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LECTURE VI

Anton Bruckner— A Composer Between Two Chairs

“Is there on Thy pralter,

Father of love, one tone
Which bis ear wonld welcome?
O, then, guicken bis beart!”

Wolfgang von Goethe

In childhood, in our early musical education, we are introduced to the
composers in such a way that they usually appear to us as always riding
on clouds, far removed from the imponderabilities of earthly, everyday
life. As we grow up and become more intimate with music, we decide
that, somehow or other, we have seen these composers through a veil.
In considering matters as we consider them here, we have to tear down
this wveil, or at least try to look behind it — sometimes to the disad-
vantage of the composers. In the modern and sociological approach to
the aesthetics of music, one leaves behind such cloudy impressions, as
well as the praising tirades of certain biographers, and comes right down
to earth, considering these people as — just people.,

Coming right down to earth means employing such a homely and,
it the same time, characteristic expression as I have used for the title of
this lecture: “Anton Bruckner — a composer between two chairs”.

It is a down-to-earth expression to say that someone is sitting
between two chairs. When Saturday night comes, and boy friend No. 1
rings Mary and says, *"Are you coming to the movies with me t::nlght 5
she says, “Well, I don’t know yet. You'd better ring me back.” Then
she waits until the other boy friend rlngs up and asks her to go to the
movies. If neither rings up, she is sitting between two chairs — or, as
we also say, she has “missed the bus”. Call it * ‘missing the bus”, call it
indecision, call it “"can’t make up one’s mind” — that is the meaning of
sitting hm.reen two chairs.

Imagine a composer's mind which, for sociological reasons, is
between two chairs, Obviously, this will be reflected in his music, and
mquuntly something which creates a feeling of inner uncertainty
‘will be transm :uﬂ.tn the listener, You may like it or you may not,

when the human inin w q;'- : -'-IH . wi,thn:fmlinsnf umml'alntj' it



~ To go back o our downto-earth cxample of
. , : _ o ple o and her
Teend, iF she says I will meet you at eight sharp",tM?:?x is a :Ims;h}rw
CMatement, If she says, "I will meet you . . . eightish”, that makes the
I’l!illl'l:':I euther uncertain, and he says, "What does this mean?" If
Sl ways, 1 will ring you back,” she makes the matter so uncertain that
the boy friend' probably says, “I couldn't be bothered with her any
- more” = und then she has no boy fricnd.
~ The fac that Anton Bruckner is adored by some as one of the
-f_rllh:ll,t writers in music, and dismissed by others as a mediocrity, or
Wit “Ycan't be bothered with”, results aesthetically from the  fact
ressed |:; the phrase "sitting between two chairs”. [ have expressed
diid contrit to you very gently, but were I a speaker such as our
I_dl__ilmul Dr E. Floyd, I might say as he said last Sunday, the name
of Brockner “means starting a bonfire”. Though I do not know exactly
-':ijl;t this could mean in music, he obviously wanted to indicate that
omething is not quite clear when it comes to Bruckner.
' W have to find and analyse the aesthetic and sociological reasons
I'ﬂr all this uncertainty — “bonfire”, *'problematic’* — about Bruckner.
. I have mentioned to you many times that the valuation of MLSic
b not part of the aesthetics of music at all, it s merely the starting point
ol lutlwflﬁ. When you say that a composer is “great”, we follow up
ﬂl;ml !'llr.. ‘Why is he great?”” The expressions “great”, “mediocre” or
had” applied to o composer are not suitable to an aesthetic approach
E]:q-_m_mim A compaser is not “great™. He is permanent through certain
Rteatness, or he is o minor composer, meaning a temporary COMpOsEr.
- lixpressions such as “bad"’ or "lousy” or “not worth considering”
e expressions that one does not use about such an ephemeral art as
thusic When Lindsay Brown, for instance, wrote of Eileen Joyee in the
____l%h&l-:.ntmmg Herald” (June 19, 1948) that —

MUslE cannot compete with a circus of hanged
“II-I._EI andl mnternal perting of cherubs j:‘ “*f“dmﬂg;.gwm und oczlot

e ox uFd himself in a way more suitable to music,

L prefer to speak not of “great” but of permanent composers, and
on the mhmninuanilﬂ temparary cu:;pmauﬁ Then there are modish
wompsers, the G are in vogue, and froflemaric composers. 1 could

dissens of composcrs of whom you have never heard, whcruin

iy were in vogue. No doubt when we are grandiathers, 3 la
Uopd, we shall remember when Shostakovitch was played every-
o Mol we shall tell our grandchildren that he was in in our
" Ti:u type of composer is one who is disputed about, who

1
i
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“All ateempts to make Sibelius popular bere have so far failed. To the
Anglo-Saxons, Sibelins is one of the greamest modern composers, and
the succeisor to Brahms — but then, on the other hand, they are inwardly
very distant oo Bruckner and Mahler,”

Here you have, in one sentence, the names of three composers who are
called predlemaric — who are not generally acknowledged, not per-
manent or “great” as are Mozart, Beethoven, Haydn, Bach and many
others. They are not dismissed as temporary, they are put before us
as problematic.

No matter whether they are permanent, temporary or problematic,
Aesthetics does not evaluate. It finds the reasons why a composer i
problematic. Today, we shall try to find the reasons why Anton Bruckner
is problematic, why he sits between two chairs.

I must assume that you know very little of Bruckner. His music
is very rarcly performed here, and for once I will make an exception
and give you a brief discussion on his life. While I do this in my own
peculiar way, | shall constantly be referring to the sociological reasons
which form the difference influences in his ceeative life.

[ may as well say right at the beginning that his life reads most
uninterestingly. His was not an amusing or interesting life like Franz
Liszt's, with lots of affairs and amours and dainty frivolitics that you
read about in the first part of so many biographies devoted to the “life"
(gently skipping the second part, devoted to the “works™ ).

Anton Bruckner lived between the years 1824 and 1896, in a
time when the Emperor Franz Josef was reigning, a period usually
described as the glory and decline of the Hapsburgs., He was born in
Lower Austria, of artisan stock. He came from a schoolmaster’s home.
From this we deduce that he was peasant-like, native, plain, provincial.
He had a modest provincial school education. We read, and we know
from his later life, that there were hardly any literary influences in his
youth. He was not particularly well-read, nor was he influenced by the
literary movements of his day. As a matter of fact, this went so tar that
there is a famous story about it. When Bruckner became an admirer of
Wagner, he went to one of the operas, “Die Walkiire™, and came out
in raptures about the music. “'But”, he asked his friend, “why did they
bura Brunhilde?' He had no contact with anything literary.

We are told that a man named J.B. Weiss taught him organ and
harmony, Gabriel Engel in Thompson's Encyclopaedia declares Weiss to
have been “an eeratic musician”. He was the musical influence on
Bruckner's childhood,

| 'IH"*"" and there were many children in the family, and
bruckner became a choir boy at the Jesuit Monastery |
Aot away from the next city, Linz. There started bis
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church association. He displayed a virtuoso ability on the orean and
mrentuallrl became an organist. The writers say t}rmt in his :mc he
always thinks in organ form and organ sounds, There we have the
reason for this.

He became dissatished with the ibilities of hi iti
well ag with his own limited knnwlnd;:m and Start':.'d mmrlf’mﬁ
under & man named Simon Sechter at the Conservatorium of Vienna.
He went to endless trouble to go there, travelling backwards and for.
wirds, and saving on food, just to have his lessons, Sechter belonged
to the strict and classical school, or what we call the formalist school,

After this, Bruckner became organist in Linz, another city in
Austria, Thus, when he was 32 years of age, he made his first contact
with a larger city. There he became a friend of the conductor, Otto
kizler, who introduced him to the works of Wagner. Brockner ':l.'as 50
impressed that he undertock a pilgrimage to Munich to hear some of
Wagner's operas performed. Thus began the influence of Wagner's
music, Wagner's ideas, Wagner's theories: the influence, in bricf, of
emotionalism.

After Bruckner wrote his first symphony, he had a nervous break-
down and was threatened with insanity. Fortunately he was cured.
However, here we have an indication of a cettain instability in his mind
and character,

After a lot of trouble, he got a job at the Vienna Conservatorium
and became professor there, as successor to Simon Sechter who, you
m::nﬂmber. taught him theory and harmony. Bruckner remained in
Vienne for the rest of his life. Here we come to the influence of
Vienna on Bruckner. He came under public notice, there was public
criticism of his works, and he was dragged into public fights, particularly
the animositics raging in Vienna about Richard Wagner. This brought
him into the well-known quarrels with Johannes Brehms and Eduard
Hms[:kh::m h‘:héi::d[ will refer again later on.

' ied, Brockner’s wish was respected and he was buri
under the organ loft of the St Florian's ; 7

Now 1 shall give you some of his music — the beginning of the

first movement of the Pourth Symphony, also known as the “Romantic
Eyﬁmy This ane record contains many typicalities of Bruckner's
music, starting with a tremolo beginning as most of his symphonies de,

minutes, and also employing instrumentation of the

Jandd stating two Brucknerion subjects immediately in the short space of
%m “mﬁ" subj Iy short space of

the clash between the native peasant and city life, In 1942, one of &
latest biographies of Bruckner, written by Werner Wolll, appearec
is available in Sydney. Wolff has called his book “Anton Brugl
Rustic Genius”. On the Te Deum, part of which was played last Su
on the air, Wollf says (p. 259): .
“Briefly, one might say thar of all Bruckner's sacred music the Ta
hag the highest sustained tension, Because of its conce
power and lapidary style it has been called “the peasancs’ Te Dienm
Earlier, he says (p. 107): )
“Although he was living in & metropolis, be remained aloof and lonesame,
for be was & stranger by origio, habics and spire”
Indeed, this man was exceedingly lonesome. He tried to get murrbocd
several times, but the clumsy way in which he attempted to gain o
resulted in his remaining unmareicd,
He was of strange habits. One thinks of him, dressed i
peculiar, peasant-like way, walking the streets of a city that
most fashionable. This lonesome man, with strange habits, eart
and native, was confronted with a Vienna which could not be d
better than has been done by Ernst Decsey in a book called ™ Iin
— Eine Lebensgeschichte™.
I have taken the following quotation of Decsey from ika Ne
“Bruckner — Mahler — Schénberg”, of which excerpts appenred
the signature of Professor Bernard Heinze in “The ABC ¥
Decsey said (p. 19): N
“From the point of view of time, Anton Bruckner originaies in i
of influence of the Em Francis. Itis the ¢ of the *
medievalism grown old and grey, fearfully shur of fram
motionless in inellecrual stagnavion, The word ‘freedom’
high tresson; life is closely regubsted, authority weighy Bew
forms of existence. Children address their parents fonmally, |
bur members of the commonaley, whether teachers, organises o
are addressed by their spiritual mler with: the condescending
‘Handkiissen' 15 the accepred form: of intercourse borween
and high degree; and the humanity of Austria i :ﬂt il
and poats’, into arigocras and nop-aristocears. . . . Hmper
ruler over the whole scare (held in an artificial tance by M
like & kind of Viennese landlord, looking out of his palace |
dressing-gown and nighteap, regarding his peoplos 08 tenmms
times mean and pesey, and then again rich in favors == that iy 0
a3 the masses do not stare w0 make trouble, but bebave themueli

leave him in peace.” :
*, while “Sie" ls foremal, 'IM ol el
g wile 'nmgll:d ‘0 adileens theim shly

-
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vincialite, experenced city life. This 1 consider to have been the first
clash in his state of mind, and the reaction would be one of several.
Imagine a prasant coming to live in a big city. I do not refer to comic
strip people like, say, the Lawsons or Dad and Dawe, but a native
peasant, with good habits, typical in his provincialism. Imazgine him
confronted with the metropolis of Sydney. So Bruckner was confronted
with Vicona. The first reaction of the one who comes from the country
might be complete assimilation, to take on city habits and city con-
ceptions. He has an open mind and forgets that he ever had anything
native or pessant-like about him. On the other hand, his peasant
nativeness might be stronger than the city influences, so that the second
reaction might be that, though he lives in the metropolis, he remains
cxactly what he was, influenced by nothing, forming an enclosed cell
within a large, active and strange body. The third reaction might be a
problematic wavering, in which he still has the habits of peasantry,
but has a desire for assimilation — and yet finds it impossible to
assimilate. This last reaction, I belicve, was Brucknes's,

This means that in Bruckner there was not one state of mind, but
several, and knowing that out of the state of mind the creation is born,
here is the first clash — being native at heart, provincial, yet trying to
be city-like, in the then sense of the city.

The second clash in his state of mind was between conscrvatism
and mystic Catholicism.

Conservatism s an cxpression we often use, It is by no means
“being reactionary”. It is, rightly applied, a very good state of affairs.
It can be a state of mind and a mode of living. It can become a
conception of life, and 50 it was in Vienoa in Bruckner's day. It was
this consecvatism, expressed so beautifully in the quotation I read to you,
‘which showed itself in Bruckner in a childlike and pathetic- revercnce
for men of eminence. To us, who live in a totally different generation,
the fact that someone is a great COMPOSEE OF 4 great man does not mean
that we bow dﬂﬂpl]r to him, trembling in his présénce. | mentioned: in

‘the quotation the “Handkiissen", or kissing of the hands. Even today,
in Austria, n.n& does not say "Emd-day to you™, or ""How are you?", or
”G'mdhi“" One says — and | translate — "1 kiss the hand". Of
course, one dees not kiss the hand, But one still uses the expression, It

_.'m El;um. IIIH old. llf:]-'j. from the actual kissing of the hand of emperors

es, and from there became such o daily habit chat
Hk “-. . ﬁml{n‘& ml'l ﬂhﬂ:t -
| ) to .

able to get Austrian papers before the war, to read the birth and death
announcements, and find something like the following: : )

“A child has been born to Mrs. Asistant Gravedigger §
The search for titles was not something out of the ordinary, Eve
assistant gravedigger's wife would give herself the dignity @
hushand’s profession. It was a typical expression of the mnscrmt
those times. To quote again from Werner Wolifs biography of B
(p- 116): 4
“Official formalism within the hieraxchy of the church and with

monarchy had lefc mntmg.uu]ul:le traces.”

This conservatism in daily life — and I could go on [ﬂl
giving you details, but I am sure you follow me with & few rmml
was set against Bruckner's simple but very ardent religious devol
Catholicism. P

I have spoken on religions or the influence of religions. nm];-
and I am a[ways carcful to say that | am not speaking from o religie
point of view, but am showing you the influences of I:-BH\‘II
pesthetic considerations. Once | mentioned Catholicism in lml'
on Dritish music, Today, we have it rather more simply, --
Austria there was no fight between the State and the Chureh, Such
mentioped in connection with British musie, On the :‘ﬂﬂl’ﬂl}}
and the Charch understood cach other perfectly well, and
together very harmoniously. k

But it can still be contended that conservatism and Catholisibng
are two different states of mind, Conseevatism is something
thing strict. It is prescribed. It is pre-arranged. And in
departure from it was punishable. :

Catholicism, like practically every other mliﬁunj_-
loose, something imaginative; it is forgiving, and,
I:mw from the great art works of the Catholic Church, it i

Let us reflect on the mind of Brockner. Here is the st
in his state of mind, the clash between the rigid conservatisn o
aned the mystic Catholicism of his boyhood. :

In considering the music of Bruckner, you find some
strange — you read about it in every biography, but I will
you on records. You always read of Bruckoer :i.:'f the groate
adagio writers, meaning that he wrote the most
mmt:. The slow movements are always sdid

ﬁl ;:::i;il -"".j.m o thuhﬂMul |




On the other hand, his scherzo movements are always said, by the
biographers, to show the strong influence of peasant life, because very
often they do employ Austrian dances (like Lindlers, etc.), as you will
see in the pext example, which is the beginning of the Third Movement
of the same (Reomantic) symphony. This movement has a very typical
theme — the fright of every horn player, I hasten to add!

Record {r playad.

Theugh you regularly read in the biographies that the second of
slow movements have a religious fecling, while the scherzos give you
the native undertone, T feel it does not matter what the biographers call
these movements, because you can call music anything, 1 feel that it
is completely immaterial, because it does not by any means solve the
problem of such a clash as, for instance, that between conservatism
and mystic Catholicism, which, as I have tried to explain to you, it would
be very difficult to resolve into a single state of mind.

S0 far, then, we have seen two conflicts, native pm:rur.'@l_mn a5
ugainst the city, and conservatism or the State against Catholicism or
religion.

“E"I‘hn third, and I should say to me the most important, conflict is
the clash of two aesthetic conceptions, the conflict of barogue with neo-
roMmantcsm.

Vienna has been famous for many things. One is its musical anet
dotes. When an event becomes an anecdote, there is always some truth
in it. One anecdote about Bruckner that they told one another in the
coffee houses is: _

*You know, in his affections, Brockner mtes Wagner berwreen the Bishop

of Linz and the Heavenly Father.”

 There is some truth in that. What was Wagner? What did he
stand for at that time? He stood, as you read everywhere, for neo-
romanticism.  Bruckner actually lived in the times in which neo-
romanticism raised its head, and the “officials”, the conservatives like
Hanslick, battled agninst this new thing with all the power they had.

Bruckner had an absolute adoration ﬁ"ﬁ?ngr:cmr,w Htmuir:lﬁmn;l'nad his
Third Symphony the "Wagner" Symphony. 0 nally met
Wagner on H:?'tmwli, e trembled at the knees because, to him, to
~meet Wagner was such a very great occasion, Brockner has often been
ealled “the Wagner of the Symphonies*',

T glance at the more formal conception of Brockner's music, you
see what has been called “the expressive chord”, where nearly
on this chord, Tn "D A", we know

g

a more mystic world, There, Bruckner, in his own mind —
was by no means an sdiot— felt a clash within himself. He wa
influcnced in a literary way, and had no wide connection w
outside world. To him, neo-romanticism — if he knew the wi
all — meant Wagner. I quote to you from a letter he wrote |
friend, a letter which em iseg this point. He wrote:
"I would Like w0 do a dramatic wark i la Loheagnin — momantic, reli]
mysterious, and, above all, free from all impurities.” i
That was the law of his faith, of any religious faith. But
all impuritics was a law utterly contrary to Wagner or to the de
and doings of Wagner's life.  You see how right the Vienncie anecdols
was! g
The laws of Bruckner's life, the state of his mind, mbu-d
baroque Catholicism. In all the biographies and encyclopaedias
other writings on Bruckner which I read before prepacing this lee
I find a constant recurrence of this word “baroque™. Al
of Bruckner, they say "baroque™ here, “baroque™ there. m
I quoted before, states, "Bruckner was a man of the baroque™,
What is “baroque™? This word is so frequently used as
of certain composers.  For instance, Mr. Goossen's music is often re
to a5 "a baroque style of music™. If we turn to Webster's Digh
we find that “baroque™ means: T
“of, permining to, or designating the style of are and archi
ing from showt 1600 eo late in the 1Bth century,
use of curved amd contareed [osms”
In a musical dictionary, much to my astonishment, 1 foun
“Bareque: uncouth™. We are aware that baroque was also
mind. Let us throw some light on this period, with a reflectis
Bruckner. As a visible style, baroque developed from archi
from painting — usually it is the other way round. Peter [
was & baroque painter. L
I shall quote to you from Sheldon Cheney's "‘Wt:u'lﬂ:
Art", one of the books I recommended to you in the beginn
does he understand “barogque’ to be? He says — and how
would fit Bruckner’s mind! —
“Umnder moat e anchiteciural cnvelopes thore peesian cla
eniarked Eﬂﬁ and columns, by E,m,p-n& ﬁﬂuﬂ
i £ . W
b e ries. Bt
disp
up.” Ap: 7




[ have scen these expressions of baroque on my many trips round the
world. | remember once, when I was a student and had no money, we
decided to sleep in one of the cathedrals in Rome., It was so vast that
you could sleep there and nobody would notice you. As we lay there,
all the services passed before our eyes. The decorative way in which the
services are conducted there is so impressive that it is worthwhile to
read the words of Paul Lang in his “Music in Western Civilization", in
which he says that it was a reaction against the quict devotion, showing
a more “trinmphant” church:

", . . whose cult was celebrated by richly decked elergy under the vaults
of & mighty architecrure, surrounded by smames and pictures before
scintillating alrars ornamented with gold and silver. to the accompani-
ment of rhe impressive and resonant music of multple choirs, orchestras
and organs.”

Here we are in the midst of Bruckner’s youth in 5t. Flonan's, a

Jesuit barogue church, one of the most typical edifices in the baroque
style, like many that you find in Austria.

There is also such a thing as a baroque State. I have oaly to refer
you to the city of Versailles, and Louis XIV, the Sun-King, wandering
through the gardens of Versailles Palace, with all their beautiful niches,
cornees and statues.

One speaks of musical baroque meaning the age of the “thorough-
bass"", the style of Monteverdi, Gabrieli, Frescobaldi and others. From
thinking of musical baroque, we get such appreciations of Bruckner's
music as the statement that "Gabrieli is the key to Bruckner’s orchestral

style” or that he “descended from and continued the Gregorian style'.

If, then, Bruckner's mind was torn between admiration for Wagner's
nea-romanticism — which was, in its way, the expression of the trend
of the time in which Bruckner lived — and a deep inborn love of the
baroque — inborn through education, upbringing and for sociological
reasons — thene you have another contrast between states of mind which
could not be satisfactorily united.

This conflict was, at the same time, an expression of the period in
which Brockner lived, Famous in those days was the Brahms-Brockner
animosity, It is o scream, wonderful to read! These who fought for
neo-romanticism said Brackner's “Amen"”; those on the conservative side,
, % i %fn_;' the -mﬁtah'ng rﬁ'fy mm such as Hanslick and

a stidd Brahms' "Amen”, So they played the two composers out, one
gainst the other, sometimes even making this "musical” question 2

L
o]

} e

lave brought

"Brahms had po animogty cowards Brockner.  Howewver, he

in him & problematic namre which — following Brahms” ol

could ot be sympathetic to him.” — p. 46. .
I believe that is very true,

I have attem to show you the conflicts in Bruckner's nsture
and consequently in his works, by reason of the conflicts bets =
vincialism and the city, conservatism and Catholicism, barog
nEo-romanticism. B

If we understand all this, it is no wonder that a listener win
not himself torn with innee conflicts, who does not sit betwieen
chairs, finds it hard to grasp, to re-feel or to be emotionally touchee
a creation which bears the stamp of indecisiveness and may lom
confusion in his own mind. As I said before, in the down-to
example about meeting somepne at a certain time, when one .
steaightforward mind and is confronted with a problematic circum:
or with indecision, one's mind discards it rather than looking i
ever beauty might be in that other state of mind and its creation

This has to be emphasised to you for aesthetic-educational pu
In our mmim: mptm&r? we are l%mcpi:a]n ul;f t:;n.l'rﬂntbdd ;I';ilh O
who are simply ematic, The philosophical mind wichin you,
automatically by the Lord, is inclined to discard the indecis
problematic, rather than be bothered with it. But an aesthetic ¢
tion of the reasons for Bruckner's indecisive state of mind (and, &
the indecisive state of mind of many other composers}, -
music carrying the geem of indecision towards us and ton
emotions, should instead help us w fnd the beauriful:

To those who would rather discard than search, let me
Paul Elmer More:

“YWell may the influence of music seem inexplicable o the man whi

dreams that his life began less than a hundred years .%'*'I_ B




	T_001
	T_002
	T_003
	T_004
	T_005
	T_006
	T_007
	T_008
	T_009

