ANTON BRUCKNER'S SYMPHONIES : ASPECTS OFPERFORMANCE PRACTICE

Dr. Benjamin-Gunnar Cohrs (2008/rev. 2010)

Intonation, Balance, Size and Seating of the Orchiza

At Bruckner's times, the intonation in the orchastias quite different — not the muddy adoptionhef t
>compromised« intonation of the modern piano, buge¢ly a pure intonation (fifths and thirds), aséts
available in Berlin, due to the influence of Josdphachim and his pupils, almost until ca 1940. Qnéy
pure, >naturally harmonic< intonation would brinigthe colours of Bruckner's harmony, so full of-en
harmonics and chromaticism. The fabric of conterapowoodwind instruments tests the case: Before
1900 - as, for instance, preserved in collectiongienna — they had keyholes bored in a differatd-i
nation. For this reason, ourday's contemporaryestths which still use those old instruments a&hiev
better results in Bruckner (such as fechestra of the Age of Enlightenment the Orchestre des
Champs-Elységsbecause even modern-trained string players aitoatly adopt their playing to what
they hear from the woodwind and brass. On the ampasaodern woodwind and brass instruments have
our typical >compromised< intonation; this, togeteth some peculiar bad habits of string intonatio
routine, like sharpening sharps and flatening flaténgs bad results for Bruckner — there shouldiibe
audible difference between, let's say, F sharp fialGnajor. The conductor should at least be avedre
such shortcomings. It should also be noted thatt mbshe orchestras on the continent accepted the
French pitch (a' = 435), including the Vienna Paithonic, who introduced it in late 1862.

The knowledge on contemporary instruments may djraaswer important questions regarding the
balance. The brass instruments were at aboutdaghialler, and at about half as loud as today.|ditge
F-Trumpet, handmade Horns and Trombones of tha prmduce a much more pungent, full, and rich
sound, even if not so horribly powerful like ourtfapatteries. Also woodwind instruments were much
more colourful those days. With modern, large biastuments, the conductor should in any case al-
ways double woodwind instruments to improve theahed, and care for at least 8 Basses, 8 Celli, and
10 Violas. For Bruckner's four-part-writing of hasny, it is essential to make audible particulaHg t
inner voices, Alto and Tenor. (The outer partsardible anyway!) The brass should never outpower th
woodwind. Not ourday's monstrous Horns and Trombpon&which one only can destroy an entire or-
chestral balance, but the woodwinds should domitietevind sound even in the loudest fortissimo!

Bruckner referred in his scores to the practicehef Vienna Philharmonic, including a string or-
chestra of at least ca. 12-12-8-8-8. (For comparisBayreuth had 16-16-12-12-8 strings; the
Gewandhaus Orchestra in Leipzig had similar fojdésvas common already to double the woodwinds
with such a number of strings. Traditionally, ine¥ina the two Violin groups were placed on thedefi
right side of the rostrum, the Double Basses (&itinged) in one row behind the orchestra. (No& th
concert orchestras of the™ @entury before 1910 disposed the Violins alwayipannally!) Celli were
usually sitting left behind the first, Violas righéhind the second Violins.

However, it might be helpful to reverse this anacgl the Violas left behind the first Violins, sath
they can reflect their sound directly to the audeemstead of to the rear wall. Furthermore, theoisd
Violins feel much more comfortable with Celli betlithem. In so doing, the Tenor part, so important i
Bruckner's voice leading and design, will be betedible, which contributes significantly to the
spaciality of sound. Hence it might be possiblavadi to place the Horns to the left behind the ¥&l
Trumpets, Trombones and Tuba to the right, behielli. 0his would make the sound of the brass less
heavy. In this context it is interesting to leanattalready in the old Gewandhaus in Leipzig, thalas
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stood (') behind the second Violins, which, howewtood to the left from the conductor, and thstfir
stood to his right, with Celli sitting behind the@nly after the move into the new Gewandhaus 4187
this practice was given up, and Violin and Violay#rs were allowed to sit down in concert.

Recommended: Daniel J. Kour@rchestral Performance Practices in the 19th Centi8ize, Proportions, and
Seating.Ann Arbor, Michigan, 1986, Reprint URP 2010, ISBNBIF-83572-051-9« Jutta Stiibddie Intonation
des GeigerskKoln 1989.

Instruments

As explained above, many of ourday's balance pnableesult in the changes of instrument manufacture
during the 28 Century. On >period instruments< such problemsallguon't occur. Hence, one should
generally consider the specific instruments foralhiBruckner wrote: He was used to hearing spun gut
strings, played with almost no vibrato, but somesmwith portamento, in more distinct intonation &mnd

a »pure tone«: the habit to cover bad intonatioth yarge vibrato only occurred after 1923, follogithe

fatal suggestions by Carl Flesch in his Violin Szlhd@’he spun steel string used for the higheshgtri
only appeared after ca. 1900; however, for the tostengs, spun gut strings were maintained much
longer. (The spun steel string was only introdubedause the highest string has the most tension and
would more easily crack.)

The Viennese Flutes had a distinct, wooden, batgbiind. Quite new, from ca 1875, were the Vi-
ennese Oboes (but in fact of German origin), wiiirtpear-like mouthpiece, sounding quite simitaat
Baroque Oboe d'amore; Clarinets and Bassoons aftiydar Viennese fabric were common there until
ca. 1900 — note in particular the Viennese Basssometimes even with a metallic sound cup, and a
sharp, reedy sound.

The famous Viennese Horns were handmade, moremaweed, like all other brass instruments of
that time, about one third smaller, and producedimiess volume than today's brass, the Bass-Tuba in
of a particular Viennese manufacture as well. AlsViennese Valve allowed for a real legato, beeau
using it would not interrupt the circulation of ta@. Trumpets in D and C, but in particular thazmhg,
double-lengthed F-Trumpet and light, narrow borednibones were also common. In his early scores,
Bruckner wrote for Trumpets in D and C; we alsowrfoom one of his letters that in Linz Trumpet
players preferred a Trumpet in E flat (as in thexBlony in f minor).

Ken Shifrin pointed out in his dissertation, thatal Alto Trombone is required only in Bruckner's
early works before 1868 and argues for a use obiFBass-Trombone for all three parts, however, he
only examined Trombone parts, clefs, ambitus ofspand designations. Gerhard Zechmeister, on the
contrary, examined the files of Viennese orchesiraduding the bills of repair and acquisitiont$isof
new instruments. He found evidence that in 1862, twuthe introduction of the new french pitch (a' =
435), the Vienna Philharmonic had to buy new brasd woodwind instruments, including Valve-
Trombones of a different bore, which were usedl Urf#83. Only then, the Vienna Philharmonic intro-
duced Trombones with slides from Penzel, Leipzig, ibcluding an Alto Trombone in E flat. At this
time nobody in Vienna was able to play a Tromboiith @& slide, so the orchestra had to hire new play-
ers from Germany. It is fairly likely that Bruckn@mdeed wrote most of his symphonies for valve
trombones of a different bore until ca. 1884; c&jymphonies N° VIl and IX and the late first pridi-
tions revised under his supervision (N° I-IV) woulkhuire Slide-Trombones of German fabric. This
also explains why his partwriting for Trombonesmedo be less independent, more block-like, in his
last two symphonies.
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Regarding the Bass Tuba, Viennese playing tradifigmolds that Bruckner made a distinction be-
tweenBasstubaand Contrabasstubawith the intention to support the quartet of Wagiiubas in his
last three symphonies with a lower, more voluminmstrument. Hence, in ourdays' Vienna perform-
ances of N° VIl there is often a Tuba in F in mvnitsaand 3, as well as a Tuba in low B flat in Adagi
and Finale. But in fact the Contrabass-Tuba inaBdppeared only ca. 1908 in the Vienna Philharmoni
Bruckner obviously wished all Tuba parts to be pthwith the Viennese Bass Tuba in F (with a fourth-
valve providing all low notes down to subcontra;®&hich was used in the Vienna Philharmonic since
1875; so he merely wrotéontrabasstubao indicate this was different from the low Wagnéa, desig-
nated aBasstuba in F

Recommended: Dieter Michael Backes, Die Instrumentatind ihre Entwicklung in Anton Bruckners Sympho-
nien, Dissertation, Studio-Verlag Mainz, 1997; Mdaisstrumente und Musizierpraxis zur Zeit Gustav Mah
Report of the Symposium of the International Gud¢ahler Society, ed. Reinhold Kubik; Bohlau Verlag Wie
2007. Homepage of Gerhard Zechmeister: gratis-websde/brass

Music-Theoretical Background and Style

Only in 2001, the eminent scholar Wolfgang Grandjgablished the first comprehensive study of
Bruckners music-theoretical background, which isnavitable importance for the style of performing
his symphonies. He showed that Bruckner undergtauodelf (as could have been expected already from
his outstanding academic career) as an old-fastiitimeorist, who gave living examples of his >scien-
tific< thinking in his compositions. Of main conoeto him were metrics, syntax, rhythm and form.
Grandjean showed how Bruckner gradually developgzeraonal >systemc« of metrical theory in his
works, which also largely explains his revisionsl aregulations< of earlier works between 1876 and
1878 (N° I, I, 1ll, 1V). Most of Bruckners famousnetrical numbers¢, which are an integral partisf h
autographs, were unfortunately not included ingtere editions, because they were considered &b be
no practical use (with the exception of my newicaitedition of 1X). However, they are by no medins
fruit of >numeromaniag, but in fact an acribic @ste of controlling the weightening and structurbar
periods, in particular the disposition of heavy &igtit bars, main and intermediate harmony. Therint
ested conductor may find most of them in the GiitiReports; | strongly recommend to transfer these
metrical numbers into the personal conducting s;drsecause they are indispensable for analyzing the
music, its phrasing, tempi, and weightening.

By the way — a misunderstanding of his instrumemtagtyle occured by the assumption that it may
be inspired by Organ registration and sound. Buaat, Bruckner did not write Organ symphonies for
good reason: only the orchestra would allow hirbriag out precisely this weightening, as indicalbgd
his numerous accents. Different as in most romaantid late-romantic music, Bruckner's periods are
dominated by the principle of the semphasised b®ggz, in opposition to Riemann's >principle of an-
swering<. Bruckner's music swings in a pendulumhefvy and light bars, organised in superior, or
>super-bar units< of at least two bars. Singulaavigeor light bars, as in the Riemann system, uguall
don't occur in Bruckner's music.

The analysis of these macro-structures is very itapo for the musical interpretation, because the
metrical syntax dominates those accents given liglBrer; very often he does not give accents, even i
a heavy bar has to be emphasised — see, for iestefié., b. 167ff: No accents at all, but certgithe
first and third bar need to be emphasised, becdugsenusic swings in two bars. Or IX/2., first twelv
bars: The music swings in paired bars, starting witest, emphasising b. 3, 5, 7, 9, 11. Furthezntbe
two-bar-pairs are grouped in four-bar super-bang metrical numbers are given as 1-2, 1-2, 1-253-4-
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6-7-8. This means: similarly strong emphasis @ bnd 5, then in the eight-bar period two possiédi
a) first note of b. 5 and 9 each strongest of thi-bar phrase, or b) first note of b. 7 and 1lhedmong-
est, due to the fabric of the phrase, and in padicrespecting the first tutti period (b. 43-50)hathe
resolution into the tonic on the seventh bar ofghaod (b. 49). Both solutions would make audibie
idea of 2, 2, 4(=2x2) + 4(=2x2) bars. However, ltgtarrong, but most often heard is the following-i
terpretation< of b. 1-12: Accent on the first quagEOboe and Clarinets, but no weight at all 013,65,
7, and a crescendo to b. 8, accentuating the fiiot of the phrase (which, in Bruckner's own thigki
is in any case a >weak« bar, a >swing-back-bag bér-pair). On the other hand, take the main theime
IX/1., b. 63ff: Bruckner give$-accents on b. 63, 65, 67/1&2, 69 and 70. Howeawer period structure
swings in super-bars of two, organising a harmdrichedule of 4+2+2. Hence, b. 63, 67, and 69 aeed
heavier emphasis than 65. Bruckner himself undedlihis by giving & in the Timpani, b. 63 and 69.

Recommended: Wolfgang Grandjedvietrik und Form bei Brucknetlans Schneider, Tutzing, 2001, ISBN 3-
7952-1055-0

Dynamics

Bruckner's use of dynamic indications is much ledijtsimilar as earlier in the works by Mozart or
Haydn. In his symphonies he uggsp, pp, p. mf; f. ff. fff. but not, for instancesp, or ffff. Thefff is
limited to the real peaks of movements, to the nmaportant moments. Local climaxes usually receive
only aff. Earlier scholars, for instance Manfred Wagneunfb that the earlier symphonies often used
terraced dynamics. Even if indeed sometimes tedragmamics occur (in particular if connected with
changes of register or colour), this is due to sumilerstanding and unfortunately also a wrong gdito
practice: Since Bruckner added dynamics only inléite phase of nuancing, very often he gnatsc or
dim. advice only in some lines of the score (usualigar the string, brass, and woodwind system
blocks). Even worse, often he marked (in particbkefiore 1878) intermediate dynamics withicrasc.
poco a pocpbut not behind those marking furttesc Quite often his crescendo passages, in particu-
lar in his early scores, may look like thigp cresc. poco a poce mf — f — ff, but in fact with the
intention ofpp cresc. poco a pocemf cresc sempre-fcresc —ff! Only rarely he wished a suddgn

or fff- This must be carefully observed by the conduaad if necessary, supplemented. Even in his
later scores, this happens sometimes.

Another important aspect of dynamics is that nolynBruckner did not write different dynamics
for different instruments in a tutti, as for instanto achieve a better balance, marking styhgsod-
winds g, but brass onlywf. He obviously wished to leave balancing to thecot®on of the players and
the conductor. Only occasionally he indicated pgasavith »Solo« or »hervortretend« if he wished a
particular instrument to be more expressive andnprent. In his earlier scores we even find somedime
verbal instructions, as »stark hervortretend« Btat later he reduced these kind of instructionsyver
much. On the opposite, his early conductors andlgegited his scores in a way that just this dédfe
ciated dynamics was added, in particular by Schalk Léwe, who were also conductors and not only
editors. Unfortunately, in doing so, they mindetiael chances for flexibility which Bruckner himsaHd
offered.

Such a limitation, as given by Bruckner himself kesmsense indeed, because his scores then don't
look alltoo sprinkled with indications, and one shibnot forget that this is very clever indeed dfuy
wish your pieces to be widely performed: Every estha of that time had its own traditions, sizatse
ing and instruments, in a much larger variety asuindays. Some would double woodwinds throughout,
others not; some would have louder brass, othdtsrssome a large, some a small string sectiomeso
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would play in a small, some in a large concert.Hatead of marking everything down to the tiniest
detail, Bruckner decided to give some essentiatstarsted in the understanding of the conductor. He
could, however, not foresee that most of ourdastsej-maestri would simply have no time to prepare
things so properly and thoroughfully as his musiaid require ...

Articulation

Bruckner's articulation is largely determined byg thetrical structure of his periods and phrasesi\g
like Mozart or Haydn, he needed amazingly littlayahg indications and without doubt assumed the
conductor would have a certain basic knowledgehenmusic-theoretical parameters. We should not
forget that at his times most of the conductors &dmoad musical education and were very often com-
posers themselves. We should also bear in mindtiieatmusic-making was most likely much clearer
shaped, without the >endless melody sostenuto«wéthdut the exaggerated >vibrato-sauce« of ouisday
Basically the sound was much more speech-like ragihg, as only rediscovered by the historically in
formed practice in the 1970ies, for instance bydNiks Harnoncourt. This is clearly proven by the
earliest recordings of orchestral music, such asfamous Beethoven V under Nikisch. (For Bruckner
conductors of special interest. Beethoven, N° W &fill, Vienna Philharmonic, Franz Schalk, 1928,
and Bruckner, N° VII, Berlin Philharmonic Orchestdascha Horenstein, 1928.)

Of importance for the weightening are basically &imds of accents: the heavier(= »Keil«), usu-
ally indicating a strong attack, then softer sustaj, and separating notes from eachother, oftemeto
found on longer notes, and mostly at the beginoing bar (unfortunately Bruckner did not yser £,
and only rarelyf), and the lighter (=»Druck«), emphasising important notes in phraaed being of a
more cantabile, bell-like character of sound. Sames, in particular in N° V, Bruckner combines this
with a ' (=»Strich«), to indicate they should baygd better separated, but not with the weight ©f a
Furthermore it is incredibly important for the caorotbr to learn that weightening is not only based o
notated accents! Following the findings of Grandjelie common accents may be seen only as »inter-
nak. On the other hand, it may well be that thgitn@ing of a bar needs a special emphasis apart fro
notated (or even not given) accents, in particwhere Bruckner's music follows the »arsis-thesis< -
pendulum, as shown in the beginning.

It seems that Bruckner refined his practice of tiogasuch >nuances< only in the years between
1876 and 1878, when he was much devoted to dewgl@systematic of metrics, initiated by the com-
position of N° V. Strangely, after completing asfiversion of it, he decided to revise all validliea
symphonies before giving N° V her final shape iir88For this reason, those works composed before
1876 (namely symphonies in f minor from 1863, Nfi t minor, 18658, in d minor, 1869, N° Il in ¢
minor, 1872/3, N° Il in d minor, 1873, and N° I¥ E flat major, 1874) bear much less articulatiand
almost no bowing indications. On the other hand, MSometimes exaggerates the necessary, perhaps
because Bruckner tried to express his ideas as atepossible, even if sometimes with apparently in
consistent, overdone indications, including alseeoparticular, at first sight perhaps ood looking
features, for instance in V/1., main theme, b. 5bffe > is given here, because Bruckner wished it to be
played not weak (as it should be would be therageent). But it should certainly not be louder faes t
weight-note at the beginning of the bar, as soneditreard.

On the other hand, the articulation of the maimtbef the Finale suggests that Bruckner wrote ac-
cents over all notes which should be emphasisedysg, b. 31ff: This would mean the first notelof
34 should not be emphasised, but instead the yswathk four in b. 32, as indicated by Generally
Bruckners phrasing and articulation is in much eesmot >romantic¢, but >baroque<: The first noteler
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a slur should be strong, the final note of a shlirpassage always weak, as much as final notes of
phrases, if not indicated different. Very often &kner indicates slurs which include repeated ndies.
fortunately, he gives an explaining tenuto lineyordrely (in particular in N° IX); conductors shdul
carefully check such passages; | recommend if sacggo insert tenuti by hand into the parts to enak
sure players would give a clear articulation anttieal notes.

Sometimes Bruckner also writes slurs above twosatkich could be misunderstood as ties, in
particular in syncopated situations, for instandg?., b. 9ff, Horn, where we see only from the Mo
part that these notes should be perhaps playedtpoand not tied. (This is the more difficult tecitie
because Bruckner sometimes may indeed mean tied roen when he avoided to write a dotted note.)
Hence, such passages must be read very carefoliyet8nes Bruckner indicated a verbal »legato« and
did not give precise slurs. This is particularlyeof the case in his earlier scores written on ablmaper,
with little space only between the staves for lehgs. TheBruckner-Gesamtausgalie BGA) rarely
added editorial slurs in brackets here; the cormtustiould better carefully add slurs in such caSeg-
cato playing for strings is occasionally indicateith small wedges, and sometimes, for writing
convenience, also with a ' in the manuscriptshingtrings, he also often indicated upbows and down
bows, sometimes together with accents. Since Beuciwas a Violin player himself, these indications
should be strictly observed by the players, evahéff seem to be uncomfortable. Very rarely he used
the >Bogen-Vibrato« (dots under a slur, for ins@ircVII/2.), but of course staccato and tenuto.

Tempi

A crucial question in the performing practice ouBkner's symphonies is the choice of the tempo, be-
cause his tempo indications refer to his music4tegzal thinking, rarely understood by conductors.
Bruckner's technigue to give an entire symphonyotivic integrity, including such features as theura

of themes from earlier movements later in the syonghrequires a refined analysis of tempo relation-
ships, in particular because such motivic connastiare basically made audible to the listener by a
distinct rhythm. A good example of this technigaeNi® VIII, in which the rhythm of the main theme of
the first movement returns in the closing periodh® exposition of the Finale, and in the same temp
Hence, much less as in works by other composeeschioice of the >correct< tempo is limited here;
Bruckner allowed much less freedom or decisionsobpersonal taste.

Unfortunately the first print editions, which incdled numerous alterations of playing indications by
their editors, established a performing traditidtero against Bruckner's own indications. Since ¢hes
scores were at least performed until the BGA waabéished in 1932 (with IX and V), the particular,
personal interpretations of early Bruckner condigctand editors such as Franz Schalk and Ferdinand
Lowe set the guideline of what is known as the eRner interpretation< even to this day. Eminent
Bruckner conductors, such as Jochum, Karajan aechpérer, never questioned this tradition, despite
the publication of the often contradicting Criticdtores. One can only suggest to the conductotonot
trust in any >playing tradition< at all, but stuthe scores in detail and come to own conclusioaset
on profound analytical insight.

Generally, Bruckner's tempo indication is relatedhte real meter of the harmonic progression, the
>pulse< of harmony. This explains why Bruckner givesehr langsam« to V/2. in alla breve and quaver
triplets, but also to VII/2., which is 4/4, duettte smaller note values, but the pulse relatetidéchtr-
mony proceeding in minims as well. In his Scherzovements, the indication »schnell« refers to the
crotchets, which move rather quick, hence, evetakén in whole bars the music seems to be rather
slow. Also, generally spoken, due to the motiviomections between movements, there is usually-a par
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ticular proportion between the tempi of differenbwvements. Very often the tempo for the first arst la
movement has to be choosen identical. The slow mewé may offer two options: The minims of the
first movement correspond to the quavers of the afwbel movement, or the the quavers of the first
movement may correspond to triplet crotchets ofAblagio movement. (Main correspondences are 1:2
or 2:3.) Likewise to the Scherzo: Very often thiplet quavers of the Adagio correspond with the 3/4
crotchets of the Scherzo. Bruckner was aware df socrespondences and used them intentionally, fol-
lowing the ancient Tactus-principle. This is provéor instance, by a letter to Wilhelm Tappert in
Berlin, dated 6. 12. 1876, preparing a performanfc® 1V, in which Bruckner gives some specifica-
tions about the tempo change from Andante to Adagibe second movement, explicitely writing: »Die
Achtel wie friiher die Viertel« (»quavers as eartiatchets«; Facsimile: Brucknddriefe |, BGA, Vol.
XXIV/1, p. 165).

Hence, the conductor must closely study the coiorectand correspondences between the move-
ments, to choose the correct tempo. Sometimes Bansk movements have more than one tempo,
sometimes two, sometimes even three. In this dee tare likewise strict metrical correspondenoes t
be observed. Bruckner may even set such a cleaturéeas in VI/1. or VIII/4., in which the initial
tempo of the main theme is, however, not the metimpo of the entire movement. Bruckner did not give
metronome markings, with one significant exceptio¥illl/4. Already in the sketches (!) he marked the
first tempo »Feierlich, nicht schnell« (>Solemnt hat fast<) as = 69, and the second »langsamer« as
= 60. This latter tempo, for the second and thireiie, seems to be the basic pulse of the entire sym
phony, because (as mentioned earlier) in the dogimup of the exposition the rhythm from the main
theme of the first movement returns. The first mogat has no metronome marking, but the similarities
between the second and the third theme of it aaditiale as well as this rhythmic connection make
clear that = 60 is also the tempo of the first movement particular since Bruckner referred to its end
with the picture of a >death-clock«: »Somebody sxpion his death-bed, but the clock at the wall con
tinues to beat: tic-tac, tic-tac« (his own word®nce, one beat per secondJ ar 60. Bruckner marked
this first movement »Allegro moderato« in alla 8o we can assume that his later, moderate allegr
first movements should often be taken close toca. 58 to 63, making only a slight differencéwaen
movements in 2/2 or 4/4.

Also within a movement, the tempi don't allow fouch change. In particular at angles between
sections the pulse must be strictly kept, if natigieed otherwise, in particular when the closingqgakis
developed from rhythmical material of the main tleeror when it is rhythmically prepared at the ehd o
the song period, as, for instance, in V/1., whidhstrhave only one tempo, »Allegro«, opposed to the
»Adagio« of the introduction. The development & thovement proves that the crotchets of the Adagio
have to correspond with the minims of the Allegdouckner usually counts on a firm basic speed. Only
occasionally he allows for a local ritardando (gsthe word normally if followed by the preceeding
tempo) or a ritenuto (mostly used if followed byew tempo). In his earlier symphonies, in particula
the initial versions of N° Il and Ill, he also gavaibato« sometimes, in later revisions replaceeriiy«
or slower indications. Hence he understood the wardato< as a local deviation from the basic speed
due to the wish of the conductor. It furthermorerss as if Bruckner in his earlier work phase (ursil
1876) generally felt a faster basic pulse of £a. 6972 for his first movements, and only from W°
onwards we find his typical moderate allegro of 88-63. The quicker pulse only re-appeared in the
first movement of N° VI and the Finale of N° VIt only as a kind of >framing tempov).

Conductors may feel uncomfortable with the ided fitamuch of the tempo choice is determinated
by the compositional fabric — however, this is alse case in most of the Vienna classical compbsers
Perhaps Bruckner is only a bit more strict than,jifigtance, Brahms, due to the more profound thieore
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cal aspects of his composing. On the other hamd¢cdinductor must be aware of that an arbitraryaghoi
of a tempo, due to personal taste, may signifigacttnge the clearness of the formal dispositiod, a
then achieve perhaps the opposite effect: Bruckheige works are best comprehensive if the eraive f
ric can unfold and all affects and contrasts aes@mnted as close to the text as possible.

RecommendedBruckner Interpretationreport of the Linz Bruckner Symposium 1982, edhzl1983; Harry Hal-
breich, >Verlangt Bruckner ein einheitliches TempaR&8ruckner-Jahrbuch 1981p. 191-204, Linz 1983; Hans
Swarowsky Wahrung der GestalManfred Huss, ed.; Universal Edition 1979; ISBM(B4-0138-5

Conducting Bruckner: Style of Playing

Regarding the string playing, the style of thateinequired a vibrato which was expressedly treated
an ornament to colour and highlight phrases ofipddr expression. Due to Baillot, a hon-vibratoswa
the start to develop a tone, and the end of a pliraany case, too. However, note Bruckner's owlit in
cations in particular passages, where he gives ogger« or »breit gezogen«, as opposed to
»ausdrucksvoll« or »innig«. Note that he also giteesuto on repeated crotchets or minims in strings,
with perhaps the same meaning. | can't help totfeslwith »gezogen« he wanted to indicate a nen vi
brato playing by all means (that is, to use the boly and move it in a controlled manner), as pestea
reaction towards an already increasing, excessbrato at that time, or to indicate that notes $thawt

be played with a >messa di voce« ( < >, which mealss increasing and decreasing vibrato). »Aus-
drucksvoll« would then allow for more vibrato.

Note, for instance, IX/1., b. 115: Violas and Dalidsses have »gezogen«, Celli »ausdrucksvoll«;
both Violins play ornamental counterpoints. Sucltimg in multiple counterpoint in four parts reqesr
much differentiation. The Celli come through onlgré if they play their line indeed expressive, and
with vibrato; otherwise it could not be indentifibg the listener as the leading line; Violas andd&s
shall provide a >neutral« bass; the Violins wougdtainly play not expressive, that is, without witur,
and second Violins developing the long note atkibginning from a non vibrato. One should also not
overlook that Bruckner, as an organist, was usethaoeffect of the >Tremulant< and >Vox coelestis<
registers. Sometimes he used a real tremolo irlasimichestral textures, but sometimes such passage
seem almost to cry for a dense vibrato, note,rfstaince, N° V, first movement, b. 247-58.

Bruckner's music requires much variety of timbi@pars and nuances. One should better not dog-
matically insist in a non vibrato throughout, besauhis robs the music an important method for more
differentiation in the realisation of sounds. Or tipposite, a natural vibrato seems to be oftenined,
quite as much as in particular places (even iflyae dense, intense vibrato, but certainly neverfat
vibrato-sauce which is common in our days. One shalso be aware of the typical string portamerito o
that time, as evident even from recordings up ¢ldte 1920ies. For instance, the Trio of N° Viéres
to cry for much portamento.

Regarding the general style of playing Brucknehat some interesting talks with Daniel Harding in
Stockholm, where he performed N° IX. He spoke atibat typical >Bruckner mode« into which every
orchestra falls, however >historically informedeyhmight play other composers: This can be destribe
as »playing Bruckner always sostenuto, always ma@mtatising each tiny little detail to an absurd ex-
tent, with no sense for declamation, speech-likeagihg and drama.« He also talked about that with K
Ward, editor ofThe Bruckner JournaVol. 12, N° 1, March 2008, p. 41ff), of which ugte some lines
in the following — observations which seem to Higtiag conclusion of this essay.



Benjamin-Gunnar CohrsAnton Bruckner's Symphonies: Aspects of Performdtraetice (2002/rev. 2010)

» The hard thing for a conductor, clearly, is tovdth shape. You're dealing with enormous structuend there
are things where you can lose your way very, vanyeand very, very dramatically, and the wholentghtan col-
lapse around you. But as with all great composaesreal challenge is that it's never just one thpegrhaps we
have this very clichéd idea of Bruckner — [...] the tf@alrals of Sounds, and the idea of the music betog-
posed at the Organc<: Of course the large scalgt@ndnpressive and the enormous side of Brucknenpgertant,
but just one aspect of the many sides. | don't lgenerally, when music becomes soup, and for e af the
long-term tension in Bruckner comes from [...] gestared it's built up from gesture, and that's bathronic and
rhythmic — so you can have long stretches wherédnmony is moving very, very slowly, and the ththgt makes
that relate, that holds it together or builds tieston or slowly releases the tension, is to db wépetition, to do
with the rhythmical tension that's inside. If yoont concentrate on making those things audibkm ih the worst
case you can end up with [...] a 45 second D minarahit's the inner life inside that is very import. Young
musicians are always told to >make the music siwbich is of course important — it should sing. Bwdre is also a
lot of speech in music, and | think a clear pronatien is important in Bruckner. [...]«

»| hope I'm not misremembering this because | rebgmeading it when | was a teenager, but somelastgd

Barenboim what he's learnt from Furtwangler, anddid that Furtwangler had taught him that you bujdvery

big lines from very, very small elements. And Inthisometimes in our quest for the Holy Grail, whistihe long

line, we forget some fundamentals about how yollyréaild up a proper long line. | remember Sir $imRattle

when he first went to conduct the Vienna Philhariodthere's an orchestra that's famous for it'g llime!) he said

what's fascinating is to see how they build thafrem having an incredible control over small artation. The

thing is, composers don't write things generallyabgident, and if you've got a detail in a scost'shhard to hear,
that's not an excuse for not hearing it! [...J«

» Sometimes he writes things for the Violins whaak ferociously difficult, but they have to soundtjas easy as
if you suddenly play this note down here and th@a very high note on an Organ. Whereas other cempare
usingthe technical difficulties, | think in Bruckner atlof the time you have toide them. And the easiest way to
hide them is to give people time to do them, andaifrse then the thing for the conductor, you wariind a way
of keeping the shape, of keeping the skeletonething in a rigorous way — because you can havedesdul mo-
ments along the way, but if you focus properly bere you're goings, the feeling when you get thisrenuch
greater. And that's a very hard thing to do.«

»For musicians, Bruckner is one of those composéis eccupies such a special place that we havartstisict
built-in that we have to suddenly play his musi@aiway that we wouldn't play anything else. Andhestras who
know how how to phrase in the most wonderful wagdamly get Bruckner and play every single note cetepf
equally! There are moments in Bruckner where cletimyway he's writing accents or the way he bowsy#) he
wants something to be the cliché slike it is on @an¢, so everything is equal. But there is o#teff, there's
Austrian folk music, there's choral music, anddoflon and phrasing, and that what Ben Cohrs wamtpfbout
with Bruckner — the pendulum swing, which is vergrwimportant, and the weighting and the articatf large
phrases through having a clear hierarchy of wirap®rtant, even the smallest sense of phrasingreThas been a
tradition of making Bruckner monumental down to $ineallest detail, and that has something to do thighques-
tion of security, because it's a much, much leightiening and exposing way to play for the orctestmusician.
There is nothing that requires greater control gaen instrument than phrasing, because then ytalking about
the absolute subtleties of light and shade. And ktaw we're not talking about musical traditionattigo back
more than 50 years, which is a very short spadére, so | don't think it's something that we hawdreat as a
holy. I think it had a lot to do with fear and to dith finding a way of playing which is beyond repch: You play
exactly the full length of the note that's writtem the page, sostenuto, no change in infection nabddy can say
you've done something wrong! It sounds like | araggerating, but in a way | am not. The wonderfindhin mu-
sic is to try and understand what it means, nottvwthaoks like, and for me listening to someboikelHarnoncourt
conducting Bruckner [...] is such a revelation for iméerms of, you know, >wow, itawesome musdiclt's not just
huge and impressive, but for the orchestral musscigis much more difficult to play that way thiris to play in
the monumental way.«



