at the same time harwadhi structural but also symbolic.

Indeed, if we analyze deeper this beginning, we state that it draws an almost complete
fifth cycle (d major and e major are missing) whossolution after each napolitain step is
merely ignored (see below the chords in little sptewhat gives to this introduction of the
movement its specific and mysterious harmonic color

bt — : .

} o) oz T T T T =
= B T L8] = 1P ©
>34 ?h o) o B o —1 L= 8 ]

e LIRS & |© e = © ha%v 3 kS
h.ﬂ.

" | =

ra U = ! f — TP 8 ) P
it L1 24 D -1 =17 © e
7 5 i e i o f T P T Thd

4 1 T 7 I L8] e f yi- v i
T T [ 7O
h 2

Let us compare now this first progression with fothrer characteristic passages resuming the
same harmonic structure, now ascending and no meseending : the transition to the
Choral (third thematic group, bars 146-154), thgitn@ing of the development (bars 250-258
and274-280) as well as the beginning of the codas(b&7-590).

! The sound letter (Tonbuchstabe) ‘a’ is indicategeatedly on the second page of the bifolifCl(see
Faksimile-Ausgabe, page 68) over the bass trombkastave. Do we have to really understand this attio as
being a change of the pedal point’s note? Diffitoilsay...
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1 example :

~
£

6

The not only regular (whether it is moreover asaegadr descending) but also cyclical aspect
of this progression in four « steps » appears ts da6-154 among which here is the
simplified reduction below. The chords ascend radylby third intervals: e flat major 6 =>

g flat major 6 => b flat major 6 => d major 6

Fl. Ob. Klar.
h | | = | l’()
pr A - Ty e | =l b P
&= 8 ===
o) ] [ T
f cresc. poco a poco
Viol.
S . . > e o
- { e — NP N — bt
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D) Tr1 h-.l >
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o e——fh—F:8 k48 22
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3 > >
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e 2 i i — — )
) 4 4 r
z <
z z z z
z z z
ber bf A f bf 8 B
y i L. *
3 4
2" example :

The bars 250-258 beginn with a f major chord artudgvely found the same chord however
brightend up with the function of a dominant setertiord.

1t
250 Ir i Ir Il bs-
0 | ) o [ Y « M b | ©
| 1 - [ S ) LT 743 F LIZE)
F | T -] 7] Hg—‘—'_n% bR ) F Al ) Py g y i g _S»
| F v WL LY Tied o~ Pl — FY 1
A3V L ® ] L | [ - B 1
e T — | I |
(o]
ho W bo ﬂﬁ ﬂﬁ 1,2 l}g —
9- = . m—re—r ' f
. - 1 I F ] 1 - 1 -
l; ! 1 FY 1 ¥
It 1t 1t

designing here in a way a logical « buckle » clgsin itself.

-38 -

! The end of this progression (bars 257-258) isimissee Faksimile-Ausgabe pages 227-228.

We notice that the cyclical shape of these harmetaps, ascending regularly by tones and



39 example :

A very similar passage resumes the same orchestratid the same themes (bars 274-280)
whose progression is however interrupted at thetlios harmonic step » to leave room for a
dominant suspensei@ e minor (bars 281-284) going to a new sectibthe development
leading then to the central fugue.

Let us note that this declension of the progressiomtrary to the previous examples this
above, is characterized by an asymmetry in the ssime of the intervals between the
different chords: ascent of a major third, theniaanthird then a tone.

The reappearance of this harmonic « pattern » Ighafter have been heard at bars 250-258
(at the beginning of the development), is thuis enadth some modifications not only
because of the need to develop and vary but alsmulse of the harmonic necessity of the aim
being to reach e minor, what makes the progresteoser and doubtless explains the
asymmetry compared with the original harmonic plan.

4" exemple :

At the beginning of the codaletter W, we still notice here that the cycle of the harnsoni
progression (by steps of minor thirds), firstlyangmentation (16 bars), closes logically on
itself (bar 583, the chord of e flat major findseilf an octave higher in the same position as
bar 567). The following eight bars (583-590) giliert way to the next progression, either by
thirds but by tones. At bar 590, we find once aghim chord of the beginning (d # major
= e flat major).

s67 Coda (W) ; 3Im im 3m
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| i an W 1 s Py IZP= O [ 9] [ § ] | bl O o il o~
~—bete e Hholo oo SO oo e
!) o o = | = > | K © _;9. ~— ~—
S— e\'_,e 1
he B
1 g | hsd
— olo ﬂf’ o — — 1 — | T —
‘,0 [ @] [ ® ] r—p— [ 9 ] [ ® ] = o 7 et [ § ]
e | iy — [ 8] [ @ ] Lh ISl § ] [8] ki
A he & ) [ § ] o P b e ] [ 6] b I [y
- o lo I —L= hl = o lo w3 [ OF
o O @ o ) —
T . ;
| 3m
2m 3m
1t
584 It r 11 3 T
" \
o) L - He Pe to o fe
P A IsK & ] b M - e = [Pl LS ] =
2 |~ [ & ] IR n s I 4P L6 ) o =7
| & an W [ §] 1~ o ol hil
\.JU ; » P2 ]
— fo
0 sl s | ¥y TP=
E’. | iy [P L e ] b
b iy 6] I~ B T

If 1t 1t

We have to observe that during his first attemBtsickner did not seem to care about the
regularity of the harmonic progression nor evenuakm close thematic link with the bars
225-226 of the adagio. This thematic link, it seemvas not straightaway obvious. It is

! See also § 4. — 4.2.
% See the sketches, Faksimile-Ausgabe page 6, OI98/31
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enough to look at the bifolio 1A then the biflic¥C] 1°C and £C . One notice however that
Bruckner got obviously more and more close to spdm. The comparison with the
beginning of the third thematic group (before thhofal's entry), the first part of the
development and the beginning of the coda thuswalloonfirming the credibility of this
hypothesis.

The descent at the beginning of the Finale in Sew@alhrs’ 2006-2008 realization shows an
irregularity (1/2 t - 1t - 1t). One of the argumeipresented by the protagonists highlights the
appearance of the descending tetrachord (d flatb flat — a flat) who would be the premise
of the Choral (d — ¢ # - b - a). This relation evartheless hardly audible because the Choral’s
theme is neither underlined by the instrumentationexplicitely « visible » (no held sounds)
from the melodic point of view. It becomes only gegptible from a strictly abstracted and
analytical point of view.

Another question about this harmonic progressioncems the way it could end, which
means on a sixth and fourth chord (note ‘a’ as pediat at the timpani) to be better linked to
the b flat major 6 chord (in the case of the sugipreof the flute solo’s four bars).

Starting with these options to keep a regular detiog progression by tones, the
« corrected » version should appear logically so:

1t ‘ It It

o J ] — —
o o c—" b0 £—C4 v e &
S AP g—rtg 5 [y AT 15 (o o
e "8 — §8 —11 4ig
It 1t ' Vi !
Y% Z Z Z Z Z Z Z
¥ [ ® ] (9] [ § ] [ ® ] » € )y [ ]

However, by proceeding so, we could not start anyenfrom the d flat major chord but from
a d major chord, what would take us away some nfiem® Bruckner’s intentions, by
imagining however that the latter kept the idebeagin with a d flat major chord ; what to tell
the truth we can not finally know...

This solution could seem logical given that the plony is in‘d’. Maybe Bruckner would
have finally decided to begin the Finale in a lagsbiguous harmonic way? It thus could
better explain the indication in sound letter «@ver the bass trombone’s stave (and not over
the timpani’s stave...). Nevertheless we have km@awledge that the indications sporadically
spread and crossed out on the pages 2 and 3 bfftiie 1°C are really hardly interpretable.
How from then on to be certain that the four badidated « a » effectively correspond to a
change of the timpani’'s pedal point?

Furthermore, nothing proves that pages 2 and ®@mtfolio T'C are effectively reused to
sketch the « definitive » version? Indeed, eveeyp sif the progression noted in sound letters
which we discover is twice repeated: »f ces esxd«>& b d #« 2% »C ges b a« 2revealing
still clearly a descent based on three harmonpssé@d not... four!

Finally, the distribution of the indication »e #d compared with the bar-lines is spread over
five bars and not four, what is not very clear eith

! See Faksimile-Ausgabe pages 53-56 and then résglgqiages 59-62, pages 63-66 and pages 67-70.
-40 -



Consequently, to make a link between this stagefivork and the hypothetical content of
the lost bifolio [»1«E] seem to us to tell the brvery questionable.

Futhermore, we can note that the systematic repetif the same motive in the first violins
every time « landing » on the same degree canduwirpredictable at the end of three times, if
we do not add to it any irregularity. When we olieehe first sketches of this beginning, we

can notice that Bruckner cared in the third steméor / e flat major) to change the melodic
design of the motive.

By making a synthesis of these few reflections agdreadjusting the available sketches
according to the plan of a descent by tones, Iselfeei obtained result:
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The chord of d flat major 7 (dominant chord;-6@®sition) on the last two bars 11 and 12
sends back to the similar idea adopted in the ptasalization concerning the bars 257-258 ;
so breaking the previsibility of the harmonic stephich ends here on an ambiguous

dissonance (bars 11 — 12, g natural at the timggmibolizing and synthetizing vertically the
harmonic « neapolitan » essence of the Final@i(tigt— d flat).

Quite as theexamples 2and4 detailed above (beginning of the development azginming
of the coda), this sequence is also a kind of tydurckle ». Furthermore, the last chord can
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be understood as a ninth dominant chord with dishied fifth logically linked to the g flat 7

chord, +4 position (flute 1 solo interjection, t&da of the fundamental notes: d flat — g flat)
or, when one choose to ignore the four kemtslibitum of the flute solo, also linked to the
b flat major chord, position 6 (fundamental relatiof third as well by starting from ‘g’ as

from ‘d flat’).

That is what brings us to the role of this flutdospassage. With regard to the length of
sixteen bars which probably should have had thelibif[»1«E], does this suspensive
transition turn out essential? We can understaadl tthis interrogative moment is in fact a
kind of «residue » of the progression such as IBrec initially imagined, based on four
neapolitan descending harmonic stefighe composer chooses then to reduce the sequence
among three harmonic steps, replacing the lastbgng suspensive interjection of four bars
(the flute solo...).

Some poeple could possibly think about a kind dfita@ation to this passage which could
incite to justify at all costs preserving it. Thes&lo flute passage » however seems to us
constituing an « event » at the same time corveatind of particularly meaning suspense
which, when it is passed over, engenders a feaingore uniformity and even relative
unidirectional sending back to the initial conceptiwhich had had Bruckner for this
beginningas the first sketches sfowndeed, Bruckner had imagined at first a starpognt
build on a much more monolithic evolution.

We notice that this even obsessional recuring aonckthe composer, trying to achieve the
highest formal perfection, is not only observablesome sketches from a symphony to an
other, but that this accurate search was alsotegrad part of his way of working at the first

stages of the composition of a work. The sketcligeeoFinale of the Ninth symphony, even

partial, are an additional example of the progeess the procrastinations of Bruckner. One
should not lose sight however that the Ninth synmghas an entire work, remains unfinished
and that, if Bruckner had lived only one more ydae, hypothesis of a likely revision would

not have been to exclude.

We can open for a moment a bracket by considehagtits made by Bruckner in the Finale
of the Eighth symphony and at the same time toroobhthe Haas edition with that of Nowak
of the 1890 version.

It is interesting to confront cuts made by Bruckirerthe Finale of the Eighth symphony
(Leopold Nowak edition — 1890) and to compare théth the previous publishing of Robert
Haas. On this subject, we share the remarks foteilay B.G.Cohrsconcerning Robert
Haas who, « for good reasons », reinsirted in @agr the 12 bars of the « Gesangsperiod »
inexplicably deleted from the recapitulation by &kner, so restoring a considerable
structural balance

But Bruckner proceeded to other cuts in the Fiodldne Eighth symphony. Sometimes these
deletions can be considered as harmful to the alafiorv of some transitions of the original
1887 version. For example, the end of the thirdndéc group, just before the beginning of

! See Faksimile-Ausgabe, the sketches pages 3-811ahd 37.

? |bid. the sketches pages 3-5, 12 and 31 or the bifdligpages 53 to 56.

% See « The conclusive revised edition 2012 » page 2

* Recapitulation of the « Gesangsperiode »: thesBHars befor®o are replaced by 15 bars coming from the
1887 version. Similar considerations are also jpbssind musically relevant about the reintegratioregle by
Robert Haas in the adagio of the Eighth symphony.
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the development — where we can hear a brief vinio after the tuttiff in the 1887 versidn
One pass over thus much more quickly from the aftthe end of the exposition to the
horns’ entry at the beginning of the developmelmhost as by a kind of « zapping », the link
between both sections being maintained howeveflyri®y the rhythmic accompaniment
formula of the cellos/double basses and timpanielbeless, if the 1887 version could
effectively sometimes suffer by places of certa@ngthes, we think that it allowed daring to
recognize to Robert Haas, at least in the pre@se of the Eighth symphony, to have showed
a perspicacity which we would this time be tried donsider as superior to that of the
composer Indeed, in the example which we give at prestese few twenty bars seem to us
necessary for a better fluid transition betweerhl@tennts, more progressive and musically
richer, a kind of necessary decompression, onnigtgrto calm to approach the development
without anymore this feeling of copy/cut and migsihetoric structural link.

It is all the more paradoxical as the author of plnesent realization discovered the Eighth
symphony in Eugen Jochum’s recording conductingBedin Philharmonic Orchestra thus

using the Nowak edition. When | heard the Haasadior the first time under the baton of
Gunter Wand with some significant differences ire thdagio and the Finale, | was
immediately convinced of the gain value of it, tregin of which | found later by discovering

the recordings of the 1887 version by Eliahu Irdvad Georg Tintner.

We shall not go so far as to say that the ablagfathe flute solo interjection at the beginning
of the Finale of the Ninth symphony is of the sasnger although it pulls along, it seems to
us, a disturbing simplification. From then on, eviénit can be criticized by a strict
musicological point of view, the preservation afthorrelative passage of four bars, quite as
the reintegrations committed by Robert Haas in abdagio and the Finale of the Eighth
symphony, seemed to us musically justified. Prafgrihowever to let the choice to the
interpreter judge the relevance of this argumenratihe passage is indicatad libitumin the
score.

Except these few digressive considerations, thettngsis of a bifolio [»1«E] of 16 bars may
be still envisaged in a different way. It is indesghceivable to remove the first two bars of
the opening timpani roll as well as the first tward of b flat major 6 chord by taking care
however to reduce the interventions of violins H &n(triplet quarter notes motive) to two
bars (see the reduction to the next page).

The structuring of this motive by two bars corresg@moreover to what follows immediately
later (letterA). From then on, it is any more necessary to dehetdlute solo. Musically, this
solution works even if it has nevertheless for egugnce to tighten inevitably the musical
discourse, offering a more concise version, eveybmanore struck of the beginning.

Furthermore, a light metric inconvenience appaaesodd number (three) of interventions of
the cellos and the first oboe (see the followingregle).

! Between letter© andP: 4 bars in the Nowak edition, 20 bars in the 188ion reinserted by HaaSther
additions are situated before the letRgrHaas restored 5 bars of 1887 (before the maimehef the Finale
played by three flitesand the last addition is situated just before théag 4 bars reinserted 10 bars after the
letterTt.

2 Pierre Boulez, in the interview accompanying théCDrecording of the 8th symphony, conducting thenfia
Philharmonic Orchestra, confesses to have prefditedHaas edition to Nowak’s for its « better stuual
balance ». A heretical choice ?...

-43 -



BN
3 [
A
[ T wWEdd | NN
®
-
L] n
[ Al (el o
NS
. .
Al Nl Ay
u’
[ EaN At I ;‘n
| TN
| 18
£ J
Sh
AillE
-+ X !
:_:__ At
— |8 TTe A\ [o]ee AN
| [ x
—| Ko o
@ -
£ i o
[>] mi.N j.‘l’ .
w il ™ vu ..lim
= . SRISS
| P
Ll >|w < [N s
h ~ N
= = [ BH
= S
= = (e ' AN
1]
=
=
o | 1 ) .
g 2 | AW
B mi.N mi.N 1. 8
NG N e [

[»1«E]

¥ ]
1] / &

7

S

LN
zan
MY
! 1 e |
H e
AN
™
" e
. LW
I A 14
e
BN
14 A
K o (
N 1 NN
L.uwl.l Mi.N
L 18
L_Nll
ul.
i » WNoLe NI
L8 ..\
H Ei= s
! A
VS
Pt
MI
- AR A
(T4 |
hlnm o 9
(\1 =t

P cresc. sempre

S ol
| |_n‘v_ At
MI.
] AT N
- Ihhv
J (L™ i
..5 i »
A u |~
AL b N !nvlﬂ
mﬁuP S >"
b
| =% TelH
m AT & =77
| Ll < 8/
N il 5
s T T
( H._ Sl & i
o N =~ o >
b [ TRNN :
o AN
i i [ 35
) AT
R\ 2, 9™
== o =
£ A ¢ g
[y I 15 NG :
S 3k A
= B p i
@ S < M
= = o
H | Aad
[
[\ B | |
o
o
| 1
o’_ Al Tl
[\ TIe[® . N
S \ (1
= el
T4 m
P
2 SR, =K
= ~ E = o
= < m = |8
R mi.N H . -”.h
N N N

 TITENG
B
=
waop e
A \Neluolles] W
w
%)
wgeo| b
il
=y fK»...
N
N
"
mi.

- 44 -



4. Completing the missing parts.

4.1 Bars 215 to 240 : missing first part (26 bars).

Bars 215 — 230 (lette) :

On a bifolio numbered »13a« wearing the date ol.«August » as well as the indication
« neu » (new), Bruckner had apparently the latgeptdo enlarge the transition between the
end of the exposition and the beginning of the tgraent (pedal point on ‘e’). A second
unnumbered bifolio contains the continuation o$hiolonged transition, bifolio that it seems
obvious to identify as being the »13b«. Concerrhgfirst half of this passagetésisof 16
bars), there are few available elements, if it a$ the supposed continuing ostinato of the
violins (quarter note — triplet eight notes), theg duration values part of the first flute (bars
216 — 222) and oboes 2-3 taking over (bars 2250} 28 well as two bars of what we could
identify as being the beginning of a chromatic ées¢d — c #) the trace of which we also
find in the bifolio ,13°E* (SVE) (d — ¢ # — ¢ — b) and a timpani roll on &spearing at the
same place as to the entry of the two ohoEmm these thin elements, it was necessary to
recreate a logical link with the bars 211-214 Ijoable then triple augmentation of the cross
motive hypotyposisfrom theTe Deumin mirror to the winds (first oboe, first clarindirst
flute and then finally oboes 2 and 3), a kind ofthmical decrescendo symmetrically ensuing
the bars 207 — 214.
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! See Faksimile-Ausgabe, page 214.
2 dib. bifolios 12C, ,13°E (SVE), ,13a“E (SVE) and ,13b“E (SVE) in Faksimifeusgabe, pages 205 — 207
and 213 - 222.
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- Bars 219 — 230 At the first horn emerges an augmented presentatfotheme
identified for this completion as the « Halleluja ¢also used at the end of the coda), a
thematic idea evoked by Bruckner to his physiciaoh&d Heller. Structurally it allows
establishing a thematic and mood correspondenterghtened by the increasing use of the

Te Deummotive — with the « coda of the codastaiis pedal point on d, lettef bar 667).
This transition towards the development, quitehesend of the development (cf. « héroic »
motive bar 391), are the two moments of the Findtere appear for the first time the new
thematic elements which will dominate and charamterthe coda imagined for this
completion, what so cements all the better theajlabchitecture of it. It is naturally about a
subjective choice to make a new theme listen whiah almost nudity of the passage
nevertheless seems to allow and even to require.

Hn. L2,
inF

e [5&3

rp T~ - /“\_,/

mes. 219

- Bars 223 —-230:

- Reapperance of the initial rhythmic motive ineafed notes to horns 5 — 6 preparing
so progressively the entry into the developmentteld, bar 231).

s | PP s | 5.
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bar 223

- Appearance of the descending chromatic melodi€ id — c # then completed by
c - h) attributed here to the first basson lining tremolo part of the cellos.

- Addition of a pedal point on’e’ held by the doelilasses during eight bars.

Bars 231 — 240 (letteD):

The first ten bars of the development break the afiiity of the stasisin e minor by a
progressive sliding in the bass by using and byaesmg the descending chromatic motive
previously heard (first bassonn and cellos at B2 — 230). This progression opens at first
by an e major chord with d as the bass note (+4d3hthen the bass is descending (c # — ¢ —
h; bars 231 — 236).

The reconstruction of this passage, very hypotaktis mainly based on the bifolio ,13bE
among which some indications sketched on the {haige (opening motive of the movement
noté on the stave of the bass tromBjnket think that Bruckner most probably made a
mistake and that he would rather had to write plaig with a G clef (attributed in the present
realization to the first oboe and to clarinets)iom fourth page remained emptindeed, there
IS no correlation between thigee Deunts motive annotated by Bruckner (first flute) aruk t
inital mottowhere appears at the fourth bar a strange btfiaing) the h of the flute, it allows
to have some doubts concerning the relevance dafoident. It is legitimate to suppose a

! Theme coming from the Trio of the Scherzo, lefidyars 113 to 128.

2 See Faksimile-Ausgabe, bifolios , P8 (SVE) 2.S. page 214 and ,13a“E (SVE), 4. S. 22
% bid. pages 222 — 224 or see in « Rekonstruktion deogkaph-Partitur », pages 57 to 60.

* Ibid. page 223.

® |bid. page 224.
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fortuitous delay of four bars. And actually, whameanoves these four bars a page farther, the
main motive is linked then very logically with cent of the following bifolid. Nevertheless,
the uncertain bass line must be a little adaptedrding to this reorganization in spite of the
only available pattern of the hand of the compog®ttern however clearly previous to this
late insertion of bifolios ,13a“E and ,13b“E. Sdtex various attempts to make the four bars
of themottowith the descending bass, and given the harmbiyihim (a whole note then two
half notes) of the first two bars of the bifolioB/314“ (ending of the progression) ; it seems
that a regularly chromatic bass — whatever is digrionic rhythm — is incompatible with the
progression of the initial main motive ! Indeedsystematic progression in half noptes is not
satisfactory when one litterally « land » on thepstonstituted by the d major 6 chord (first
bar of the bifolio 13E/,14%). The rhythm « whole teo- two half notes » at the beginning of
this bifolio allows to guess how it was conceivestjbefore.

From then, rather than to want absolutely to hamg scrupulously chromatic bass, it was
considered preferable to base oneself on the lagbuhe inital motto as well as on the
harmonic rhythm of the beginning of the bifolio X3E"“. The bars 237 to 240 correspond to
the structure of bars 241 — 242 drawing the follaybass line:d -c#-h /b flat - g# - g
(d-cis-h-b-gis-g.

The reappearance of chromatism is fully justifiednf the thematic and motivic point of
view. It indeed reinforces the cohesion with vasi@pisodes already heard in the exposition
(bars 66-70 of the present realization or, jusblefthe bass at the end of the exposition of

the Choral from letteH, bars 199 — 207) but also to come (in partictiarleginning of the
coda, letteMV).

Quite as the reconstruction of the clarinets argsbans’ parts in the missing second ahe
beginning of the bifolio 13E/,14" gives a preciougication concerning rhythms and the
oboes’ part (here underlined by the first trumpétgleed, on the first page of the bifolio
13E/,14" we see the first oboe playing a quartetenohereas the two other oboes, for the
same note, Bruckner indicated an eight note. Thitivic differentiation completely
corresponds to what we can observe a little faithéie development bars 273 - 374

- Lining of the cellos and double basses by threassoons and horns 5 — 6.
- Reappearance in repeated notes of the main riythistive to horns 1 — 2 and 3 — 4.
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D
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! See Faksimile-Ausgabe, bifolio 13E/,14“ pages 2238.
>See § 4. — 4.2, missing second part, bars 262 27
% See Faksimile-Ausgabe, bifolio 15D/,16“ page 253.
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passage:
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4.2 Bars 257 to 272 : missing second part (16 bars).

Bars 257 — 264 :

Six of the first eight bars of this passage whiohrds sixteen missing bars were reconstituted
from the transposition a semi-tone highe of thestdrto 16 extracted from the bifolio 12C
(bars 259 — 264). The reason of this transpositsothe following one : the end of the
harmonic march of bars 250 to 256 brings us dedelgtito a seventh dominant chord on f
(bar 258). An harmonic connection is then possinlly by transposing six bars of the bifolio
12C. However, the absence of convincing elementsaroing the content of these last two
bars (and thus the first two bars of this recomsion) made us invent a transition played by
the winds (oboes, clarinets and bassons) directlgiied from bars 281-284vhich allos to
create a unifying relation with the thematic eletsemsed at the end of the development’s
first part (bars 281-284) but also more fluid witle bars 250-256 in which were added
interventions to brass instruments inspired frons #2¥6-281 ; the purpose being to have a
natural retunr of the triplet eight notes motivelwé violins.
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! See Faksimile-Ausgabe pages 207-208.

2 The first two bars of the third page of the bidoli2C (page 207 in Faksimile-Ausgabe) resulting ahuch
more primitive and brief state of the transitionttee development were discarded because of thegulsr
inadequacy with regard to the bars 250-256.

-850 -



One can note that the bars 263 — 264 were discamigdrossed out by BruckneHowever,
because of a lack of sources or other better tenglements, these two bars have been
preserved. The two main rhythmic motives stemmirgnf the Haupthema were added
(horns 1 — 6) to the winds’ and strings’ parts athgwritten:

bar 259 etc.

Bars 265 — 272 :

From bar 263, a descending harmonic progressioss)lyaning from d flat (augmented fifth
chord, bars 263 — 264) and going to g flat majergl273 — 274) appears as being the most
obvious solution ; a progression which the harmqaice, being inspired by bars 259 to 264,
was conceived by steps of two bars each. The fallgwsequence of eight bars
(bars 265 to 272) has also thus the regular maifigs 2 - 2 - 2.

The eight bars phrase using the Deunmotive in double and triple augmentation end (asboe
and clarinets) at bars 265 — 266 to be then radidyeflutes and oboes (double augmentation
only, bars 267 — 272). We also find there the nnaythmic cells distributed to clarinets and

bassoons in the same way as thet were just befdrerns 1 — 6, bars 259 to 266.

The first two phrases of the bifolio 15D/, 64llow to guess with a high probability what had
to precede in the winds’ and strings’ parts. Tafit this passage, the main rhythmic motives
continue to be heard in horns 5 to 8 but this tima syncopated way, what creates delays
with clarinets and bassoons. These kinds of syrcapeabundantly used in the fugue.

s
Hin 5.6. | B
inF o 1 — - o = - —H
() Iz} — T 12 — T Lz r 1Z8
mf cresc. pocq a poco
L)
Hﬂ?s "' L TR P 7] LTI L & L TION LT3 LT} . P 7]
in F.\|PEy——L— R e s s —— N s o
3} 44 49 vd___ede 44 Fed dd e
Wf cresc. paco a poco
bar 267 etc.

! See Faksimile-Ausgabe, bifolio12C page 208.
21dib. page 253.
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G flat major
(bifolio 15D/,16")
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Reduction on four staves :



4.3 Bars 337 to 349 : missing third partstrettoof the fugue (16 bars).

The use of the sketches and the study of theirouarievolutionary phasesrossed out
repeatedly by Bruckner nevertheless reveal a meosal way which goes from f minor
(letterN, bars 334 — 335), passes through g flat major 38@j and then through e flat minor
(bar 338), e minor (bar 342), b major (mes. 346)imally go to ¢ # minor (bar 350).
Musically and technically, this passage seemsdbfyuthe appearance ofsarettogiven that

it corresponds to the end of the fugue and thatraiee of tension generated by this basic
contrapuntal principle leads naturally to the ingsiee return of ¢ # mindff (tutti, bar 350
and following ones). Furthermore, it was obviousniert a second bristrettobased on the
sixteen notes motive of the contrasubject (secaaling then three oboes, bars 345 — 346).
One can also note that the density of the counirrptiows a five voices writing at bars 340
— 341.

of Bruckner’s sketches).

! See Faksimile-Ausgabe ONB 3194/13 et ONB 3194/4dep 21 - 24 as well as the clear setting of the
different phases of elaboration of this passageTine conclusive revised edition 2012 » pages 30.—
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this reduction, but only the continuity of the céenpoint).
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Bars 350 a 352rom these three bars, only the bass line is iegisthich appear as
the reversalifiversug of the HaupthentaA reconstruction was possible by being inspirgd b
the following six bars

- The notes ¢ # - d flat — ¢ # at trumpets appéaronsly as common notes between
the three chords ¢ # minor — b flat minor — f # onjrbars 350 to 358.

- The part of first and second violins and flutepthemaectug and the starting
note ‘e’ were deducted according to the progresstierf #, first notes of the two following
harmonic steps; bars 353 — 355 and bars 356 — 358.

- The violas/clarinets’ parts is traced on the I#88 — 355 and the bars 356 — 358.
Same concerning the oboes’ part.

- The part of horns 1 — 4 was deducted from thiedohg bars (353 to 355).
- The interjection of the fifth and sixth hornsbair 352 is traced on that of the bar 355.

- The bass (cellos/double basses) is underlindaabgoons, the bass trombone and the
tuba.

Reduction on four staves:

! See Faksimile-Ausgabe, the sketches page 23,sytem.
21dib. bifolio 20F/,21“ pages 285 and 286.
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4.4 Bars 481 to 488 : missing fourth part (8 bars).

The reconstruction of the bifolio 27/ »28« is tleadt problematic. Indeed, by using the
available sketchésand by adding to it the likely eight missing bpreceeding directly from
these sketches, it counts a content of 24 barsiandf 16 bars

Some of the explanations and hypotheses given By@&hrs sont are very little clear and
even hardly understandableThe latter sends back to the bifolio »13a« (?find a non-
existent melodic line of the oboe — while it is Ipably theTe Deummotive in whole notes
(augmentation) appearing effectively to the secand third oboes but in the bifolio ,13b“E.
According ot him, this motive results of a Gregartheme supposed to be a quotation of the
hymn « Christ ist erstanden » identified as sudfam 461 — 464 in the present realizafion.
This resemblance seems to us rather doubltfullusschoth melodies are hardly afike

Given the vague elements or at least very quedilenaxplanations of the german
musicologist and especially the musical result tiatconsider as not convincing at all of this
return of the so called « Christ ist erstandenemé fff (tutti) transposed in d minor,

considerably discouraging so in an anticipated Wy recapitulation of the Choral (third
thematic group); a completely different solutiors fieen conceived.

The triplet motive at the beginning of the bifoR8E/,29° (violins) let guess it has already
begun some bars previously. It is in fact the aq@amment formula of the Choral in the
exposition, ostinato which had had then serves as an obsessing pdrpaimeement
throughout the first part of the development. Téappearance of this motive is thus perfectly
logical because it is one of the specific attribotte¢he third thematic group. When the theme
of the Choral reappears in brass instruments (refihdt then gives the way to the fourths
and fifths motive stemming from thiéee Deunm(strings).

One can observe that the first two bars of thelibifd8E/,29” were initially indicated 5 - 6.

In the present realization, they have been constland numbered 7 - 8 as being part of the
end of a cycle of eight bars. It is necessary tternno fact that these two bars initially
numbered 7 - 8 by Bruckner were later changed Into2 (see at the bottom of the page).
Consequently, it did not seem to us improper tosm®r that the preceeding bars could be
linked as well to a complete cycle of eight batbh@lgh the composer did not find essential
to indicate it or simply omitted to do so.

From then on, the concluding brutadceleranddend of acatabasis descendusf bars 477 —
480 curtly stops on d minbat bar 481 4posiopesisabruptio, tmesis A process of transition
so effective as rudimentary has been chosen fr@n tm: a timpani roll on d (nuang}
extending of two « expectation » additional bars slkequence of bars 477 — 480 (four bars)
=>4+2=6.

! See Faksimile-Ausgabe, pages 24-25.

2 The most likely distribution of the bars shoudthe following one : 6-6-6-6.

% See « The conclusive revised edition 2012 » page3s.

* See Faksimile-Ausgabe page 308, fourth page obbifoéio 26F/,27“. Furthermore, at page 35 of B.®!gs’
presentation text, the author refers to bifolid2@7" ; most likely an other mistake. It has to te bifolio
26F/,27".

® |t is very simple for example to compare with tlifferent choral realizations of J.S.Bach, whetinés under
the title « Christ ist erstanden » or « Chist lag odesbanden ».

® See Faksimile-Ausgabe page 309. Let's note anpliceble high ‘e’ at the first flute with regard the d
minor chord? It is obviously not the fifth of theard as asserts B.G.Cohrs in the last paragrapbated to this
passage in « The conclusive revised edition 205age 35.

" 1dib. the sketches page 25, indicated « SchluR d-mbjf 'Bruckner on the top of the page. This descent
reminds the end of the recapitulation in the finstvement of the Fifth symphony, bars 447 to 452.
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At bar 482, aritenuto allows to breathe then to move on to lefferbar 483, with the
pendulum’s swing of the violas underlined by clat;nand bassoons inspired by the bars 489
to 494 which here is below the reduction on thteges :

One can observe here that bars 485 — 486 thenpicdicipate the bars 491 — 494.

-58 -



45 Bars 521 to 536 : missing fifth part (16 bars).

Mainly agreeing with the hypothesis of B.G.Cohms « The conclusive revised edition
2012 %, the harmonies and the treatment of the themehnhire realizes here are however
appreciably different.

With the elements of both bifolios who preceed &olldbw the missing bifolio 30/»31«, it is
rather easy and logical to reconstitute its costehihe two bars played by the oboe at the end
of the bifolio 29E/,30"suggest rather explicitelyd logically the inversion of the Choral
theme whereas the first bars of bifolio 31E/,32'papr as being the continuation of a new
episode by the woodwinds and horns accompaniedtigyteened toccata (strings) of which it
is relatively easy to reconstruct the shape of gshe missing bars. This toccata is then
improved with some trumpets and horns interventi@e® bars 540 to 546) using the same
motivic material as the strings, but here in repeatotes.

In the exposition (letteG), the presentation of the Choral has a lengthdob&rs. It is then
followed by the repetition of the theme in e mgj®rbars) which finally lands on a sharp ¢
major — e minor ending (16 bafs)n the recapitulation, after the return of thstfil6 bars in
brass instruments (lettdd, bars 503 — 518, d major — e major), the inversibthe theme
takes over (oboes — clarinets, bars 519 — 530 @hgth of 12 bars, it corresponds to the
permutable part of the Choral, the last four barsrépeated notes not being obviously
reversible. Then come the last 16 bars of the tetca

Here below a comparison between the beginning efGhoral in the exposition and the
reconstruction of the realizeidversusfor this completion. The fundamental notes of the
chords are indicated in small:

! See pages 35 - 36.
2 Metric structure of the Choral in the expositiat6+8+8+16 = 48
% Metric structure of the Choral in the recapitidat: 16+12+16 = 44
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One can observe that in the six bars of this rdcoctton appears a triplet of half notes. This
motive was already used in the exposition of ther@hby Bruckner at the fourteenth bar
doubtless to enrich the end of the melody basetbonsimple repeated notes. It was thus
obvious to try to use again this motive in suchaywt appears at least once quite as in the
expositior!. It is listened again a last time in the coda dtetromboné) just before the
quotation of the seventh symphony’s main theme.

One can also notice that bars 7 — 8 of idxetusand the linversusof the Choral’'s melody
harmonically coincide because they end on two haitsout chord change — on a dominant
chord in the exposition on the one hand, on a tohard in the recapitulation on the other
hand. One can finally notice that the bars 11 efithis phrase end, quite as in the exposition,
by a cadence in the dominant (g major — d majahéexposition and a flat major — e flat
major in this reconstruction of the recapitulatipisp allowing a suspensive tension linked to
the the first chord of what follows.

The reconstruction of the six following bars is remmpletely traced any more on the
exposition’s structure. One can see below howedvatr the harmonic progression evolve by
steps of two bars as well in the exposition ahierecapitulation, the four central bars having
been inverted in this reconstruction. One obtaintveo neapolitan harmonic progressions
(tritons ¢ — f # andl — a flat) then two harmonic steps based ont¢herse dominant - tonic
(b — e_andd — g). It is interesting to note that the lasthanic step (the first two bar of the
bifolio 31E/,32") appears under the shape of V1- g) on the contrary of the exposition
where the second and fourth harmonic steps arelboth(c — g and a flat — e flat).

The justification of this harmonic permutation betfour central bars is not the consequence
of any fantasy from the author 'une but directlguis of the chosen option for the twelve
preceeding bars. Indeed, as it was previously ptedethis reconstruction of the twelve bar
of inversion corresponds as far as possible tdhémmonic rhtythm of exposition, the last two
bars corresponding too :

- Exposition, d repeated (bars 173 — 174) : g m@)er d major (V)
- Recapitulation, e flat repeated (bars 529 — 530flat major (I) — e flat major (V)

After the last chord of e flat major (bar 530), laod progression to the third (c major)
appears to be the more relevant solution to relauhe musical discrouse and to create a
coherent and natural harmonic bridge linked tori&vet sectiontpccatg. This transition thus
happens by a chromatic sliding at the bass (erfegor 5 — ¢ major 6).

The inversion of the Choral theme continues thenndufour bars (bars 531 — 534) in a
chromatic way (melody : ¢ — ¢ # — d — e flat) suloaited to the harmonic progressions (bars
535 — 538) while keeping however an ascending neloge which is again reversecetug
when the following sequence begins (bars 539 — Bdéncep).

! See the present realization, bars 176 and 524.
? |bid. bar 618.
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Here below the reduction on four staves:
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4.6 Bars 553 to 566: missing sixth part, transition tahe coda (14 bars).

First of all, the reconstruction of the bifolio 328« is based on a metric evaluation of its
content. The last two pages of the bifolio 31E/,38Veal a numbering « 1 to 6 » made by
Brucknet that it seems logical to close by two additionatsbde allowing the following
symmetry 4 + 4 easily deductible by repeating tte 2 + 2 of the first four bars of this
sequence. An addition of twelve bars divided in 8 +seemed necessry to achieve a
convincing increase of tension to lead the musia tdimax leaving the listener on the front
of the « big gate » of the coda

A dialog between the three trumpets and the twortémbens, a bass tuben as well as the
three trombones based on the rhtymic motive preWointroduced by the horns continues
from bar 551 until the bar 560 :

bar 551 etc.

The ‘triplet of quarter notes — two half notes’ metseems indeed to imply an increase of the
tension, quite as at the development’s end, b imean appreciable different way. If the last
bars of the development suddenly break aitefrogatio abruptig, the insistent typically
brucknerian use of this motive being then reduaedriplets of quarter notégushes the
progression until an effect of saturation whichpstby the dissonant of diminished dominant
seventh chord of ‘d’ filling the complete tessitwhthe orchestfa This tense and dramatic
progression succeeds toralentandoinspired by the last bars of the recapitulatiortha
Finale of the Fourth symphony’s first thematic grofef. version 1878/1880, bars 409 to
412). The last 14 bars of the reconstruction of gassage remain empty and surmonted of a
fermata(necessary break time for the extinction of thengband for a general breath). It is a
kind of suspended interrogation quite as the baR 4h the Fiunale of the

« Romanticessymphony. The harmonic structure of the passagen fbar 551 is thus
constituted by four successive steps of four backhied bars (which the first two bars belong
to the bifolio 31E/,32%) ¢ # major (position 5) +k&ars (4+4) of the dominant chord a major 7
(position 6-5 + 4 bars of-7keeping the ¢ # as the bass note.

! Return to the horns of the « heroic » theme ajréwmdrd at the end of the development.
? Bars 565 — 566.

® Ibid. bars 563 - 564.

* Ibid. bar 565, augmentation of the rhythmic half noti.un
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Reduction:
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4.7 Bars 567 to 725: elaboration of the coda.

Here is the more speculative part of the completidre claimed freedom with regard to the
main formal plan and the layout of the conteneistive however this « freedom » have been
very strictly « worked up », the coda having beesighed indeed from thematic elements
almost exclusively stemming from the Finale itsdlhe orchestration (« terracing » of the
various parts of the instrumentarium) and the amintal treatment were also scrupulously
inspired by the style of Bruckner.

In the perspective of a full completion of the H@mao adopt a musicologicaly honorable
attitude is, to tell the truth, simply and objeeliyr impossible to hold under the constraint, if
we go up to the end of the logic of such a rigorposture, to stop purely this work where the
orchestration of Bruckner comes to end. In othemdwsp exactely at the end of the
recapitulation...

Indeed, little of convincing material which we hawereconstitute the coda could inevitably
direct to arbitrary and thus subjective propostiott is essential to well understand that
concerning the coda, only some thin sketches ofa length of 52 bars are availabnd no
author of a realization of the coda can this dajintlto possess more elements from the
composer’'s hand. Furthermore, it is necessary égigpthat on these 52 bars, the 24 first
ones with wich the coda begfsre the only ones to be rythmically and themdiical
characterized as well as four other bars beginamthe chord of ¢ major appearing under the
form of an ascending choral in half ncteghich corresponds to the inversion of the bars 67
70 of the present realization (cf. end of the ekos of the first thematic group). The 24
remaining bar’s of the coda amount to a simple harmonic sketctwiich the thematic
content is unknown...

Besides these thin sketches, one only have somaevesgtimonies (Richard Heller, Max
Auer and Max Graf) concerning the conclusion of fEngale. Testimonies which, to tell the
truth, do not allow to have evan a rough idea efrtiain structure that Bruckner would have
in mind or some more of the total number of barthefcoda.... | however felt intuitively that
this ultimate part of the Finale ought to have mparable size and importance to that of the
Finales of the Fifth (140 bars) and Eighth (63 pagsnphonies. My « extrapolated » coda, in
four parts (respectively of 36, 28, 36 and 59 hdhs)s counts quite 159 bars for an exposition
— development — recapitulation of 566 bars alllifamong which 8 optional bars). For the
elaboration of this coda, a kind of synthesis hesnbrealized from the thematic elements of
the Finale integrating them to two types of forrs@lctures previously used by Bruckner for
the codas of the Fifth and Eighth symphonies ;eetypely a Choral provided with a motoric
accompaniment and @oagmentatio(combination, overlay) of the four main thems bé t
symphony crowining a long and solemn progression.

The coda begins (lettdV, bars 567 to 602) by a long weft of which it wa=ady question
in 8 3 (page 38). It is about a progression of assl{F.-A. page 6) in 4/4 build on a tritonic
harmonic march thematically linked to the main tkeefmversu3. | extended it of 12
additional bars (bars 567 to 602) peaking at thetajion of the Eighth symphonie’s
Haupthema (bars 599 to 602).

! See Faksimile-Ausgabe pages 6, 45, 47.
2 |bid. ONB 3194/3 page 6.

% Ibid. ONB 6085/45 page 45.

* Ibid. ONB 6085/43 page 47.
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The second part (letteX, bars 603 to 630) concerns the last appearanite&@horalj.e. the
main theme of the third thematic group, here hahdiethe same way as in the coda of the
Fifth symphony with integrated quotations of theim#emes of the Fifth and Seventh
symphonies. This «return » of the Choral reproducere in each accompanying voice a
rigorous contrepuntal process (one could even sag way even stricter that Bruckner
himself because in the coda of the Fifth symphdhg, composer allowed himself some
digressions in the conduct of the voices betweendwinds and brass instruments which
were not committed in the present realization).

The third part (lettelY, bars 631 to 666), begins by the use of Brucknfens bars sketch
The adaptation of this passage reminds here the @eolins and brass instruments, bars 631
to 638) of the Fourth symphonie’s Finale (similachestral tracing and delays in the violins
parts). The bars 643 to 666 are then based osdhes duriusculuginsistent repetition of
descending sixths and sevenths), adaptated of itkie fig progression of the Finale’s

beginning (lettelA, bars 23 to 46 of this realization). The distribatof the orchestration is
here exactely the same except the bass jusghsi$ duriusculusreninforced an octave lower
by bassoons, bass trombone and tuba. This themsti;n re-connects then with the last
available sketch of Bruckner dated May 189Bnis latter limits itself to a simple harmonic
draft of a metric structure of 16 bars: 4 bars dfat major in 6 position — 4 bars of f major
(fundamental position) — 7 bars of eleventh domircdord (a — ¢ # - e — b flat — d) running
aground on a surprising bar of a chord of domirwdrthe dominant with dimished fifth in 6
position (g # — b flat — d — e, climaparrhesia abruptip. The « heroic » ascending motive in
quarter notes tripletafabasi3 followed by two half notessg@ltus duriusculuswhich was
heard for the first time at the end of the develeptiplayed by horns and then trumpets (bars
391 — 402), reappears here at trumpets from thet enfjor chord (bar 651) which answer the
horns in echo combined with the four tubens and &to/tenor trombones which chant the
Finale’'s Haupthema.

The coda of the first movement is also preceedea Ipassage of huge tension suddenly
stopping and leaving the place to a solemn desogr@horal in woodwinds relieved then by
the brass instruments (bars 505 — 516). In thernfamhents of the Finale, this dissonance
parrhesia abruptiobar 666), a sort of resurgence of the adagi®satiance (bar 206) seems
necessary to break the uncontrollable drive ostond (Choral) and third (« heroic » phase)
parts of the coda to end on an ultimate landing@capp) allowing not only to find a last
long breath before the conclusive ascent but alseemind us the metaphysical embodied
nature of this music. Indeed, an overview on thetiNsymphony leaves the clear feeling of a
less affirmative work than the previous symphorfas euphemism!). One could even speak
about a symphony of the doubt, solitude, isola{ehagio), about the face to face with death
and the quest of absolute of a man at the endsdifeidestroyed by the disease.

The fourth part (letteZ, bars 667 to 725), the « coda de la coda », bnik long pedal point
on d, so as Bruckner most probably seemed to plaah ¢f the sketch ONB 6085/3&ppears

here as a kind of mysterious and ethereal remintstef the first movement's coda (letkér
bars 519 to 567). This long progression has théesgharacteristic to be connected not only
cyclically with the first movement but also to aespond structurally to the last progression of
the Eighth symphonie’s Finale which also ends larg peroration in crescendo opening by
the solemn tone ot the tenor tubens. This ultintescendo builds itself thus on what |
identified as being the « Halleluja » theme (2 Iscaind 2 Wagner tenor tubens from bars 669

! See Faksimile-Ausgabe ONB 6085/4%age 45.
2 Ibid. ONB 6085/43 page 47.
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to 684 then 2 trumpets from bars 685 to 692). Tiesne comes from the Trio of the Scherzo

(violins 1, bar 53 letteB / idem bar 205 letteH — and cellos-basson 1, bar 113 lefiyr
Finally, the coda peaks with the same neapolitasatiance of e flat major on the pedal point
of d (bars 693 to 708) as in the end of the firsvement. This big tension finds a resolution
in the coagmentatiqoverlay, combination) in d major of the four mairemes of the work

(letterZ’, bars 709 to 721), so crowning the whole work eyaictithe same way as the eight
symphony.

Richard Heller, Bruckner’s physician, testified ttliamajestic « Alleluiah » (the spelling of
Heller is here different from that usually usedthg composer) had to conclude the Ninth
symphony. Bruckner indeed explainded to his phgsithat the Finale would end by « a song
of praise dedicated to the dear Lord », this themming from the $econdmovement’..
However, when Bruckner performed the Finale atgiamo for Heller, was the order of the
internal movements scherzo-adagio either adagierzoR?

Would Heller have confused the place of the twotreéiqmovements or misunderstood the
composer’s comments? There are no answers to theeston Furthermore, Heller would
have tried to specify about this « Lob- und Pregh (song of praise) “ wollte wahrscheinlich
Tedeum sagen ” (he — Bruckner — most probably véatttespeak about thee Deum— what
would let think that Heller would have heard theimalements from th&@e Deumwhen in
1895 Bruckner performed the Finale with coda on Bidsendorfer — a perfectly plausible
thematic resurgence given to the reappearanceedbthiths and fifth§e Deunmotive at the

transition to the development section (four bafeteeletterl of this realization), in the first
part of the development as well as in the recagtitah of the Choral.

It is not improper to imagine, quite as i twas tiase for the Eighth symphonyhat the coda
of the Finale of the Ninth symphony could have eedl since the day Bruckner had
interpreted it at the piano for Heller. This hypedls could explain the existence of late
sketches which are usually the sign for Brucknet the composition had arrived at a state
requirring some clarifications. From then on, thenpas much as the content of the coda were
maybe (definitively?) established only during thstimonths of the composer’s life (May —
August 1896)? One have to notice that if effectivBruckner was at this stage of the
composition, and had maybe started the orchestraftighe bifolios 32, 33, 34, 35, 36 (and
more?...) ; one unfortunately possess only very i@awes. As wrote John Alan Phillips, the
« souvenirs » hunters doubtless found more integedb steal bifolios rather than some
sketches...

In his thesid John Alan Phillips approaches the question aftstitute end in the middle of
the third thematic group, a sudden transition imedi by Bruckner (who was extremely

! The theory developed by B.G.Cohrs in « The contugevised edition 2012 » pages 41-42 seemsla Hiit
superficial. Indeed the musicologist evokes a thivd added by Bruckner next to tHeinitialy indicated on the
front page of the adagio ; the writing of this liseeming a little different; it would imply an imgon of the
order initially planned for the internal movemertigwever, this hypothesis is based on nothing fddiacause
it is simply impossible to know that effectivelyeth had been later changed iftb but, furthermore, nothing
informs us objectively, in the likely case of awénsion, if Bruckner had decided to indicate tHarmge on the
front page of the adagio immediately after his chovas made or a few months later. In brief, warafeont of
a total uncertainty and an insoluble problem obadetogy between the testimony of Heller and théndadf the
hypothetical but nervertheless likely inversionviletn the scherzo and the adagio...

2 A sketch ONB 6070 dated August™&885 (on which appears the indication « Hallelujh reveals that at
this time Bruckner had already elaborated a finstrer version of the Finale’s coda (47 bars), npagressive
than the chosen one for the 1887 version (71 bles)us note that the definitive coda of the 18892 version
has a length of 63 bars.

% John A. Phillips -ibid.; “The Te Deum as Ersatz81.1.11 andThe conjectural Te Deum transitior83.3.8
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worried by the idea of dying) allowing to inseretkntry of thelTe Deum.. Obviously, this
solution can not be seriously taken into accourtbse of the proportions problem and the
musical coherence of the work: the duration of TeeDeumbeing about 25 minutes. What
could mean such an “intrusion” after having heardf3the Finale (approximatively 18 to 20
minutes of music)?

It is possible to try to understand this altermatas a kind of surrender on behalf of the
composer, realizing that he would most probablyehaw capacity and the time to develop the
coda in a sufficient way and to revise deeply th&t of the piece as he usually did. That is
probably why Bruckner choosed to insert an extewwak into the symphony as an escape
solution.

Another question remains. Was the coda completayched? In May/June 1896 Bruckner
proceeded to a complete renumbering of the bifolidss procedure described in detail by
B.G.Cohrs$ implying a renumbering of the whole piece was &ui¢he consequence of the
duplication of the bifolio 2F, of a length of 36rbainto new bifolios ,2“E and ,3“E of 18
and 16 bars respectively. The manuscript of thenrsaeore stops at the bifolio 31E/,32". In
May 1896, Bruckner dated some sketches by mentjothie existence of a bifolio 3%plus

an indication in brackets « 18 », what most propablresponds to the number of bars) and
36°. This reference note sending to a bifolio « 3&B@gen 36. 19. Ces »), indicated on the
sketch of the choral beginning in ¢ major, is dataly 19", 1896 and clearly stipulates that
the tonality of c flat major (Ces) has been reachiethis specific place of the score (bifolio
« 36 » thus). Nevertheless, it seems interestingptece that this indication should logically
have appeared on the corresponding sketch datecfffayl896. It is not yet the case, one
can wonder thus legitimately why?

Further more, an other skefcllso dated of May 27 allows to notice that Bruckner, after a
progression of which the precise content is padity difficult or even impossible to guess,

had effectively reached the tonality of c flat ntajDo the last four bars of this sketch

correspond to the first four bars of the followsigetch, of a length of 24 bars, including, after
16 bars of progression, the dissonance followedhieyconclusive pedal point on d? This
hypothesis seems rather likely.

! See « The conclusive revised edition 2012 » paget0.

% See Faksimile-Ausgabe, 1 S. Particellskizze zumalEiKrakau, page 49, at the top of the page orighe
% |dib. ONB 6085/45 page 45, in the middle of the page on the left.

* |dib. ONB 6085/47, page 46.
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The Finale of the Ninth symphony may sometimes nthleesame impression of a « not
completely accomplished work » or a kind of intedmage stage still « to accomplish » quite
as the first versions of the Third (1873), the Foyd874) and Eighth symphonies (1887).
The reasons of these difficulties to end his Nisginphony were probably a conjunction of
mental and physical disorders. However, this masiays fascinates, although incomplete,
so much by its greatness, its power that by thettwemking enigme of its incompletion. We

know the same problem with another extraordinam@yny which left unfinished because

of the death of the composer but, in this case ¢etely sketched out, leaves this strange
feeling of a process left in suspension for evetuxally, | am thinking to the tenth symphony
of Gustav Mahler.

The composition of the coda thus strongly attemptedespect a marked out stylistically
frame. A developed and detailed analysis and ptasen try here to demonstrate how much
it is the case below:

Bars 567 to 590 (Lettet) :

As it has been previously specified page 68, trs¢ §ketch of 24 bafss the only one which

is thematically characterized in a continuous waythe coda. The handwritten is clear and
sure. Maybe intended to initially fill another rolkean to begin the coda — the australian
musicologist John Alan Phillips evokes differenaftls of a transition towards the exposition
of the Chordl ; nevertheless this long progression seems to tmafiad logically its place at
the beginning of the coda by its solemn charactetevbeing thematically connected with the
beginning of the movement. The indication C (4Mdeed implies a slowing down of the
tempo with regard to the main 2/2 of the movement.

It seemed natural to devolve this passage to tirggst(violas and cellos in tremolo, double
basses in hold notes in the same way as for theagas at bars 223 — 236, 259 — 273 or still
the bars 667 — 684 quite similar concerning théestration). This progression is thus closely
linked to the beginning of the movement as well lesmonically (tritonic steps) as
thematically {(nversusof the main theme in violins). Here below a redarctof this harmonic
framework :

! See Faksimile-Ausgabe, sketch ONB 31947age 6.
2 See « Studienpartitur Textband, Musikwissensabhét Verlag Wien » ; ‘Concerning the coda — |.'gpa
153-154.
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Bars 567 — 574in augmentatiohcompared with the opening sequence of the Finale,
the progression of this neapolitan or « tritonipatern evolves under the shape of a dialog-
echo between violins 1 and 2. An answer was imagtoeeach of these interventions to the
first horn and to the first trumpet based on thmesahythmic motive, that of the horn being
inspired by the progression leading to the Charahi expositiohwhere already appeared a
dialogue between violas and the first horn. Thewansof the trumpet is here ascending
(inversusof the chromatism compared with the first clarjndhe motive in long value of
which the tail chromatically slidepdssus duriuscul(ss played by the first clarinet.

! The first 16 bars contain one only chord for tvesblength.
2 Descending chromatic motive, see Faksimile-Ausgpbges 179-180 or bars 139-142 in the present
realization. This chromatism anticipates and ansuethepassus duriusculusil played by the first clarinet.
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Bars 575 — 582these 8 bars are enriched by the entry of the #md fifth horns as
well as the woodwinds (flutes, oboes and bassotmgjensify the rhythmic tissue and
intensify the crescendo. The third horn enters isyacopated way on the main rythm as
previously heard The woodwinds also punctuate the progression thighshort version of

the main rythm in a more and more tightened way fiith horn is then added from the bar
579, always on the main rythm.

! See bars 105 — 107, 325 — 382, 431 — 433 and 461 in the present realization.
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Bars 583 — 590for the crescendo of the next 8 bars, the harmpaoe of a chord by
bar implies a contraction of the main motive stifiributed to violins 1 and 2 playing now
unisono This ascent is sustained by chords of threedlated two oboes in the same way as
in the exposition during the progression leadingtte first appearance of the Chdrah
dialog goes on between the first two horns anditeetrumpet whereas the second trumpet
sustains and reinforces the chords of the striags fpy repeated notes.

The passusduriusculusmotive is played in octaves by the first oboe #relthree clarinets. It
is also half shortened.

! See Faksimile-Ausgabe pages 189 to 193 and b@r®1¥62 in the present realization.
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Bars 587 — 590 after four bars, to more densify this crescendmelsrando, horns 3
and 4 as well as the three bassoons answer intiomitan the duration of a half note to the
woodwinds (contracion istretto of thepassus duriusculysvhile the horns 1 and 2 continue
to chant the main motive continuoushegtug with regard to the violinsifversu$. Horns 5
to 8 sustain the harmony by held chords which ozo® and fill the medium of the harmonic

spectrum.
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Bars 591 to 602 Kauptzeitmal »:

From bar 591, the sketch of Bruckner is continuedn extrapolative way. This return to the
main tempo («Hauptzeitmalfd») during eight bars is followed byrallentandoon the four
bars preceeding the ultimate appearance of theaChor

While at bars 587 - 590 the nuarfoete had been reached followed byciescendoon the
duration of these four bars, a return to the nuamezzo fortallows then to manage better the
last crescenddefore the entry of the Choral. Violins 1 and ihjeiolas/cellos to sustain the
twelve bars of tremolo in high tessitura. Duringsh&91 to 598, the motivic contraction
previously begun becomes more marked by the imdiores of horns 1 and 2, of the three
trumpets and alto/tenor trombones overlayed oriptetstretto based on the long duration
motive (passus duriusculysto woodwinds and horns 3 - 4. This motive fints ariginal
syncopated shapé&om the bar 597.

! See Faksimile-Ausgabe page 260 or bars 301 torB0@ present realization. This motive indeedespp for
the first time just before the fanfare of the tretsin repeated notes introducing the fugue (b@ts-3304)
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During the four bars ofallentandq the syncopated motive is played by all the high
woodwinds whom answer the first four horns in imta. The main theme (Haupthema) of
thea &§ symphony is then quoted and is used as an elenfiéamsion allowing to « propel »

the entry of the Choral. We can see below thataghygearance of this theme is motivically

prepared, finding a common origin with both maird aonstituent thematic motives of the
progression of bars 567 — 598.

Here is what wrote John Alan Phillips in the « S¢ngartitur » édited by the MWV, page
154: « One could compare here the Finale codakeofburth to Eight Symphonies, which
likewise begin with a motive formed from the pripai theme. It is also significant that a
descending chromatic motive is used here whichalewe similarity to the principal theme of

the first movement of the Eigktf. m. 4 thereof) as well as to the first movemarihe Ninth
(cf. m. 65 thereof). »
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Four bars of rallentando, appearance of the « Hiaupa » of the 8symphony (bars 599 —
602) :
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Bars 603 to 630 (Lettef) « Choral » :

Of a length of 28 bars, the three parts constranctibthe Choral 8 + 2 8 + 2+ 8is the
consequence of the quotations of the main themekeo' and 7' inserted between these
three phrases. These quotations are integratedhetdirst two verses of which the tonality
corresponds every time to that of both evoked symials: b flat major for the"s e major for
the 7". At bars 610 — 612, the main theme of tHbs&mphony appears in augmentation to
horns 5 — 8, quite as one can hear it in the b@6s-5598 of the Finale’s coda of the same
symphony. At bars 619 — 622, the main and initiahte of the 7" symphony (bars 3 and 4)
is also enounced in augmentation by horns 5 — 8.
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This alternation between the phrases of the Chamnal the quotations of other thematic
elements was inspired by the model of tffesgmphony’s coda of the Finale of which one
can see below a reduction of the ultimate reappearaf the augmented Choral.

5™ symphonie — Finale, mesures 583 - 598 :

The rhythmic « dressing » of the Choral was alspiied by par the™symphony’s coda.
This accompniment is based on two elements :

the quarter notes triplet to violins and violas,ythm which remains

omnipresent from the bar 602 (one bar before lefieuntil the ultimate bars
of the work, which means within the concluso@agmentatiomain theme of

the first movement, rhythm of the scherzo and woicer themeanabasis-
ascencio
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the motive which, strictly speaking, evokes the efithe %' symphony (dotted
rhythm + octave jump) derived from the main thenfetre Finale. It is
motivically prepared by the terracing and the sesi® additions of bars 567
to 602. This rhythmic motive in repeated notes appenany times at the
beginning of the development or still throughoute ticentral fugue
(ponctuations). From the bar 603 (letk€}, this rhythm is distributed in the
woodwinds, horns and cellos/double basses underskiape of different
« thythmic stratums » which allow to hear, quiteimsthe 8" symphony’s
Finale, the beating of the rhythm ‘dotted eightenetsixteenth note’ on every
quarter beat. This rhythmic distribution is doulda,one side to the group of 8
horns, on the other side to the woodwinds and sfltwble basses.
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Bars 631 to 642 (Lettex) :

This progression of 12 bars begins with the usewof bars resulting of the last sketches of
Bruckner, a Choral in half notes starting on ¢ major whioh melody is ascending (e - f # -
f#-g#-aflat— b flat - b flat - c). It is #fact an inverted reminiscence of the first themati
group of the exposition (see first horn, alto tramé alto and first violins, bars 67 — 70 of the
present completion). Quite as in the expositions t@horal and its harmonization are
attributed to the quartet of the three trombonektaba followed by four complementary bars
which extend this ascent by reproducing a simiamntonic scheme (bars 635 — 638, trumpets
and horns).

Let us note that violins 1 and 2 adorn the two upoéces of these eight bars with dissonant
delays in quarter notes tripletsgmolg.

This ascending Choral accompanied with such orngatien is not remains the coda of

Fourth symphony’'s Finale (version 1878/1880, lef¥er bars 517 to 532). When one
attentively examine the content of the sketchethisf ascending Choral, only the first four

! See Faksimile-Ausgabe, page 45.
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bars sem to have been preserved by the compogemesih being scratch out or hardly
interpretable and thus with great difficulty expédle. Nevertheless, it is possible to
approximatively count the number of bars situatetivieen this beginning of the and the
arrival on c flat major (four bars) of the sketciNB 6085/43 1 of which content is clear
enough at least concerning the number of barstenddture of the chords.

If we take into account the chronological orderilatited to these sketches by refering not
only to the Faksimile-Ausgabe (pages 45 to 47) hl#o to the last pages of the
Studienpatrtitur (Autograph-Partitur) edited by Ja&an Phillips and proposing a clear up of
the content of these sketchethe number of missing bars between these twméeiscan be
deducted without being able however to use theetdnobviously little significant.

Particellskissen, ONB 6085/45Faksimile-Ausgabe page 45 (see also Autograph-
Partitur page 139}the first part of the ascending Choral is distidalion the first two
systems of this page. Three valid bars on the dingt (then three scratched out bars),
the fourth bar being noted on the second system.fiVk following bars are unusable
because of the absence of convincing content.

The third and fourth systems are entirely crossté#d The fifth and last system
resumes explicitely the first bar of the secondesys thus the fourth bar of the half
notes Choral. Les quatre premiéres mesures ayanuétérotées 1 — 4 par Bruckner,
elles trouvent ici logiguement leur suite sous ferdiune numérotation 5 a 8. Ces
quatres mesures complémentaires n’ont cependantdgasontenu spécifiquement
utilisable mais laissent cependant clairement apparque la phrase conséquente du
début du choral devait avoir une longueur trésgogment proportionnelle a la phrase
antécédente.

Particellskissen, ONB 6085/47Faksimile-Ausgabe page 46 (see also Autograph-
Partitur page 140)in spite of a rather poor and hardly interpretabbntent, this
sketch-page lets appear approximatively 15 or 16 pa) of a transition (see the first
two systems). The third and last system seems rresmond specifically to the first
four bars (c flat major) of the 24 bars sketch OBIB5/43 page 47 in the Faksimile-
Ausgabe. Furthermore these two sketches have tme stte: May 21, 1896.
Consequently, they naturally seem to have to fallow

In summary, the hypothetical « plan » imagined bydBner should possibly have been the
following : 4 bars of the Choral in half notes +additional bars more likely continuing the
ascent + 15 (?) or 16 bars of transitibwith indefinite content + 24 baramong which the
eight last ones concern the « coda of the codédimate part of the Finale beginning on a
pedal point of d.

The choosen solution in the present realizatiasttdo approach this metric structure 4 + 4 +
16 (157?) + 24 [= 16 + 8 pedal point on d]. To the four additibbars of the ascending

Choral 12 bars (4 + 4 + 4) of transition have baanexed here (and not 16). Indeed, not
having found in a enough convincing way the meang¢ate a link-bridge of 16 bars, and in
the concern to avoid any redundancy, the held isolts being musically the most relevant

! See Faksimile-Ausgabe, page 47.

% See « Rekonstruktion der Autograph-Partitur (A&3h den erhaltenen Quellen », MVW, pages 139 1o 14
% Faksimile-Ausgabe, page 45.

* |dib. page 46.

®|dib. page 47.
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thus took shape in a little different way with redyao the plan Bruckner has apparently in
mind.

From bar 631 (letterY) to bar 639 of the present realization, woodwiraisl brass
instruments punctuate the ascent of tromboneshybsequential interjections derived from
the main rhythm one just heard before as accomgartiof the Choral (bars 603 to 630) as
well as shortened quotations of the Haupthesstustheninversus
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The twelve following bars thus serve as « link »tHe last big progression of sixteen bars
leading to the ultimate section, the « coda ofdbea ». The first four bars of this « bridge »
are build from the inital motiveaversusto violins 1 and 2, the whole having been insplgd
the transition precedind the entry of the Chordbieeits first presentatidn

So, in bars 640 to 642, flutes and oboes playytaiottted held chords quite as in bars 147 to
162, a process also used during the progressidrais 584 to 590. The rhythmic motive
played by clarinets 2 and 3 in the exposition imsb®46 to 162 (again the initidllotto
reduced to an insistent motivic rhythm) is resurhede in repeated notes by horns 1 — 4
whereas three clarinets reply with the same delagyetive, these interjections reminding
moreover, again to clarinets (2 and 3), the bads-1462.

! See bars 147 — 162 of the present realization.
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Bars 643 to 666 the continuation of the 12 bars « bridge » coasistcreating a join
of 8 bars being linked with the 16 bars of the sk€dNB 6085/43",

This « arrangement » was inspired by the firstgoiggression of the beginning of the Finale

(letter A, bars 23 to 46 of the present realization — indgdhe upbeat of bar 22). This
passage of the coda has a 24 bars length giventtisabrdered in an almost similar way
compared to the passage of the expositon takerodsIpexcept the latter has the following
harmonic structure:

6 bars (a minor with an added sixth, postion 6) ha2s (dominant seventh on g,
position +4) + 4 bars (dominant seventh on a flasition +4) + 12 bars (c minor with
an added sixth, postion 6/+4) ;

The chosen plan for the coda slightly varies : & lfa flat major, position 6) + 4 bars
(d flat major, position 6) + 4 bars (c flat majgosition 6) + 4 bars (f major,
fundamental position) + 7 bars on the dominantmettord in d minor + 1 bar on the
dominant of the dominant diminished fifth, positiérffermateparrhesia abruptif.

Nevertheless, the thematic progression is similar.

The main theme in long values (triply dotted halfen— sixteen note ; bars 651 - 666), again
quite as in the exposition (bars 35 — 46), appteatise four tubens to whom are added the alto
and tenor trombone. There is however a signifigifierence compared to the exposition
where the main theme was three times heard (12 ibars minor with an added sixth
= 3 x 4 bars) while it is four times here (4 x 4d)aof which twice on the dominant ninth
chord (bars 659 — 665).

Thesaltus duriusculusnotive (including the upbeat at bar 642) to basspborns 1 — 4, bass
trombone/tuba and divided double basses (augmémtieiths, sixth, seventh and then ninth or
octave jumps) as well as the repeated notes ryhtmmotive of the woodwinds are used here
similarly to the expositioncf. bars 23 — 46). It is the same concerning the guadtes triplet
motive played by the violins 1 and 2 (bars 643 8)Giassing then to the descending scansion
on the same dotted rhythms as those hammered idwinds (bars 651 to 662). Additional
event, from bar 651 begins imitations between tiree trumpets and horn 1 — 4. At this
moment indeed reappears the « heroic » motive Heattie first time during the epilogue of
the development (bars 391 — 402 of the present l=iiop).

! See Faksimile-Ausgabe, page 47.
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Bars 643 to 650 (8 bars of « link ») :
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Bars 651 to 666, arrangement of the sketch ONB B@85

Nota beneas it was already mentioned in pages 6 and 7igfthiesis, the first flute plays a
superacute c flat which is a licence accordinghe tsual tessituras used by Bruckner

concerning the flute, the b flat”” being the highaote. This c flat”’ is however legitimately
justified because of the continuity of the uppetdade line: ¢ flat — a — b flat (bars 651 to

666).
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7 bars on the dominant ninth chord in d minor 4alL dn the dominant of the dominant
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Bars 667 to 692 (Lettef) « coda of the coda » - « Halleluja » epilogue:

The sketch ONB 6085/42nds on a pedal point on d of 8 bars length. étrsemore than
obvious that this «coda of the coda » should arlccdhave been of the same gigantic
envergure as the one of the first movement (barstd567), as much by the scale as by the
character.

In the great symphonic structures of Bruckner,thematic links between the first movement
and the Finale are close, more particularly whatceons the coda. From the second
symphony, the main theme of the first movement peaps but only under the form of a
quotation. At the end of the Third symphony, thaume of the « Haupthema » takes more
place by crowning the last bars of the work withlliant trumpets and then concluding
homophonically on d — a — a — d. As regards thesad the &, 5", 6" and 7" symphonies,
the Haupthema has a more unifying role, with theuparity in the %' symphony, for
instance, of multiple combinations of the « heroitheme of the first movement with the first
theme of the fugue (bars 514 — 545). In the comadgsbars of the '8 symphony, the main
theme of the first movement is combined with the themes of the other movements on a
diatonic ¢ major¢oagmentatip

Regarding the '© symphony, the question legitimately consists @kirg if Bruckner,
somehow or other, would have reintroduced at ldastHaupthema of the first movement
either, as it is the case in the hypothesis ofgtioeip Samale — Phillips — Cohrs — Mazzuca, a
new extrinsic thematic idea. So the question istéidhto know if Bruckner would have follow
the cyclic plan (« the end is in the beginnirfy of the six previous symphonies either if he
would have changed the «rule » by ending the waitk « a song of praise to the dear
Lord » whose thematic origin is however totally ertain although it most probably might
has stemmed from another movement of the symphony?.

The bar 667 (lette) begins with a restrained and solemn tempo inleats (2/2circa 46
the half note). The « coda of the coda » is atstrae time a kind of ethereal reminiscence of

the dominant suspense of the first movement (Idftdrars 399 — 420), of the coda of this
same first movement (bars 517 — 567, the terrasfradpuble basses, cellos and violas being
here similar in the Finale, from bar 667 to 684) &lso in the e minostasison a tonic pedal

point which follows the exposition of the Choraltime Finale (lettet, bars 215 to 230). A
new theme, extrinsic to the Finale, had alreadyhlmaked during thistasispreceding the
developmerft and reappears now in a more expanded way. ltdés«thialleluja » theme
stemming from the Scherzo’s Trio. It is first expddy horns 3 — 4 and two tenor tubens (ars
667 to 684) and then relieved by two trumpets (b68&to 692).

! A famous sentence of Sergiu Celibidache.
2 See the first horn part, bars 219 - 230 of theqmerealization.
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The deployment of this long theme is accompaniedha®Te Deumrectus and inversus
motive in triple then in double augmentation, pkhyey horns 1 — 2 and bass tubens
(bars 667 — 684) then by the four horns and the ftubens (bars 685 — 692). In fact, this
motive is treated under the form of a progressoaekeration : whole notes, bars 669 to 684 —
half notes, bars 685 to 692 — quarter notes, badk té 708 (violins) — eight notes,
bars 709 to 715 (always in violins), a metric aecation taking part to the intensification of
this long crescendo.
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The relation between this peroration and the tteomsl episode in e minor preceding the
development thus have an unifying role. Thidatleluja » theme evoked by the first horn as
well as the appearance of the Deummotive at the end of the exposition find in theoda

of the coda » a necessary and logical continuitgne fulfilment. It indeed seemed musically
logical that this extrinsic theme reappeared adddean impressive apotheosis.

As soon as this ultimate conclusive crescendo lsegie first part of the motive of Violins 1
and 2 (quarter notes triplet) is here inverted, gared to the Haupthema (bar 66) or to the
bars 399 — 420 of the first movement (see the pgmwaatic analysis below). The second part
of the motive appearing at bars 668 — 669 (two malfes, violins 1 and 2) remains
descendingdatabasi$. In other words, it can be considered as thergibe> motive having
here an interiorized character and pushing graglaaldl irresistibly the music forward.

Indeed, the « heroic » motive could be perceivetheang the consequence, the affirmative
and inverted answenfabasis - ascensido the descending motive of the Haupthema of the
first movementgassus duriusculus bar 66).

It is interesting to highlight the motivic relati®mvhich existes between the first movement on
one hand — quarter notes triplet of the Haupthepaas(66 — 67), end of the development
(bars 399 — 420), coda (diminution, eight notegléti— two quarter notes, bars 518 — 548)
and this « coda of the coda » on the other hand.
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To these three thematic elements — thidakeluja » theme, the miror motive of tiee Deum
and the quarter notes tripl@habasis - ascensimotive — is superposed the Haupthema of the
Finale deployed in the woodwinds parts like a cortay successive waves of four bars,
beginning each harmonic step by the entry of thee§, then oboes, clarinets and finally the
bassoons ; what moreover is reminiscent of the ®sa 530 of the first movement.
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Bars 693 to 708, transition to theeagmentatio» :
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From bar 693 (see the reduction page 96§ :progression is inspired from bars 551 to
562 of the first movement due to readjustment aftate ideas of this passage while
remaining centered on the Finale’s theme : thejettons of the three oboes/clarinet 1, the
dialogue between tenor tubens/two trombones andthhee trumpets (Haupthema), the
scansion of the bass trombone and tuba.

Violins 1 and 2 play the Haupthema (cross motlwgotyposis - catabagisn syncopated
delay as rfegards to tubens and trombones/tuba.

Imitations between horns 3-4/bassoons 1-2 and hbirslarinets 2-3gnabasis — ascensio
« heroic » motive) continur to use the quarter aidtgplet followed by two half notes. This
configuration reminds the bars 543 — 547 of thst finovement (oboes 2-3, clarinets 1-3,
horns 1-8).

The neapolitan dissonance (e flat major on pedait d d) alternating with the fifth interval

d - a by steps of two bars which characterize thienate bars of the coda of the first
movement (bars 551 - 567), dissonance who alresalypeared from bar 673, becomes here
more insistent and adopts the same type of stricdsrthe one of the coda of the initial
movement thus from bar 693.

Comparison between both passages (the figuresspmnd to the amount of bars) :

1*' mvmt. (bars 551 — 5672 d -2 eflat—2d—-2eflat+ 4 e flat—5d

Finale (bars 693 — 725p:d -2 eflat— 2 d — 2 e flat + 8 e flat — 1{tdagmentatip

The last harmonic step before the superpostiohefdur themes of the work is twice longer
as in the first movement (eight bars instead of,fbars 701 — 708) and it is characterized by
the insistence on a sharp dissonance of the eHtatl on the bass pedal point of d.

The peculiarity of this « coda of the coda » is twtead anymore in an empty fifth “d — a”
interval as it was the case in the first movembatg 563 — 567) but in a lightening d major.

The trumpets tighten the Haupthema’s motive wite support of repeated notes in the
woodwinds f(itenuto, bars 705 — 709) whereas the quarter notes tripteive is repeated
once again as it has been already in the codaedirdst movementdf. bars 547 — 548). The
specificity of bars 693 to 709 compared to bars 81362 of the first movement lies in the
combination of the main motive in repeated notesmsting of both Haupthema (first
movement and Finale) and the triplet motive whiclhe-already saw it previously- finds its
origin in the Haupthema of the first movement. Tégular beating of the quarter notes triplet
in cellos/double basses, begun from bar 685 tokbodain the middle of bar 708, is then
relieved by woodwinds, the first two horns and thet trumpet (rhythm of the Scherzo
within thecoagmentatih

! See page 92.
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Bars 709 to 725 (Letted’) « coagmentatio»:

Concerning thecoagmentatio(superposition, combination of the four main thenoé the
symphony), Max Graf wroteas well as Max Auer a few years later after hawingsulted
hypothetical (lost?) manuscripts in possessionrahE Schalk, that they had seen in ia «
main themdthe one of the first or the fourth movement, ikisot clear but is probably refers
to the the initial movementy theme of fuguécertainly that of the Finaleg 'Choral’ (very
certainly that of the Finalegnd a ‘fifth theme' resulting from tilee Deum; and these four
themes are combine@ibereinandergeste)ltunder the form of a quadruple superimposing
(eine vierfache Thirmud@s one can find at the end of the Eighth symphohiflax Graf
was a music critic and Max Auer, who thus mentiottezl same combinatidnwas only a
dilettante. One can reasonably say that these amoateurs» should not be considered as
critical researchers or musicologists.

The idea of @oagmentatiaf the four themes of the symphony was rjectethieyAustralian
musicologist John Alan Phillips who considers théings of Auer as Graf on this subject as
being little relevarit; although he continues however to maintain threbability os such a
combination while evoking the possibility of paggiover this episode of the Samale-Phillips-
Cohrs-Mazzuca 1992/rev.1996 completion, by diregibyng from the tritonic progression
opening the coda to the Choral. This kind of aliéise can however raise not only more
problems concerning the lenght and thus the balahtlee coda compared to the rest of the
movement, but also towards the number of likely banof bars that implies the mention on
the sketches of the existence of bifolios 35 and.36

Let us note that, besides, in the handwritten metrdption made by Max Augfrom the
available bifolios of the Wiener Stadtbibliothekewind no tracef such a contrapuntal
combination.

Nevertheless, not having other satisfactory altereathe idea of a 4alleluja » theme

culminating with acoagmentatioin d major of the four main themes of the symphony
remained structurally the most convincing posdipiéind musically the most effective (see
the reduction below). One can observe in particthlat the theme of the adagio reappears in
proportional values and then tightens from theat quite as one could hear it for example

four bars before letteA in the adagio.

Finally, one can notice that the last five bargha&f Fiale (721 — 725) correspond to the bars
mesures 563 — 567 of the first movmement with #tern of the Haupthema in the three
trumpets, in this exception that Dmajor is asselne@ (fa# at the second trumpet).

! See the review of Max Graf published the 12theffrsary 1903 inNeues Wiener Jourriglpage 7) following
the first performance of the Ninth symphony. Thisview is also quoted in Rie Geschichte der
Osterreichischen Musikkritik in Beispielerof Manfred Wagner, page 262.

2 |bid., p.263

® Most probably resuming without any evidences whathad read from Max Graf, twice times in his two
bibliographic volumes published in 1923 and 1934.

4 John A. Phillips —Bruckner's Ninth RevisiteBhesis, University of Adelaide, 200B8ource (lost) of a
Themeniiberlagung83.1.10, E/138, Il antThe Themeniberlagungst §3.3.7

® See Faksimile-Augabe, pages 332-335.
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Here are two other combinations usigng TleeDeunmotive, the Choral, the Haupthema of
the first movement and the fugue theme of the Eirsaich as mentioned and described by
Max Graf and Max Auer were realized. Nevertheldbgy were discarded, having been
considered as musically unsatisfaying becauseeobthvety and not allowing a satisfactory

deploiement.

Example 1:
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Example 2:
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The coda of this completion has a total length5# bhars. We could approximatively estimate
that it shoul have need 9 to 10 additional bifolioem the last bifolio 31E/,32" while
knowing and by imagining that all these bifoliogdhaost probably not counted exactly and
regularly 16 bars each, but doubtless sometimes.mor

A brief calculation shows that the first movemdat,example, which counts whole 567 bars,
required the use of 24 bifolios. 567 divided bydides thus 23,6 bars per bifolio. The less
filled bars requiring obviously less space coulsiehbeen doubled as it was exactely the case
in the Finale, for example, for the bifolicB or still the hypothetical but very likely
reconstruction of the missing bifolio ,,24" of whidie content, according to the sketches
ONB 3194/14 and ONB 3194/1% show that it had to contain very certainly 24 Hars

Furthermore, one should not forget the argumentady developed pages 68, 69 and 99
concerning the lack of reliability of the differetgistimonies, the chronological unknowns of
the elaboration of the coda as well as the questidkkmow if the coda had been simply totally
sketched in a satisfactory or even accomplished?vixye can legitimately think that writing
down late sketches on the paper (May 1896) wassitpe of new research, a necessary
clarification of the design and of the structurbices to be operated. It could meant that
Bruckner had not reached a perfectly defined codanclude the symphony.

The composer’'s very bad health did not help inghegress nor in the clarification of the
work. One can thus wonder if during the last morthkis life Bruckner had reached a stage
in the process of composition where he was st#itagng or even fighting concerning the
elaboration of the coda as it was previously theeaaith the gestation of the beginning of the
Finale or the different and various evolutionamspst of the central fugue, either had he drawn
relevant sketches with which he was satisfied ahathvwould finally have allowed him to
begin the last phase of the work, in other wor@sdithestration ?

In front of this lack of factual evidences, all $eequestions reamin today totally suspended
and opened...

! See Faksimile-Ausgabe page 173.
2 |bid. pages 24 and 25.
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5. Tempi and measure changes.

The main tempo (« Hauptzeitmal3 ») half note = 6G%-was chosen as « reference » for the
general beating of the Finale. This tempo corredpda the main character of the movement.
Indeed, although Bruckner mentioned no tempo indioathe Finale may be easily classified
in the «Bewegt, doch nicht zu schnellcategory (allegro moderato) or still, as theakanof
the Eighth symphony keierlich, nicht schnelb (solemn, not fast) of which the metronome
indication is moreover half note = 69.

It is important to note that the first bars of thi@ale (bars 1 to 16) begin here in a tempo
appreciably more moderate (half note = 58 — 63) the « Hauptzeitmald », approximatively
the same tempo as the central fugue and the coveltagmentatiq the “main tempo” half
note = 69 — 76 begins at bar 17. It seemed to atethle starting point of the movement could
begin in a quiet and mysterious atmosphere, dsapfilearing from the last e major chord of
the adagio, a kind of organic process of progresswakening, the music having a more
asserted character from bar 17. Such an optiordsmém as atypical. Indeed, it is. However,
if the Finale of the Ninth symphony was many tinoesnpared in this thesis to Finales of
other symphonies, it is doubtless interesting oenewessential also to analyze what
distinguishes them from it and to consider theacgssive formal evolutions from the Fourth
symphony.

Given the intrinsic flexibility which requires Brkier's music, a metronomic range is
proposed for the most part of the indications. ©thenerous indications of tempo changes
(stringendo, ruhig, ruhiger, ein wenig belebtecmand nach etwas belebend, etwas lebhaft
etc.Y could seem unusual or even stylistically odd. Theg nevertheless the result of a
thourough analysis and a reflectiam the basis of several testimonies on the iné¢afion of

the symphonic repertoire of the XiXcentury (Wagner, Weingartner, Schénberg, Brahms),
numerous historical recordings of Bruckner’s sympas (Horenstein, Furtwangler, Kabasta,
Klemperer, Walteretc) as well as an essential musicologically constiemato the first
editions of the symphonies — Gutmann edition of Boarth (1888) and Seventh (1885)
symphonies, Lienau edition (1892) of the Eighthb(mhing editions in which Bruckner very
actively participated) — but also the last editimfsthe Second symphony from original
sources (1872 and 1877 versions) realized by WhlliaCarragan for the
Musikwissenschaftlicher Verlag Wien ; full of tempbanges indications corresponding to
the various humors of the music and strongly stmireg the musical discourse.

| was thus widely inspired by thses diverse soutceggve life to my realization of the Finale.

! Read the last part (7. Conclusion) of this thesis.

2 One can find this kind of indications throughobe tEighth symphony Lienau edition of 1892 or stillthe
posthumous Cyrill Hynais edition of the Sixth syropk (1899).

® To this subject, read the brilliant essay of diis Couton « Reflection on Tempos in Bruckner’s
Symphonies » published in the ‘Bruckner Journal’Msdirch 2009 still available on John Berky’'s website
http://www.abruckner.com/articles/articlesEnglishitonnicolasrefle/
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Furthermore, it seemed obvious and even inescapalfiave to refer to some quotations of
some letters of Bruckner sent to the famous comdustthur Nikisch about the Seventh

symphony:

« Recently, Misters Schalk and Lowe performed a pranos version of the
Finale of the Seventh symphony to my intentionedlized | must have chosen a too fast
tempo for this movement. | was persuaded from ihéras to be rather very moderate and
that frequent tempo changes were neces¥dith a gifted conductor like you, it is doubtless
that it will be made naturally. »

In another letter sent to Nikisch of Novembr® %884, still concerning the Seventh
symphony:

« In the score you will find number of importantaiés with the exception of the
tempo changes which were not indicated

Finally, in a letter sent to Felix Weingartner wduggested to create the Eighth symphony:

« You can_modify the temms you wish and as you feel necessary and this for
clarity reasons.

Here below a table of the tempo indications. Italdications are Bruckner’s own:

725bars among 8 optional Letocart/Couton 2008

Bewegt, doch nicht zu schnell

=54-58
Bar 1
Bar 13 )
. Ruhig
(4 optional bars)
Bar 17 Hauptzeitmald =69 -76
Bar 43
accelerando
4 beforeB

Bar 47 letteB atempo =69-76
Bar 71 Ruhig
Bar 73 ritenuto

Bar 79 lettetC Langsamer =58 - 63

! Extracts that one can find in Crawford Howie's kooAnton Bruckner: A documentary Biography » or in
« Bruckner und Leipzig, vom Werden und Wachsenreinadition » of Steffen Lieberwirth. Arthur Nikibe
very famous and renowed conductor at this timeatedethe Seventh symphony in Leipzig on Decemb&r 30
1884.
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Bar 93

(4 optional bars)

(Sol majeur)

Bar 101 letteD

Noch langsamer =72 -76

Bar 109 Ein wenig belebter
Bar 112
ritenuto
3 beforeE

Bar 115 lettele

atempo =58-63

Bar 127 accelerando poco a poco
Bar 131 a tempo
Bar 135
accelerando
2 beforeF

Bar 137 letterF

Hauptzeitmal3

=69-76

Bar 147 Nach und nach etwas belebend
Bar 163

atempo =69-76
letterG

Mes.199 lettréH

Etwas lebhaft

Bar 215
Ruhig

Letterl
Bar 231

Nach und nach etwas belebend
Letterd
Bar 243 Lebhaft bewegt
Bar 259 Ruhiger
Bar 267 Nach und nach etwas belebend
Bar 275 Lebhaft bewegt
Bar 281 Ruhiger
Bar 284 ritenuto

Bar 285 lettelL Langsamer
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=58-63

Noch Langsamer

Bar 299
=46 - 50
Bar 301 stringendo
Bar 303 _
ritenuto
2 beforeM

Fuge. Breit aber nicht schleppend
Bar 305 letteiM

=58 - 60
Bar 325 Ruhig
Bar 338 Ein wenig belebter
Bar 342 Lebhaft bewegt
Bar 349 Poco ritenuto
Bar 350 Breit
Bar 359
Lebhaft bewegt

letterO
Bar 367 accelerando poco a poco
Bar 375 Hauptzeitmald

8 beforeP =74-78
Bar 383 _

stringendo poco a poco
letter P
Beschleunigtes Hauptzeitmal3
Bar 391
=80-84
Bar 403 Ruhig =69
Bar 407 .
ritenuto
4 beforeQ
Bar 411 letterQ Langsamer =58 - 63
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Bar 417 ritenuto
Bar 419 a tempo
Bar 426 ritenuto
Noch langsamer =72 -76
Bar 427
Bar 435 Ein wenig belebter
Bar 438
ritenuto
3 beforeR

Bar 441 letteR

atempo =58-63

Bar 447 ritenuto
Sehr langsam =69
Bar 449
Bar 451 ritenuto
atempo =58-63
Bar 453

Bar 457, 4 befor&

accelerando

Bar 461, lettelS

Hauptzeitmald =69

Bar 465 atempo =58-63
Bar 473 stringendo poco a poco
Bar 482 ritenuto

Bar 483 letterl

Beschleunigtes Hauptzeitmal3

=80-84

Bars 546 — 547

Nicht schleppend




Bar 551 Nach und nach etwas belebend
Bar 563
ritenuto
4 pbeforeW

Bar 567 letteMV/

Feierlich =88

Bar 583 accelerando poco a poco
Hauptzeitmald =69
Bar 591
Bar 599
ritenuto
4 beforeX

Bar 603 lettetX

Hauptzeitmald =74-78

Bar 631
Lebhaft bewegt

LetterY

Bar 650 poco ritenuto
Mes. 651 a tempo

Bar 663

ritenuto

4 beforeZ

Bar 667 lette?

Feierlich, Misterioso =46

Bar 685 accelerando poco a poco
Bar 701 Hauptzeitmald =69 -76
Bar 705
, ritenuto
4 beforeZ
Bar 709 )
Breit =60
letter Z’
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One can observe that the tempo of ¢chagmentatios the same as for the fugue. The
« contrapuntal pilars » of the Finale are thus looby the same metronome pulse and the
same character (« Breit »).

The fugue in the french style with its double dotteythms symbolizes God’s majesty. The
conclusivecoagmentatiocan be interpreted from then with the same braadl @ssertive
character.

One can also observr peut that the central patiefGesangsperiode’ or « Trio » is in four
beats (quarter note = 72 — 76) and establishegtaosoest while the whole movement is
essentially pushed forwards by a beat in two.

It is more than interesting to acquaint with JosBpaunstein’s testimony (1892 — 1996), the
former violist of the Wiener Symphoniker, havingryeoften played under the baton of
Wilhelm Furtwangler, Franz Schalk or Ferdinand Ldwé¢he twenties and having very well
knpwn Robert Hass in the thirties. An interviewtlois hundred-year-old dead musician was
realized by Benjamin Marcus Korstvedt and Davidekldrgh and published in two editions
of the Bruckner Journal It emerges from it in particular the idea of «E#nenstheorie »
lauded by Robert Haas for his critical edition atiEkner’'s works « to purify » the scores of
any « foreign » interventions, and more specificathat could be even almost an obsession
on behalf of Haas on the person of Franz Schallas & kind of quest of fantasized
authenticity absolutely not having taken into acttothe complex reality of the relation
between Bruckner and his pupils as well as all wtaicern the different of certain
symphonies (and doubtless more particularly thephyanies n° 1, 3, 4 and 8). The validity of
the first editions, published when Bruckner waselwas demonstrated by Benjamin Marcus
Korstvedt who made in particular an essentiala@ltivork on the 1888 — 1889 version of the
Fourth symphorfand wrote a remarkable book dedicated to the Eigjnphony.

Let's stop however more precisely on the examplehef Seventh symphony. By refering
once again to the book « Bruckner und Leipzig, wd@rden und Wachsen einer Tradition »
of Steffen Lieberwirth, one can read in particualr that Arthur Nikischrkesl for a long time
on the score with Bruckner during at least fivesgess of rehearsal; about corrections or
improvements of the orchestration handly transdribe different orchestral parts as well as
on the guiding score. As long as a publisher wadownd it was common that the orchestral
material copied by hand and used during the cneatiaghe work (Urauffirungsmaterial) was
used again. It was a completely normal and uswadtige. And i twas exactely the case as
re%ards the Seventh symphony, because a few matthrsafter the creation of December
30" 1884 in Leipzig, Hermann Levi performed the secoepresentation of the work in
Munich®. In February 1885, Bruckner expressely asked bfikis transfer the material used
in Leipzig to the Musikalische Akademie of Munichhis is from these scores used thus by
Nikisch and Levi and... Bruckner himself that thennese publisher Albert Gutmann took
then care to produce the original edition of theeB¢h in 1885, including in particular these
numerous changes of tempo and metronome indicatbbakly absent in the editions of Haas
and Nowak.

! March and July 1999.

2 « The First Published Edition of Anton Brucknefsurth Symphony: Collaboration and Authenticityby,
Benjamin Marcus Korstvedt, 1996 University of Catlifia Press.

% Bruckner Symphony No. 8, Cambridge Music Handbooks

* See pages 43 and 50.

5 March 10", 1885.
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A comment having all its importance is rightly r&d by B.M.Korstvedt in the interview of
Joseph Braunstein. Indeed, it is asked to therlattecompare Franz Schalk’s style of
conducting to another «later » conductor. He imiately answered: « Furtwéngler !
Furtwangler ! ».

The interpretations of Furtwangler and some otheyatg conductors and heirs of this
« tradition », in the « authentic » meaning of thien, must be considered very certainly as
rich teachings, not only by their musical intensiyt also for their historical and
musicological value, especially as regards the maiy of conceiving from the tempi point of
view, of their organic relation which ideally owsbe lively and flexible.

In the interview accompanying the DVD recordingtloé Eighth symphony with the Wiener
Phlharmoniker in Sankt Florian, Pierre Boulez sumnped this question by quoting the
famous sentence of Furtwangler: « Der Klang konude Ldsung » (the solution —
concerning the tempo — comes from the sonority).
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6. Sources used for the completion.

References to the « Faksimile-Ausgabe » edited blyet Musikwissenschatftlicher Verlag
Wien.

Bars 1-20 (20 bars among 4 optional) reconstruaiicdhe bifolio ,1“E :

- Bifolio 1°C (13 bars used) page 67
- Particelle ONB 6086/Ipage 31

Bars 21-38 (16 bars):
.2 E page 135
Bars 39-54 (16 bars) :

»3 E page 139
Bars 55-72 (18 bars) :

- 2F (2 last bars) page 134

- 3A (16 bars) page 143

- Particelle ONB 6086/1page 32
Bars 73-92 (20 bars) :

- 4C/,5" page 151
- Particelle ONB 6086/2age 33

Bars 93-108 (16 bars among 4 optionnal) :

- 5B page 163
Bars 109-126 (18 bars) :

- 6B page 173
Bars 127-144 (18 bars) :

- 7C/,8" page 181
Bars 145-160 (16 bars) :

- 8B/,9" page 189
Bars 161-176 (16 bars) :

- 9B/,10" page 193
Bars 177-192 (16 bars) :

- 10A/,11" page 197
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Bars 193-208 (16 bars) :

- 11A/,12" page 201

Bars 209-240 (32 bars) / reconstruction of the ¢tkdibifolios 12/,13"i.e. ,13a"“E and
L,13b“E (215-240) :

- 12C, 1.S. an@.S. (6 first bars) pages 205-206
,13a“E (SVE) page 217
,13b“E (SVE) page 221
Bars 241-256 (16 bars) :

- 13E/,14" page 225

Bars 257-272 (16 bars) / reconstruction of thellnift4/,15" (259-264) - extrapolation (257-
258 / 265-272) :

- 12C, 3.S. and.S. (6 bars) page 207-208
Bars 273-288 (16 bars) :

- 15D/,16" page 253

Bars 289-304 (16 bars) :
- 16C/, 17" page 257
Bars 305-320 (16 bars) « Fuge »:

- 17°D/,18" page 277
Bars 321-336 (16 bars) :

- 18D/,19" page 281
Bars 337-352 (16 bars) reconstruction of the kofd®/,20" :

- Particelle ONB 3194/12and3194/13 pages 21-22 anONB 3194/14page 23
Bars 353-368 (16 bars) :

- 20F/,21" page 285
Bars 369-384 (16 bars) :

- 21D/,22" page 289
Bars 385-400 (16 bars) :

- 22D/,23" page 293
Bars 401-416 (16 bars) :

- 23D/,24" page 297
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Bars 417-432 (16 bars) reconstruction of the of@u/, 25"

- Particelle ONB 3194/14page 24 an®NB 3194/15page 25
- 5B (6 bars) pages 165-166
Bars 433-448 (16 bars) :

- 25D/,26" page 301
Bars 449-464 (16 bars) :

- 26F/,27" page 305
Bars 465-488 (24 bars) reconstruction of the kof@lr/,28" :

- Particelle ONB 3194/Y4age 24 an®NB 3194/15page 25
Bars 489-504 (16 bars) :

- 28E/,29" page 309
Bars 505-520 (16 bars) :

- 29E/,30" page 313
Bars 521-536 (16 bars) extrapolative reconstruaioie bifolio 30/,31".

Bars 537-552 (16 bars) :

- 31E/,32" page 317

Bars 553-566 (14 bars) extrapolative reconstruabiothe bifolio 32/,33".

Bars 567-566 (24 bars) reconstruction of the bengmof the coda:

- ONB 3194/3page 6
Bars 631-650 (4 + 4 + 12 bars) :

- ONB 6085/45page 45 an@®NB 6085/47page 46
Bars 651-674 (24 bars) :

- ONB 6085/47page 46 an@®NB 6085/43page 47
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7. Conclusion

Reflections on the history of Bruckner’s Finales

The last movements of Bruckner's symphonies weoseghwvhich doubtless gave him most
problems and formal. In the First symphony, if Bauer succeded in balancing the
proportions of the first movement with a Finaleegfuivalent scale and quality (concise but
nevertheless substantial thematic ideas and optimadlopment of them); it was not exactely
the same result when he felt pushed by the negesfsieveloping more his musical ideas
especially the « architectural proportions » of imevements, and precisely as soon as he
approached the composition of the Second symphbimg.task became then more difficult
and more complex. After the composition of the tFggmphony in 1868, Bruckner went
through a periode of approximatively ten yearshia tourse of which he struggled with the
Second, Third and Fourth symphonies as well asdjeeted d minor symphony nicknamed
« Die Nullte » (1869) ; what one can understand and interpret as amsatgeriod of
research and experiment.

| think that Bruckner never really succeeded iratirgg accomplished versions of the Finales
for the Second and Third symphonies... One can indaddrstand the multiple revisions and
the different drafts of these two works as welltlas revision of the Fourth symphony as
proceeding of a profound dissatisfaction imposedbgxible and legitimate requirements of
the composer. On one hand, if the first movemeft8rackner are mainly comparable
(except the one of the Fifth symphony) to big rivpassing by a fluid wéynd among which
the contrasts and the oppositions are more rhetban structural, on the other hand his
Finales, by comparison are clearly more sequeatidl even thematically scattered. In other
words, problems of continuity appear.

The first versions of the Finales of the Second &idd symphonies are characterized by an
important profusion of ideas, sometimes extrinsit the work, but also by a

« compartimentation » more or less marked of tifierdint thematic groups. In other words,
Bruckner seemed to care more about the internagjded each group but fewer about the
semantic links between these thematic « blocs iggas far as practicing rather abrupt
juxtapositions. It is a particular characteristfctloe Finale of the Fourth symphony (version
1874) where at certain places of the score, thaaraugldenly stops and leaves the place to
silence to which follows new thematical events withlogical and correlative link between;
what the first movements of these three symphameegertheless do not suffer. One can make
the same statements with the « Nullte » symphonighwhalthough completely rejected by
Bruckner, remains remarkable. It already reveadssime formal « symptoms » the weakest
movements being the andante and the Finale of wthiglmain theme, typically brucknerian
by its monumental and assertive chardcteowever do not develop and deploy all its
potentialities...

! This work is his « real » chronological Second pkony.

%2 The Fourth and Seventh symphonies particularlyespond to this metaphor.

% In particular the quotation of the Mass in f miiothe Second symphony or the wagnerian quotagsnsell
as several evocations of the main theme of the iBesgmphony in the Third symphony which testifytioé
chronological closeness of these two works.

* The octave jump already prefigures the main thefrie Finale of the Fourth symphony or the fuguane in
augmentation of the Finale of the Fifth symphony.
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As regards the Finale of the Second symphony, hieen&tic scattering seems relatively
obvious, whatever the 1872 or the 1877 versionthoabh the question of continuity seems
less problematic than in the Third symphony or1B&4 version of the Fourth symphony. In
the 1877 version however, Bruckner tried to remiéndy « defects » of the 1872 version. Of
course, the thematic ideas are authentic and atigout they seem nevertheless substantially
too much limited to allow a rich and optimal deyeizent. So Bruckner doubtless tried to
compensate this thematic « thinness » with theritnion of extrinsic themes, what he did
not make moreover in the First symphony nor in¢hdullte ». One can thus perceive two
main defects in the Finale of the Second symphtot/simple thematic ideas, or at least less
elaborate than those of the first movement andtaiogormal scattering.

The Finale of the Third symphony, whatever the ioer$1873, 1877/78 or 1889), also suffers
of the comparison with the scale and the remarkailmal balance of the first movement.
The opening theme of thalegro of the Finale is built on the same rhythmic statas the
Haupthema (trumpet) of the first movement. Contitaryhe first two symphonies (one can
also add the « Nullte » to the list), from the tfibgrs of the Finale of the Third symphony
Bruckner realized a thematic relation with thei@itmovement The tempo of the last
movement is faster than the one with which the syony begin& The less interesting design
of the themes, in spite of the magnificent « patkaral » of theGesangsperiodeare not
comparable to the very and highly inspired thenfabefirst movement. | would add that the
1873 version suffers in a way of its qualities.tl# three versions, the one of 1873 is indeed
clearly the most imaginative and the richest buifegqas what | raised in the Finale of the
Second symphony (especially the 1872 version),atsefind there, in my opinion, this same
defect of scattering and formal segmentation. ktegainly a general criticism that | could
formulate towards the 1873 version and that the/ M&fsion seems partially to correct; more
particularly concerning the first movement. In njiroon, the Finale of the Thislymphony

Is doubtless movement to which Bruckner was negally able to obtain an accomplished
shape.

Another observation can be made about the Findl&seoSecond, Third and Fourth (1874)
symphonies. They are all of a sort | would quadi/ « mozartian — beethovenian », in other
words, they correspond to « classical » charatiesisvhich mean Finale cdllegro or
allegro vivacevirtuoso type. | think that Bruckner did not femimpletely comfortable with
this kind of Finale which implies, somehow or otharscherzandocharacter which most
probably does not fit to the development of intexgfve ideas of monumental and
transcendental essence. Doubtless is it the reahgrBruckner turned to a more quiet and
moderate tempo (what do not exclude by no mean®raum energic surges, for instance, the
Finales of the Sixth and Seventh symphonies), imerotwords, this famous indication
« Bewegt, doch nicht zu schnell » (‘lively but nioio fast’ corresponding to aallegro
moderatotempo) characterizing all his Finales from theigsien of 1878/80 of the Fourth
symphony ; an indication which also allows a certéexibility not so easy and obvious to
obtain, or clearly less, with a faaltegro in essence more unidirectional.

From a formal and thematic point of view, Bruckrementually resolves masterfully the
multiple problems detailed above, in the same ftimthe Fifth symphony (1878) and in the
second version (1878/1880) of the Fourth symphamyl878, Bruckner indeed proposed
another « unifying » solution, which means to jte recapitulation of the first thematic

! The Haupthema reappears under its original fortheénmiddle of the development (except in the 18&3ion)
as weel at the end of the Finale.

2 Besides the respective indications of every movenman indication gives evidence of it in the 18&iition;

the last four bars of the Finale are indeed ineédat Langsamer, Tempo des 1. Satzes » (slowdreitempo of
the first movement).
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group to the development into a single centralkylsynonym of accumulation of tensions
and climax ; either by the skillful insertion of a Choral the and its interweaving within a
double fugue (Finale of the Fifth symphony, bard 26897), or by a sudden and abrupt return
of the main theme (Finale of the Fourth symphorersion 1878/1880, bars 295 — 414)
seems relevant to note that the revised Finalehef Fourth symphony, in spite of its
« rhapsodic » aspect, does not give this feelingooiminution. Indeed, besides this fusion
between development and recapitulation, Brucknerareed centred on restricted themes;
rather reminding essential ideas from the first emgnt (Haupthema) or from the Scherzo
concerning the frist and third thematic groupspwihg a certain fantasia only in the
GesangsperiodeOne can also observe at the end of the recatamléhat the music goes
directly from theGesangsperiodé& the coda coda, the thirs group not being reckgped ;
which is perfectly logical given its strong relatiovith the first thematic group (sextuplets)
the Haupthema of the first movement making its péakation useless.

In 1877, in a concern of formal clarification, Bkmer worked again deeply on the Second
and Third symphonies, deleting extrinsic thematieas or certain lengthes and elements of
development then considered as superfluous or d@boribus. Bruckner will repeat this
initiative of « recalibration » a decade later wiitle Eighth symphony.

One can indeed consider, quite as the Second, &niddFourth symphonies, however to a
lesser extent, that the Eighth symphony also sedfef an excess of ideas ; reason why, from
his own initiative but also because of Hermann lsesincere and friendly criticism partially
relieved by Joseph Sché]kBruckner eventually decided to work again harmlyit. In the
Finale, while keeping the structure of the cenimahk of the development — recapitulation of
the first thematic group, Bruckner maintained, dnds even after the revision of 1890, a
multi ideas conception made of «secondary» episodnd a relatively fragmented
organization of the form. One can also notice thathe symphonies n° 4 to 7, the third
thematic group is closely linked to the first oméhich is any more the case, for different
reasons however — except the tempo — in the Fafatee Eighth symphoriynor in that of the
Ninth symphony. Did Bruckner perceive this scattgricharacteristic (this defect?...)
appearing again in the Finale of the Nisyimphony ? By using a Choral, did Bruckner want
to try again, nevertheless in an appreciably dffierway (no fugue on this theme), what he
had already masterfully realized in the Fifth symmy? The Choral of the Finale indeed
appears indeed appears as an absolutely necessaiy@the renewal of the musical interest.
The very close relation of the first thematic grogmd theGesangsperiodeshows that
Bruckner so modified the model of the Fourth (1808/to the Seventh symphonies by
switching the thematic attributions of the secomd d@hird groups. The «plan » of the
exposition in the symphonies n°4 to 7 was: A — B’—that of the Eighth symphony being
A—- B — C (note however the the reappearance imshdr — 4 of the first movement
Haupthema’s rhythm). That of the Finale of the Nisymphony, totaly unusual, is thus the
following one : A — A'— B. The insertion of thEe Deummotive at the end of the exposition
confirms the need to enrich the thematic elemenlslewtrying to maintain a strong

! It is moreover what also characterizes the Finafe¢ke Sixth, Seventh and Eighth symphonies drtkg first
movements of the Sixth and Ninth symphonies.

% See « Bruckner Symphony No. 8 » of Benjamin M.dtezdt, Cambridge Music Handbodks§ 2. pages 15 —
20 andin § 5. pages 68 — 85. The first version of the waaking 1887 was rejected by Hermann Levi who felt
incapable to understand the new symphony and thaseate it. The symphony was completely revisetB@0.

% One can nevertheless detect a distant relatiomeeet thefortissimofanfare in repeated notes (lethdy and the
Haupthema with which the movement begins. Howeleir respective rhythmic structures are ratheredfit.
One can also raise the specificity of the thirdrihéc group being characterized by the insertioa ohoral like
lyrical element (Feierlich, innig — lettér) having a role of duplication as regard to @esangsperiodand split
here in an unusual way the progression of the thiethatic group.
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homogeneity; the themaric treatment of the first pathe development remaining essentially
focused on the main theme and its motivic cellsithaore secondarily, on thee Deum
motive as well as on an contrechant element ofGhsangsperioda few bars befors the
central fugue. It indeed seems that is summarised the dilemna that Bruckner seemed to
face in every new Finale, in other words the batalpetween diversity of the thematic ideas
and unity.

In the Finale of the Ninth symphony, the impressainnventivity emerges from various
treatments and lightings of the initial theme (H#gma and its motivic cells). The third
thematic group thus brings some novelty as wethasreappearance of tie Deummotive

in augmentation. The Choral has a simple designeadisas its accompanimenogtinatg by
the violins which later continues untill the figsart of the development. Strictly speaking, the
Te Deummotive is not a theme or a thematic group buthgk reminiscenceextracted from
an extrinsic work into the Ninth symphony and whalters by no mean the unity of the
movement. This motive most probably had to havduhetion to create a link with the coda,
at least this is the hypothesis put into practieeeh So, by concern about the balance,
Bruckner, while allowing his sonata form to havepénproportions, avoided to overload it
with too complex or too consequent new elements.

Consequently, the Finale of the Ninth symphony se&nme more homogeneous than the
one of the Eighth symphony. It is naturally abowt personal perception, but | believe to feel
in this ultimate Finale the desire to solve thetouity problems of the Eighth symphony
while pursuing an ideal, quite as in the Fifht syropy, which is a masterful crowning and a
accomplishment. | also feel a certain necessity Bouckner to come back to a more
authentically personnal musical language, les<tiyrex attractive », freed in a way of some
« wagnerian colors », finding the spirit of thetRkiEymphony, probably his most personal
work. Fifth and Ninth symphonies are indeed, in mginion, the two more brilliant
symphonies of Bruckner.

One can frankly say of the Ninth symphony thatitbedies a stylistic change of a harmonic
and formal boldness without comparison in Bruckaereation but most largely in all the
history of the XIX" century. Such characteristics are inevitably reflectedthis Finale,
although it is unfinished... In spite of his old ahes didease, his decline, one notice not only
that Bruckner clearly planned to continue to depéilts musical language, mais but that he
guestioned himself in a new and late quest of pede and by the diverse aspects
approached above. This Finale is very differenhwégard to other symphonies. There are of
course some usual similarities, but is reveals atadhts important and amazing novelties.

11t can perfectly figure beside the Ninth symphamyl the last string quartets of Beethoven.
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"Rules do not make a work of art"

Claude Debussy

Try to reconstitute at least an « intermediateestabf the Finale can be conceivable only
from the moment we also acknowledge the inevitgbiif arbitrary solutions, especially
concerning the coda. One can indeed speak abowt iatermediate state » of the score
because even by imagining the ideal scenario ofiracoous rediscovery of all the lost
sketches and bifolios (have they ever all existgdWwe would have under our eyes not less as
a Finale by which the orchestration have beenwelfely incomplete... It would be obviously

a less complicated situation, but a complete weflh® movement would require nevertheless
the significant intervention of a foreign hand egards the instrumentation

Three options appear to the interpreters :

The most frequent option, to be satisfied withttimee complete movements and thus
ignore the Finale.

To conduct the Finale under its fragmentary formubing the « Dokumentation des
Fragments », quite as Nikolaus Harnoncourt, dosbtlepresenting some
« archeological » or even didactic interests, resdiagmentary as its title indicates
as much by its frequent interruptions as by nundbencomplete orchestral passages
musically empty; what is sometimes profoundly frashg. Let us note that this
version is completed by exctracts from the Samaiéips-Cohrs-Mazzuca
completion (1992/1996) to avoid an interruption2df bars between the end of the
exposition and the beginning of the developmenttaffill in some « orchestral
emptinesses ». This « Dokumentation des Fragmethiiss»do not reflect objectively
the unfinished state of the Finale because it dr@acludes some significant elements
of completion.

To choose a realization which proposes a comphe¢esion of the Finale. It is then
necessary to accept its implied part of arbitrary.

A rigorous musicological approach and a meticuloassideration of all the philological
sources available as well as the diverse essaystadiis are naturally essential prerequisities
for such a work. However, in my opinion, all thaian not be enough and mean an end in
itself nor establish a unique and exclusive wagdbieve such a task . | indeed think that the
musicological rigor which consists in wanting tosalutely translate the last wills of
Bruckner has certainly its praiseworthy part ofitietacy, but nevertheless reaches very
rapidly its limits. As it was many times already mtiened in this thesis, a complete
philological study of the various handwritten ohet sources (Heller, Auer, Graf) learn us
that we do not know really more that what deliveBuuckner’s the score and sketches.

It was already explained in this thesis, the idka coagmentatichave been prooved by no
means and the origin of a possible ending « Ha#leluis only based on Richard Heller's
testimony, Bruckner’s physician, who was only a imisver having doubtless very partially

! One would be in the also controversy scenariowst® Mahler's Tenth symphony...
2 Doubtless is that why Nikolaus Harnoncourt chasepttesent these fragments to the audience apatteof
performance of the three other movements undefiotine of a « workshop » commented by the conductor.
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understood (either did he have difficulties in rembering it clearly?) the instructions and
explanations given by the composer.

From then on, in front of the specificity of suchagk, one can decide to complete a part of
the Finale only and to stop where the last bif@mls, in other words at the end of the
recapitulation ; what would be an intermediate soiu between the performance of the
« Dokumentation des Fragments » and a full reatimatOne can also try to complete the
Finale up to its term (including an extrapolatediao In this last scenario, it seems to me
imperative to realize for this symphony an endingiolv musicallysucceeds in giving the
feeling, as far as possible, of a credible outctaypelaring where the composer would have
himself opted for the boldest way.

Let us stop one moment on Bruckner’s technical @spar even « scientists » processes of
composition, in particular concerning Simon Sechtéteories, the « Mutationsverfahren »
(principle of continuous mutation) or the importaraf the metric structure and the tessitura
of certain instruments.

Simon_Sechter to summmarize the compositionnal technique of Bmec to school
harmonic and contrapuntal principles of this thetodf the first half of the XIX century
seems to me particularly restrictive. History ofsiautells us moreover that the name Sechter
was retained rather as professor than a talentegh@ager and doubtless mainly because he
had Franz Schubert and Anton Bruckner as pupile €m surely not reduce the complex
principles of composing of a symphonist such ascBmner, especially when it concerns his
last masterful work, to academic rules which he bomisely have applied throughout his
life. Furthermore, Simon Sechter was far of haviegn the inventor of hot water. If it is
obvious to recognize to this theorist a remarkabkthod and a great rigor in his way to
approach the classical composifioif one can also estimate the good and honnesityjoé
his works, one have to admit however that he wag fag of having revolutionized or even
only marked the history of music by his composiiar even indirectly by an important,
decisive aesthetical influence on Bruckner, at atpoe would have be the primitive source
and substance of Bruckner’s genius. If it wouldrbally the case, Bruckner would have
composed like Simon Sechter throughout his lifaidBner’'s main source of inspiration was
above all Palestrina, Mozart and Haydn, composédrsse he analized choral works for a
long time (messesequien). One also knows that when Bruckner had the ambtt become

a symphonist, he studied assiduously Beethovenispbgnies, and more particularly the
Eroica and the Ninth symphony which he considered asras models. Here is the most
important school of Bruckner, the one by which e great composers moreover go
through : to be inspired by their most illustiousgecessors.

! (1788 — 1867) theorist, specialist of the fuguethar of the book ®ie Grundsatze der musikalischen
Komposition» (The bases of the musical composition) diverttdean-Phillipe Rameau’s theories about the
relation between the bass and the superior vodiagofism/chromatism), professor of harmony andrepoint
having had for pupils Franz Schubert and Anton Bnac. The latter was acknowledged by Sechter agyldas
best disciple. However the posterity retained... mgtlof the work of this great teacher and the@asstomposer
(several thousand fugues, some masses, oratorimslleas five operas).

2 Even to impose to Bruckner a kind of castratingpuey forbidding him any personal creation while waas
following his apprenticeship.
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Mutationsverfahren : (principle of mutation) | precisely tried as nhuags possible to create a
constant continuity in a manner through which thengformation and the development
process of the motives take place in the most ahtamd organic possible way, to obtain
when necessary rhetoric discurcive breaks andmiftial or purely abstract « tricks ».

The metric length: according to the various reorganization of a saasage, Bruckner’'s
metric could change appreciably without necessaribdifying the musical content. The
numbering and thus the length had very often ngtliefinitive especially as they could be
moved or even « pushed aside » by the additiohedetletion of several bars. The case of
the Gesangsperiodén the exposition is particularly symptomatidhe beginning of the
Finale seemed to have raised numerous problemsgabasis » to Brucknér There some
more other examples like the transition within tleeapitulation between the end of the
Gesangsperiodand the third thematic grotip

On peut observer le méme type de processus loBauekner révise ses symphonies, et je
pense notamment plus particuliérement a nouveatimale de la 8" symphonie dans
lequel, comme je l'ai déja évoqué, des rupturedomaibrutales ont été pratiquées par
Bruckner lui-méme (version 1890, édition critique IB55 par Léopold Nowak). Ainsi, les
carrures metriques sont parfois maléables et nendgmt pas forcément a une régle stricte
bien gu’il apparaisse évident que Bruckner favbssa@ivent les carrures paires, surtout par 4
ou 8 mesures.

Tessituras Bruckner was not particularly progressive strigheaking in the use he made of
the orchestra. Orchestration was never for him rah gy itself but a mean to realize his

imaginative counterpoints and his thematic develemisi through the sounds of the

« classical » symphonic orchestra. In 1895 — 1886es were easily able to play a

superacute c or even c#, but Bruckner still regtdever to exceed the b flat”. Same

remark concerning the double basses, always comgpdsr four strings instruments (the

lowest note being e) while the Vienna Philharmoaiieady had at this time five string

double basses. It is even rather frequent from motlie practice (I think in particular to the

adagio of the Eight symphony) to double in octaedasn double basses parts. However, it is
interesting to glance at the adagio of the Sixtm@yony where successively appear low
e flat and then d (bars 50 to 52), what is compfetrceptional on behalf of Bruckner...

! See in the present thesis, « Second thematic gBpars 79 ‘letter C’ to 140) » pages 8 — 11.
2 |bid. in § 3. « Hypothesis for reconstructing the baiyig », page 35.
% See Faksimile-Ausgabe, bifolio 28E/,29“ pages 30812.
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All these theoretical elements being integrant pairt Bruckner's style are very far
nevertheless to summarize the essence and theasobsvf his genius. To assert that it
would be mainly by an accurate respect for thetesrihat we can only approach at best a
coherent and defensible proposition seems to meetsidctive. The genius of a creator does
not limit itself to any rules even if every composievelops obviously preferential and
specific « mechanisms » characterizing his style.

For example, the language of Joseph Haydn is quique and beyond the numerous
similarities compared with his contemporaries thadtrict analisis reveals — the processes
used during this period were particularly standagd;j it is obvious that his works are very
different of the music of Wolfgang Amadeus Mozamigi Boccherini or Johann Baptist
Vanhal. All these composers expressed their origynatheir specificity, their musical

« D.N.A. » from common tonal and contrapuntal rulBsese « common principles » do not
allow to define what is « the » style and « theewigs of Haydn no more than those of
Mozart. To try to answer this kind of questionisitbbviously necessary to go beyond and to
bend over the uncountable specificities of evemposer.

Musicology or strict analysis have never been clp#t *explain* the genius. These are
only basic tools to understand the main rules ofiusical system or an aesthetic without
being enough efficient to reproduce and explain th# irregularities, exceptions, the
asymmetries, the appropriate specificities of aoser.

Did Bruckner envisaged his Ninth symphony as hawmdge the « synthesis » of all his
musical knowledges? It seems more than obvioustbubuld be not relevant to reduce the
work in a kind of idealistic academic « objectivemject.

Here is the dilemma of extrapolations. By limitingelf to a minimum of personal creation
where the composer would have used all his skills can only achieve, in the best case, a
skeleton without flesh and organs. Of course, saciwork can be presented as being
musicologically and historically informed. But witht self allowing a certain boldness while
accepting the inevitable part of arbitrary whiclmiplies, could anyone claim to propose only
something « statisfaying » from the pure musicahtpaof view?...
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