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Foreword 

SOME time in the 1930’s, as a schoolboy twiddling the knobs of 
the radio, I heard some extraordinarily spacious and noble music 
coming from an unidentified source in Germany. It turned out 
to be Bruckner’s Second Symphony. The effect of its breadth 
and grandeur has remained with me ever since; at the time it 
drove me to all sorts of books on music, most of which scarcely 
mentioned Bruckner’s name. The rest of them ran him down 
with impressive consistency. So I went to the scores, which was 
what I should have done in the first place. In those days 
Bruckner was almost terra incognita in England; if by some 
chance a symphony of his was played, it was inevitably dismissed 
as something that did not ‘travel’, that was for Austrians only, 
that was too long, formally incoherent, or plain incompetent. 
Performances that did occur were often bad ones—and Bruckner 
needs, even more than most composers, understanding interpre- 
tation. But gradually things have changed. After the war, the 
Third Programme gave the public more frequent chances to hear 
these works, and long-playing records have enabled many a 
young music-lover to know some of them as well as he knows 
his Brahms or Sibelius. 
Now is the time for a book. Mr. Doernberg, in writing the first 

British book entirely devoted to Bruckner, has wisely directed 
it at the general musical reader who may be impatient with too 
much detail in the dissection of the music. This is not to say that 
the analyses are perfunctory; Bruckner is capable of the pro- 
foundest subtlety, and his utterly original sense of structure, as 
well as the astonishing depth of his insight into tonality, would, 
if they were treated exhaustively, make a vast tome in which 
there would be no room for a biography. So the chapters on the 
symphonies are concerned with pointing salient structural facts 
and with drawing attention to incidental beauties on the way. 
They provide a sound guide to the ordinary listener who needs 
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to find his way about and a starting-point for anyone wishing to 
plunge into deeper waters. Bruckner’s music is a trap for the 
routined critic; one of its most dangerous features is its frequent 
semblance of the outward shape of sonata form. So long as this, 
in discussion of the symphonies, is treated as a mere convenience 
(and this is Mr. Doernberg’s sensible approach), no harm is 
done, and Bruckner need not be falsely accused of mishandling 
a form whose symmetries, though they may superficially resemble 
those he actually creates, are really of different origin. Such a 
movement, for instance, as the first of the Seventh Symphony 
may be fully understood only by casting out all ideas about true 
sonata style and appreciating the gradual, organic tonal evolu- 
tion of the music as a new process in its own right. Sonata 
terminology will then be seen to have no more than mnemonic 
usefulness—valuable so long as this specific functicn is realized, 
but a snare for the unwary. 

Bruckner’s structural originality, however fascinating, must 
take second place to the characteristic beauty and grandeur of 
his feeling, expressed in the great breadth and shapeliness of his 
finest themes, their emotional sequence, and the magnificence of 
their instrumentation. Ultimately, of course, we cannot separate 

the structural and expressive aspects of great music (of any 
music, for that matter); the two things are necessary to the total 
effect. Nowadays, when some ‘composers’ openly admit that they 
cannot hear what they write and even argue that there is some 
virtue in the fact, the ‘effect’ of a piece is often unrelated to its 
consciously contrived pattern. But music is sound—despite those 
who think such an idea naive—and the listener should not be 
aware that it was ever written down. At his grandest Bruckner, 
like any other great composer, makes us forget the mechanics, 
the labour, the cunning, the mental siruggles that he experienced 
when he tried to find a way of telling musicians what sounds to 
make. When he succeeds in doing this (and he is far more often 
successful than not) the results, gloriously spontaneous-seeming, 
glowing with rich humanity, remain as examples of true, com- 
plete art for the delight and solace of all who have ears, mind 
and heart to seize upon them. 

Lonpon, APRIL 1960 ROBERT SIMPSON 



Preface 

Tuts book’s table of contents suggests three distinct parts: a 
general introduction to Anton Bruckner, the biography, and a 
guide to the symphonies. Although this division reflects the 
general disposition of the material, most of the general obser- 
vations on Bruckner’s style are to be found in the biography. 
This apparent inconsistency was advisable for two reasons: 
firstly, it is neither desirable nor possible to separate the man 
from his works, and secondly, some of Bruckner’s idiosyncrasies 
can best be explained in the framework of his life and 
development as a composer. 

The book is intended for all the wide circle of music lovers, 

for those who seek genuine life and enjoyment in music and 
approach it with enthusiasm. When discussing technical matters, 
I have presumed the reader to have some knowledge both of 
musical forms and of harmony. Since Bruckner’s works are the 
integration of a vast theoretical learning with deep and powerful 
conceptions, a minute analysis of the total range of his technical 
craftsmanship would go far beyond the interest and need of the 
normal concert-goer. I have restricted myself to discussing the 
bare minimum of technicalities essential for an intelligent appre- 
ciation of Bruckner’s works. In these decisions I was guided not 
only by my estimate of the reader’s knowledge but also by the 
awareness that an insight into the easier instances of Bruckner’s 
workmanship is all that is needed in order to listen with attention 
and understanding. The rest, however, is by no means insignifi- 
cant; but it can safely be supposed that learned music journals 
will continue to elucidate the more academic points of 
musicology. 

I acknowledge gratefully the valuable help given to me by 
Miss Kathleen Hunter-Blair, Miss Anne Wall, B.A., and Mr. 
Alfred Batts. I am indebted, more than to anyone else, to Dr. 
Robert Simpson for constructive criticism and advice. His own 
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analyses of various Bruckner symphonies stand, of course, on a 
much higher level of musicological learning than mine and there 
have been occasions when I persisted, very inadvisedly no doubt, 
with my own notions. I hope readers will keep this in mind and 
hold me alone responsible for errors in fact or judgment. 

Messrs. Hinrichsen Editions Ltd., London, Messrs. C. F. 
Peters Corporation, New York, and Messrs. Alkor-Edition 

Kassel, G.m.b.H., have very kindly given me permission to base 
my music quotations on the original versions of the composer’s 
works. Mr. Bernhard Bosse of the publishing firm Gustav Bosse 
Verlag KG, Regensburg, has permitted me to translate extracts 
from the collection of Bruckner’s correspondence Gesammelte 
Briefe, Neue Folge. Alkor-Edition have also contributed the 
photo of Bruckner’s sarcophagus. I am deeply grateful to the 
Rev. Canon Dr. F. Linninger of St. Florian for the portrait of 
the composer facing page 84 and to the Rev. Father Dr. Altman 
Kellner, O.S.B., Regens Chori in Kremsmiinster, for permission 

to reproduce two sketches in Bruckner’s handwriting. 
Last, not least, I owe gratitude to my wife for providing 

the conditions in which study, writing and music can be pursued 
in an otherwise rather busy life. 

Lonpon, Marcu 1960 E. D. 
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An Introduction to Anton Bruckner 

I 

THERE are certain composers who have rightly been recognized 
by posterity as being representative of the period in which they 
lived and worked. Even if we knew very little about the social 
changes in the European world during the last fifteen years of 
the eighteenth century, a comparison between the music of 
Mozart and Beethoven might bring us close to a real understand- 
ing of some essential points of that transitional period. Certainly 
we should be able to draw significant conclusions from the 
contrast between Mozart’s graceful style with its frequent under- 
current of darkness and Beethoven’s unfettered self-expression. 
In the case of Mozart and Beethoven, this observation is so 

patently clear as to be almost a truism. It is mentioned here to 
demonstrate a contrast; for no such comparison between music 
and period can be applied to Anton Bruckner. \ 

Bruckner’s symphonies were written during the last third of the 
nineteenth century. In their external form they follow some 
precepts of Beethoven’s last symphony and Schubert’s great 
Symphony in C major. In this respect, Bruckner’s chronological 
position corresponds with his place in the history of music: 
Beethoven and Schubert before him and Gustav Mahler after 
him. Mendelssohn, Spohr and Schumann remain unmentioned 
in this connection; Bruckner was the first composer to accept 
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the great challenge of Beethoven’s Ninth: the expanded first 
movement, the highly significant Scherzo, the spacious and trans- 
cendent Adagio and the supremely important Finale. Bruckner 
made this precept his own. By combining this classical inheri- 
tance with something of the monumental means and proportions 
demanded by Wagner and Mahler as the most representative 
figures of the later nineteenth century, Bruckner stands in line 
with the musical development of his time. Besides the external, 
formal appearance of his symphonies, there are other links with 
his contemporary world: his orchestration and harmony. 

Important as all this is, the significance of Bruckner does not 
lie in the mere fact that he was a man of his time. This he shared 
with many other musicians who never became a problem for 
posterity, because posterity forgot, in charity, all about them. 
The greatness of Bruckner lies in the fact that a spirit speaks in 
his music which is strikingly individual and which is not dictated 
by or acquired through influences. Not only did Bruckner possess 
musical ‘originality’, that prime factor of works of lasting value, 
the spirit of his music is quite outstandingly, peculiarly his own 
and it is this which makes his place in the history of music so 
difficult to determine. It has been labelled with the word 
‘mysticism’. Since Bruckner certainly had that religious awareness 
which by its very nature demands direct self-expression, it is 
possible to talk of similarity with more familiar instances of 
mysticism. On the other hand, Bruckner’s most important works 
are secular composition, absolute music, and it is therefore 
advisable to use the word ‘mysticism’ with great caution—it is 
probably impossible to speak of him without introducing it at all 
—lest one overburdens with unnecessary elaborations what is 
fundamentally a very simple phenomenon. What is important is 
to realize that the term is not necessarily restricted to the Church. 
Bruckner’s symphonies are not at all church music; they are 
not ‘Masses without words’ or ‘liturgical symphonies’—slogans 
coined by writers who make the distinction between the spiritual 
and the secular realm which in true mysticism is characteristic- 
ally ill-defined or ceases to exist. Bruckner’s symphonies are 
simply symphonies. Spiritual experience was neither consciously 
imposed on these works nor is it continuously evident, but 
spiritual experience was obviously the very root of Bruckner’s 
being. 
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It may be strange to begin the discussion of a composer with 
the clarification of religious terminology, but here it is necessary 
for two reasons. Firstly, the ‘mystical’ element in this composer’s 
music is unique in so far as there is nothing comparable to it in 
the work of any other secular, modern musician. Secondly, when- 

ever ‘mysticism’ crops up—the term or the thing itself—con- 
fusion almost invariably follows, a danger to which musicologists 
are no less exposed than theological writers. After all, most of 
us know the world of mysticism only from the outside; further- 
more, it is a concept which seems to lend itself all too readily to 
the attention of idle talkers whose verbosity reveals little distinc- 
tion between substance and mere words. In the case of Bruckner, 

a number of bombastic books have been written in which the 
man and his work are artificially ‘spiritualized’ beyond all recog- 
nition. The most formidable work of Bruckner-mystification even 
subjects the music to the introduction of semi-mystical concepts 
such as ‘symphonic waves’ as Bruckner’s formal element. 

The era in which Bruckner lived was marked by a fashionable 
shallow and optimistic rationalism which—in conjunction with 
the equally shallow doctrine of progress—most people apparently 
found satisfying. Those who were too intelligent to accept sim- 
plifications or had a more acute sensibility were driven to a 
personal search for salvation. The ever-recurring theme of 
‘salvation’ (Erldsung) on the Wagner stage, the soul-searching 
conflicts of Gustav Mahler and also the sweet, small and non- 

committal pious sentimentality in, for instance, Gounod’s church 
music are typical musical results. 

Bruckner was not in contact with these tendencies of his 
time. He was one of the exceedingly rare people of whom one 
can say that they live perpetually in a state of grace. There is 
little to be said on it. There was nothing extraordinary in his 
religious observance. There was neither a spectacular conversion 
nor, at any time of his life, a religious crisis. His whole being 
shows a personality quietly in contact with God. His faith was 
an entirely unsentimental, firm and masculine belief. As a 
Catholic musician, Bruckner was the very opposite of the Abbé 
Liszt, whose biographers can supply a date list of religious 
paroxysms which occasionally added spiritual drama to the 
otherwise exceedingly worldly drama of his life. For Bruckner, 
‘religion’ was as elemental as the atmosphere in which we 



6 THE LIFE AND SYMPHONIES OF ANTON BRUCKNER 

breathe. At a tender age, he was called out from among the 
village boys for a personal blessing by a dying priest. As an old 
man, he dedicated his last symphony dem lieben Gott ‘if He 
wants to accept it’. When he spoke of ‘the demon of his life’ he 
referred not to God or to Satan but to the leading music critic 
of the Viennese press. 
When the soul and mind of Bruckner became eloquent, he 

chose absolute music—symphonies—as his main medium and we 
are therefore prevented from too close an interpretation in words 
of what we are convinced is the utterance of a God-inflamed soul. 
And, would it even be desirable here to destroy a mystery by 
discoursing on it? The fact that there is a ‘mystery’ in these 
symphonies in no way affects their value as musical compositions. 
So far Brahms was right when he said that Bruckner’s piety 
was his private affair. What Brahms, as so many others, was 
unable to realize is the fundamental trait of a personality such 
as Bruckner’s which would not allow of separate departments for 
private ‘piety’ and the artistic impetus of the composer. 
Bruckner’s whole achievement is firmly rooted in his essential 
spirituality even in such profoundly disturbed experiences as 
those which speak to us in his last two symphonies. 

Books and essays have been written to expound Bruckner’s 
mysticism psychologically, philosophically, religiously. I owe to 
them a strengthening of my conviction that restraint is here 
better than elaboration. To treat Bruckner without a reference 
to his spirituality is unthinkable, but to unfold the mystery is the 
business of the conductor, not the biographer. 

For the moment, my aim has been to indicate that the whole 
bent of Bruckner’s mind was out of keeping with the period in 
which he lived. The full significance of this reflection is to be 
seen in the light of another fact: that Bruckner was one of the 
most modern composers of his time. 

Pe 

Bruckner’s life and personality stand in surprising contrast to 
those of almost all great composers of the recent past. Like most 
of the others, he began composing in his early childhood, but 
unlike any of them (with the one exception of César Franck) he 
reached the age of forty before writing a great work. His name 
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became widely known only when he was over sixty. He composed 
all through the early part of his life, but even the best of those 
numerous works written before 1863 cannot be said to fore- 
shadow what he produced in later years. At a time when he had 
already outlived the span of Mozart’s or Schubert’s life, Bruckner 
was still writing exercises and taking courses of tuition. 

Apart from his unusually slow development, Bruckner shows 
striking difference in comparison with most other composers by 
reason of his astonishing simplicity as a man. No intelligent 
reader of Mozart’s letters, even if he were quite unmusical, could 

possibly fail to enjoy them; his correspondence might have 
qualified him for lasting fame even had he been an ordinary 
court musician and nothing more. Beethoven’s life and his extra- 
ordinary ‘entirely untamed personality’ (as Goethe saw it) show 
a peculiar intensity which make him highly interesting even 
apart from his compositions. Bruckner’s life and personality 
appear almost barren in comparison with those of Beethoven, 
Wagner, Brahms, Tchaikovsky—men whose life and character 
reflect in one way or another something of their status as 
composers. Bruckner seems, indeed, to cut a poor figure in 
comparison. His is the career of a poor village boy who, step by 
step, made a successful career as cathedral organist and professor 
of theory without at all widening his horizon. The one and only 
really surprising thing about him was that after completing his 
career as an organist he suddenly began to compose music with 
a range of vision which in such a man would appear quite 
incongruous. 

The biography of an artist depends usually for its momentum 
on the relationship of his life and personality with his works; the 
life at once explaining and failing to explain the greatness of the 
artistic achievement. The spacious world of Bruckner’s sym- 
phonies would certainly lead one to expect the composer to be 
a man of considerable mental span. But what was visible in 
Bruckner to those who have known him? A simple, devout 
countryman with an immense knowledge of musical theory and 
the ability to teach it. That was all. Because most people’s 
judgment depends on immediate impressions, Bruckner’s rural 
inflexion, his frequent use of upper-Austrian dialect, his servility 
and also, of course, his piety offered opportunity for jest to the 
‘intellectuals’ of Vienna. An interminable number of Bruckner 
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stories is the result, not all of them ben trovato. And there can 

be no doubt that Bruckner’s friends, particularly among the 
circle of his young students, were not fully aware of Bruckner’s 
significance; their enthusiasm rarely revealed deeper insight than 
did the attacks of the derisive critics. 

The vast number of the Bruckner anecdotes, most of them 

actually of an affectionate nature, depict him as a simpleton of 
almost idiotic calibre. Bruckner’s true simplicity somehow com- 
pelled the intellectuals to render it far cruder than it really was. 
It is significant that mature persons who knew him well (persons 
like Hermann Levi or Karl Muck) have made no contribution 
to this kind of Bruckner caricature. It is true Bruckner’s per- 
sonality showed little of the power and vision which sounds in 
his music; but works like his are not written by village idiots. 
Nor would the prelates of the stately religious establishments of 
St. Florian, Kremsmiinster and Klosterneuburg have welcomed 
him as they did, as an ever-congenial and beloved visitor, had he 
appeared to them as the embarrassing hero of those anecdotes. 
Even apart from the anecdotal literature, it is very unfortunate 
that the most prolific reports about Bruckner derive from those 
of his acquaintance who seem least qualified to understand so 
unusual a personality. 

The story of Bruckner’s life is the account of the struggles 
and trials of an awkward man who seemed ill fitted for contest 
with those lesser beings on whose attitude his happiness depen- 
ded. Humiliation and disappointments fill many pages while 
little can be said about the one fact which far outweighs them : 
that nothing could usually prevent the composer, sensitive as he 
was to the reaction of the world, from continuing his work as 
though undisturbed. The fundamental enigma of Bruckner has 
always been the unaccountable capacity of this timid and 
apparently limited man to write music with an assurance 
and resourcefulness which were totally absent from his daily 
life. 

3 

But to the music. As with all great music, only performance 
is needed to awaken interest in Bruckner’s symphonies. By its 
very nature, the work of art exists only within its own medium, 

and it would not merely be wrong but quite futile to attempt a 
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‘translation’ into the medium of words. It is not for words to 
describe absolute music. Since Bruckner’s music is marked above 
all by sheer beauty and power of sound, his music more than 
that of many another composer defies the aspirations of the 
writer of such descriptive comments as we read in the average 
programme notes. 
A good performance of a Bruckner symphony never fails to 

enthral the audience even if many of those present hear the 
work for the first time and without any preparation. Bruckner 
did not write the kind of works which one praises euphemistically 
as being ‘interesting’, which appeal exclusively to connoisseurs 
and devotees of technicalities. By this distinction I mean: while 
the finale of Brahms’s Fourth Symphony can make an immediate 
and strong impression on a sensitive listener who does not know 
what a passacaglia is, I doubt whether any work of Anton 
Webern can be fully appreciated by a person unacquainted with 
the principle of composing with a twelve-tone series. However 
that may be, there cannot be any doubt that the person who is 
enthralled by the Brahms finale would find his appreciation 
deepened were he to discover the form of the movement. So it 
is with Bruckner: the appeal and nobility of his music hides its 
structural complexities and the delight of the listener will be 
still greater when he gains an insight into the idiosyncrasies of 
Bruckner’s style. These will be discussed elsewhere in this book; 
here we content ourselves with indicating some general trends. 
We begin with one of the composer’s peculiarities which will 
concern the listener first of all. 

Bruckner’s vocabulary of directions includes frequent use of 
some words which are rarely to be found in musical scores, such 
as ‘Misterioso, breit und feierlich’ (noble and solemn), ‘sehr 
ruhig und feierlich’ (very calm and solemn) and the like. Such 
words are, as far as the listener is concerned, mere directions for 
the conductor and the executants, in no way different from 
Mozart writing the direction ‘dolce’, or Beethoven ‘con gran’ 
espressione’ or ‘con brio’. Yet there is a difference. The dolce 
of Mozart or Beethoven’s espressivo become immediately obvious 
to the listener (even to some degree in poor performances by 
tired or indifferent conductors), but in Bruckner there are 
moments of a sublime quality which demand not only devoted 
rendering but also the intelligent attention of the audience. Full 
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appreciation of Bruckner’s works demands a congenial spiritual 
disposition on the part of the listener, without which he cannot 
be fully sensitive to the music although, of course, he may enjoy 
it. For Bruckner we need something more than mere concen- 
tration, more even than that complete sensitiveness which is 
essential for all intelligent appreciation of music. It is perhaps 
understandable that some people, Bruno Walter counts himself 
among them, have to reach a certain age before Bruckner 
unfolds himself fully to them. , 

To find the first indication, there is no need to turn the pages 
of a Bruckner score Beictces way of beginning a symphony is 
significant. The listener must hold his breath for the music to 
begin; all his works open softly and with sublime beauty. To 
miss the very first sounds of a Bruckner symphony is to lose 
irrevocably a great experience which cannot be recalled. The 
magic spell of these openings is rare in music, but one may name 
one familiar example: the beginning of Beethoven’s Ninth 
Symphony. That Bruckner has actually been criticized for his 
alleged stereotyped technique of beginning his symphonies (‘they 
all start alike’) is perhaps due to such lack of attention. It seems 
indeed that those critics have failed to notice the variety with 
which Bruckner handles even the openings of those symphonies 
which show a certain likeness through their usage of tremolo 
strings; true, these openings may look somewhat similar on paper, 
but how utterly different sounds the full chord of E flat major 
in a low position (Fourth Symphony) from the major third in E, 
played by the violins at the beginning of the Seventh Symphony 
or, again, the unison D opening the Ninth. Here are instances 
of Bruckner’s amazing capacity for gathering all his power into 
a consummate quietness. Perhaps few who attend concerts are 
capable by nature or training to appreciate this fully; perfect 
stillness and total banishment of all distraction is vital. Bruckner’s 
symphonies begin, as it were, with the silence that precedes the 
pianissimo of the first sound. 

The spontaneous flow of Bruckner’s melodic invention, the 
perfect purity of his harmonic setting, an abundance of contrasts, 
certain stylistic affinities with Beethoven, Schubert and Wagner 
—all these cause his music to speak to the listener directly at the 
first hearing. Yet, despite his obvious relations with the more 
familiar musical landmarks, the style of Bruckner defies easy 
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classification in the usual categories of musical aesthetics. This 
is not a question of academic niceties; it is a problem. which 
concerns the listener as much as the historian of music. (A super- 
ficial impression of his works may lead to his classification as a 
pure romantic; but as soon as one notices that his symphonies 
are charged with technical devices and with a conscious applica- 
tion of thorough musical craftsmanship, one recognizes a funda- 
mental attitude towards music-making which is essentially alien 
to romanticism. Bruckner was not at all the romantic type as 
characterized by Tennyson: ‘the wild poet without a conscience 
or an aim’. For thirty years he disciplined himself to master the 
entire range of all branches of theory before he wrote his first 
symphony, and thereafter his symphonic writing reveals a syn- 
thesis of extensive theoretical learning with his spontaneous flow 
of creative inspiration.)The term ‘synthesis’ is appropriate 
because the two elements are inseparably intermingled; I am 
not referring now to the obvious contrast between an occasional 
passage of fugal writing and lyrical episodes but to a quite 
general stylistic trend which is evident throughout his work. 
There are indeed moments of unearthly beauty which spring 
from some hidden ‘scholarly’ deviation from a fragment of a 
main theme; an apparently absolutely new thematic thought 
may suddenly appear in a development section or in a finale and 
capture the surprised listener’s attention without his being aware 
of hearing, say, an augmented inversion of two bars of a leading 
theme. Episodes of this kind, their thematic link undetected, 
have often inspired the rumour that Bruckner wrote whatever 
happened to come to his mind, rambling successions of discon- 
nected ideas! 

One may now ask how far the musical scholarship of a 
composer concerns the listener who normally seeks only the 
enjoyment of music. There is no general answer to such a 

question, but on the whole it is here supposed that the majority 

of the thematic events and relationships in Bruckner’s music are 

meant to be heard and that their function is not a mere academic 

application of skill. There are other instances of Bruckner’s 

craftsmanlike approach to the perfect evocation of purely sensual 

effects, such as, for instance, the flawless progression of all parts 

in his harmony or the amazing organization of tonality within the 

larger niovements. Instances of this kind will become evident to 
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the listener whose ear is sufficiently trained to make the distinc- 
tion, but in this field an analysis of Bruckner’s technique requires 
far more than a rudimentary knowledge of harmony. The 
technical learning in Bruckner’s scores is so vast that his sym- 
phonies are a veritable mine for analysts. Bruckner himself, 
although fully aware of the high standard of his technique, 
warned against overestimating the significance of technical per- 
fection as such; in a letter of 1893 he wrote: ‘Counterpoint is 
not genius, it is only a means to an end.’ In one of his lectures, 
Friedrich Klose tells us, he said: ‘Everything we are doing here 
adheres strictly to the firm laws of figured bass. There is no such 
thing as liberty from the rules. But if later on anyone should 
show me something that looks like those things we do here in 
school, then I shall show him the door!’ 

When everything in his symphonies has been analysed to the 
very last detail, the lasting impression is of the spiritual power 
and magnificent sound achieved through such perfect applica- 
tion of mastery of technique. Since we are dealing with living 
music, it may be better to take a middie course and to discuss 
exclusively such technical details as can be heard (as distinct 
from everything that can only be seen in the printed scores). I 
myself found my enjoyment of Bruckner’s symphonies was 
greatly increased after I had taken the trouble to make but a 
modest examination (analysis may be too big a word) of the 
form and to trace the formal and thematic context of the 
‘surprising episodes’ within the framework of the whole work in 
which they occur. 

Above all, one should become familiar with the main themes. 

Bruckner could achieve an astonishing variety in the presenta- 
tion of his material without making the smallest alteration in 
the melodic line, apart from the frequent instances of inversion 
and augmentation. A thorough knowledge of these themes 
enables the listener, though surely not always at a first hearing, 
to recognize them in all the changing circumstances of their 
setting; strangely enough, in Bruckner’s ways a literal quotation 
of part of a memorable theme (with different instrumentation, 
harmony or by augmentation) may be less easy to recognize 
than the substance of a theme in the normal technique of far 
more elaborate variation followed by other composers. 
We have already mentioned that Bruckner is reputed to have 
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written immensely long works simply by drifting along, from 
one episode to the next, with but occasional and usually unlucky 
attempts at some formal disposition. No doubt, an unprepared 
listener, even if possessing the patience required for Bruckner’s 
expansive music, will have some difficulty in recognizing 
the formal organization of some of the finales. That may be so. 
Only, the conclusions derived from the premisses of unfamiliarity 
and an impatient frame of mind should not be offered as a 
critical assessment. Even such a simple analysis as that provided 
in the third part of this book will suffice to reveal that, on the 
contrary, the evidence of the scores reveals a remarkable formal 
discipline. 

4 

We have already touched on the problem of Bruckner’s status 
among romantic composers. In the last paragraph I indicated 
that he is not simply ‘one of them’. Rewarding and interesting as 
it may be to examine the formal and technical aspects of other 
romantic compositions, those of Bruckner alone demand such an 
analysis in order to be fully appreciated. The attitude of 
Schumann and Mendelssohn, for instance, towards inherited 
classical forms is not without interest, but to follow their 

instrumental works requires no intellectual effort whatever. The 
romantic period, with ever-greater concern for association with 
literary ideas, had seen the rapid decline of the symphony after 
Beethoven. This decline affected above all sonata form, the 
remnants of which were often lost in the undisciplined looseness 
of improvisation and fantasia. The development section had 
almost disintegrated, its function was forgotten or ignored; it 
was obviously considered uncongenial. Such romantic influences 
on the classical symphony—here indicated by a few inadequate 
sentences—were completely ignored by Bruckner. His conception 
of form derives direct from Beethoven—more specifically from 
Beethoven’s last symphony—as if the romantic decline had never 
happened at all. Brahms, the direct successor of Mendelssohn 
and Schumann, returned deliberately in the first movements and 
the finales of his major works to the discipline of a Beethovenian 
formal conception (without making any particular work of 
Beethoven his model); thus he combined, with a skill characteristic 
of his keen critical perception, romantic leanings with the classical 
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inheritance. When writing his middle movements, he perhaps 
ceased to submit himself to this aim. Bruckner’s expanded sonata 
style frequently incorporates a totally new view of key relation- 
ships. A perusal of the first movement of the Eighth Symphony 
shows, for instance, how he may begin a C minor work in an 
alien tonality and how long he may keep the listener in suspense 
until the ever-latent approaches to C minor reach their destina- 
tion. In this respect he differs from Beethoven, as, indeed, from 

any other composer of the nineteenth century. The landmarks of 
sonata form are not given up but they are given a new meaning. 
The analyses of the symphonies in the last part of this book, 
however, only touch on this aspect since it requires an extensive 
knowledge of harmonic structure. 

Bruckner certainly had points of contact with romanticism. 
These are to be found all through his work, particularly in his 
harmony and in his instrumentation, even his very themes. How- 
ever, his approach is wholly alien to that of the romantics. He 
combined the romantic tendency towards strongly differentiated 
harmonies, dissonances, wide intervals in the melodic writing and 
complex tonal relationships with a strictly systematized basic root 
progression which he had studied for five years with the eminent 
theorist Simon Sechter. Even in his later years, Bruckner fre- 
quently wrote in the margin of his manuscripts the scheme of his 
tonal progressions—for each instrumental part of the score—in 
order to impose on ‘romanticism’ the control of stern logic and 
strict theoretical rules. Friedrich Klose reports how it occurred 
one day to Bruckner to search all his finished works for forbidden 
unison and octave parallels, including the heavily scored tutti 
passages. Whilst Bruckner played the leading parts slowly on the 
piano and searched through the strings and the bass, Klose had 
to examine the woodwind parts. ‘It was such a waste of time 
that in the end I no longer disclosed all my discoveries. When 
Bruckner noticed this and reproached me for lack of vigilance, 
I admitted that I had deliberately omitted to tell him of such 
discoveries of parallels which could not possibly be audible and I 
justified myself by pointing to Richard Wagner in whose tutti 
passages any number of such parallels between the thematic and 
the subsidiary parts can be found.... Bruckner answered 
solemnly that Wagner, the Master, was permitted such things, 
but not Bruckner, the schoolmaster.’ 
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This account typifies Bruckner’s approach to his art—so 
reminiscent of, possibly, a contemporary of Johann Sebastian 
Bach. It tells, perhaps, of a moment when he was exaggerating 
what was basically a sound principle. The episode happened 
during the mental crisis of 1878 and must be judged within that 
context. Normally, the musical result of Bruckner’s unvaried 
practice of carefully examining his harmony is that even his 
strongest romantic affinity was submitted to a purifying process 
from which it emerged as a personal style. Not even the most 
striking moments of similarity between the harmony of Bruckner 
and Wagner can therefore obscure the basic difference which 
separates them. 

5 

Schubert alone among the earlier romantic composers has a 
strong affinity with Bruckner; Bruckner did not adopt anything 
from Schubert in the sense in which he adopted the Wagner 
tubas in the last three symphonies. With Schubert he had a 
deeper, elemental relation. Both had the natural musical genius 
alive in them in a similar fashion and both had the gift of 
effortlessly transforming the music of their Austrian homeland 
into artistic creation of lasting and universal value. Neither of 
them composed deliberately as a ‘national composer’; neither of 
them was compelled, by sheer lack of inspiration, to escape into 
the virtues of provinciality. But when from time to time their 
melodic invention would come directly from the genius loci, both 
Schubert and Bruckner did nothing to conceal the fact. They are 
both excellent examples of the validity of the well-known saying 
of the potential universality of ‘perfect provinciality’. Bruckner’s 
occasional Austrian tunes are not predominantly Austrian but 
predominantly musical, in his native land and beyond. Incident- 
ally, their number is but modest; instances occur in some of the 
Scherzi and their Trios, elsewhere only very occasionally. The 
strongest impact is found in the Fourth Symphony; in the Third 
Symphony there is the second main theme of the finale and the 
undiseuised Landler of the Trio; the Fifth Symphony has only 
an ‘Austrian’ episode in the Scherzo. Neither in the Sixth nor 
in the Seventh Symphony can one speak of ‘local’ elements and 
in the last two symphonies there is no longer even any suggestion 
of them. Surveying his work as a whole, one cannot possibly say 
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that the Austrian element is more than a contributory inspira- 
tion. Bruckner is not an Austrian Smetana, Grieg or Mussorgsky ! 

The affinity between Bruckner and Schubert lies deeper and 
is not confined to such occasional homely tunes in their respective 
works. The two composers have in common an elemental 
relationship, not easy to define, with the very spirit of music 
which causes Schubert’s instrumental music to speak at times 
almost the same language as in Bruckner’s symphonies. This does 
not imply the influence of an earlier composer upon the later 
one. The Trio to the Scherzo in Schubert’s String Quintet could 
have been written by Bruckner, the Trio in Bruckner’s Fourth 
Symphony could have been written by Schubert. Schubert’s 
String Quartet in G major contains a few bars in the first move- 
ment which are quite amazingly Brucknerian. The affinity 
between them is rarely one of such perfect identity, but Schu- 
bert’s music contains anticipations of Bruckner on many a page. 

Much of what Bruckner and Schubert have in common defies 
strict definition, however clearly it can be felt. Yet, it is interest- 
ing to examine certain, specific similarities between them. Both 
of them were apt to become enraptured by the beauty of their 
music and on such occasions neither of them would hesitate to 
avoid ‘heavenly lengths’. Just as Schubert was in no haste to 
abandon a lovely motif, so Bruckner would never leave a reward- 
ing fragment of a theme before he had exploited its every 
possibility. In this, they both differed notably from Beethoven 
with his technique of repeating short motifs in his later style, as, 
for instance, the twenty-three repetitions of the Trio theme in the 
Ninth Symphony or, even more strikingly, the amazing series of 
fifty-one repetitions of a short motif in the Vivace of op. 135. 
Schubert and Bruckner liked to treat their motifs in a kind of 
isolated development independent of the development section 
proper, particularly on their first appearance and again in the 
codas. So it sometimes happens that Schubert will exhaust the 
possibilities of a theme, or a motif, during the exposition and 
arrive at the development without further resources; this never 
happens to Bruckner, whose highly important developmental sec- 
tions invariably stand in perfect proportion to the other major 
parts of the disposition of the whole movement, exposition and re- 
capitulation plus coda; the development sections in Bruckner are 
always exclusively concerned with true developmental treatment 
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of the thematic material. What both composers have in common 
in this respect is the inordinate length which neither of them 
avoided. It is easy to criticize them for their reluctance to end a 
passage, or a work, with due speed. But is it not just as easy, 
and very much more rewarding, to accept their idiosyncrasies 
and participate in their delight in exploiting the thematic 
invention ? 

The similarities go further. Both Schubert and Bruckner liked 
to use arresting modulations. Schubert apparently discovered 
the secret of his amazing magic instinctively, and only afterwards 
thought of taking a course of lessons with the theorist Simon 
Sechter, whereas Bruckner studied with Sechter for years before 
composing works in which he then applied the well-learned rules 
of root progressions to his remote modulations which were never- 
theless no less inspired than those of Schubert. The result was 
that Bruckner’s surprising modulations, controlled by the sover- 
eign command of a definite system, can often be more easily 
analysed. Schubert’s incredible attainment despite his lack of 
such a systematic theoretical grounding does not, therefore, imply 
mere experimenting. Of Bruckner we know the theoretical back- 
ground, of Schubert that he had the ability to achieve similar 
results. The explanation must be sought in Schubert’s genius. 

There are, of course, harmonic features in Bruckner’s music 
which have no parallel in Schubert, such as pedal points (inspired 
by the organ), or—in Bruckner’s later works—the advanced 
complexities of harmony which belong to the dawn of twentieth- 
century music. After all, owing to Schubert’s premature death 
they were contemporaries only during the first four years of 
Bruckner’s life, from 1824 to 1828. As we have mentioned, the 
real comparison lies less in specific similarities than in a deeper, 
fundamental affinity. 

6 

Apart from Schubert, there is only one other romantic com- 
poser notably akin to Bruckner, namely Richard Wagner. Here 
again it is important to remember that there is not the slightest 
connection between Bruckner and Weber, Mendelssohn or 
Schumann. It was only during his slow years of development 
that Bruckner wrote Album Leaves for piano, conventional 
pieces for male chorus and so forth in which he was wholly 
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dependent on the average ‘salon romanticism’ fashionable at the 
time. Since in those years his compositions were but mediocre, 
they are inferior to anything in romantic music which has sur- 
vived the subsequent changes in taste; it is both unrewarding and 
unnecessary to search them for stylistic influences. In fact, these 
early works and titbits are painfully confined to influences. As 
soon as he began to write with assurance, he ignored most of the 
earlier romantic composers (to whom he might then have turned 
before the formation of a style of his own) as if he had never 
heard their music. Bruckner’s link with romanticism is his link 
with Schubert and Wagner, nothing more. 

His relation with Wagner was quite unlike his connection with 
Schubert. Wagner’s extraordinary influence on Bruckner and its 
musical results sprang from the strangest combination of circum- 
stance. I shall not here elaborate on what belongs strictly to 
biography; but it would be well to mention the main factors. 

The decisive discovery of the work of an older master, that 
overwhelming experience which a composer usually lives through 
during his early, formative years, was unknown to Bruckner until 
he was forty-one years old. This alone is psychologically signifi- 
cant. The formative influences which are normally overcome by 
composers before their opus 10 are usually of a purely aesthetic 
and technical character; Bruckner’s realization of Wagner was 
a sudden, eruptive psychological event. In middle life and after 
long years of painstaking study of musical theory, Bruckner 
became from one moment to the next a great composer—after 
hearing Wagner’s opera Tannhduser. He then wrote his first 
great work of instrumental music, which—and this is the point 
—bears no trace of the work which had actuated its creation. 
The details are to be found in Part II. This summary is only to 
indicate the unique character of Bruckner’s relation to Wagner, 
unique in its sudden beginning as in all its consequences. 
When discussing the relations between Schubert and Bruckner, 

I stressed the fact that theirs was above all a basic union, so that 

traceable instances of the ‘influence’ of the one upon the other 
are far less important than the profound elements of music 
which were common to them both. With Bruckner and Wagner 
it is the reverse. As personalities, the two men were so different 
that they do not bear comparison. The artistic aims differed no 
less and, for the moment, it is enough simply to state their 
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general trends. Wagner’s whole being was devoted to the creation 
of music dramas which were, negatively speaking, a firm and 
considered rejection of ‘absolute music’. Bruckner’s medium 
was precisely that absolute music which Wagner proclaimed to 
be a thing of the past. The range, that is to say, the limitation, 
of Wagner's influence upon Bruckner was determined by these 
differences in mentality and aims. Consequently, it is at once less 
profound and more definable than the relation between Bruckner 
and Schubert. 

In speaking, for instance, of the intricate influence of Wagner’s 
harmony on Bruckner, we must again recall the biographical 
facts. When Bruckner heard Wagner’s music for the first time, he 
was not a young student liable to be overwhelmed by novelty, 
but a mature theoretician. The impact of Wagner’s harmony 
was from the outset conditioned by his own unfailing certainty 
of judgment. On the other hand, it was not his theoretical study 
which had given him the power to compose with sovereign 
assurance but the impression of a Wagner opera. Hence, the 
result of the combination was that the years between the First 
and Third Symphonies were filled with a wave of Wagnerian 
impact, tempered but never absent. The crest of the wave is the 
first version of the Third Symphony, the very work which also 
reveals for the first time Bruckner’s magnificent individuality. 
From then Wagnerian harmony becomes integrated with Bruck- 
ner’s own style. In details the influence is always traceable, in its 
total musical effect it is entirely remoulded. From a purely 
technical point of view, the most obvious example of this 
influence upon the Sechter-trained Bruckner is his adoption of 
the enharmonic changes. Although these are extensively used 
by Schubert and although their existence was, somewhat 
grudgingly, acknowledged by Sechter, Bruckner took them 
straight from Wagner’s scores. 

Wagner’s most acceptable gift to Bruckner was the large 
orchestra. Bruckner’s genius demanded monumentality and in 
Wagner’s orchestra he found his medium. Here again he did not 
simply imitate or ‘follow’ Wagner; with the amazing certainty of 
his new-found self-assurance he took only what suited his own 
very different spirit and intentions. His happy choice of the tubas 
is to be seen at full advantage in the mellow beauty of their 
passages in the last three symphonies. However, instruments 
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which Wagner used for his play of effects are absent from 
Bruckner’s scores: bass clarinet, bass trumpet, cor anglais, 
piccolo, triangle, etc. Even the harp occurs only in one work of 
Bruckner’s, the Eighth Symphony. Apart from the choice of in- 
dividual instruments, any comparison with Wagner’s scores shows 
Bruckner’s idiosyncrasy of frequently contrasting instrumental 
groups. Orchestration of this kind is also to be found in Wagner, 
for instance in the Prelude to Parsifal, but Bruckner certainly 
adopted his manner from the organ, not from Wagner. Although 
he was deeply indebted to Wagner for his instrumentation, here 
too the differences are far more striking than the similarities. It 
is only rarely that we come across a short passage in Bruckner 
which sounds Wagnerian. The final impression is, indeed, that 
the contrast between the two is more revealing than the 
occasional moments of strongest similarity. 

Yet, there is another aspect of Wagner’s influence on Bruckner 
—not on Bruckner’s music but on his life. Bruckner’s devoted 
affection for his beloved ‘Master’ led to the immediate conse- 
quence that he came to be regarded, mistakenly, as belonging 
to the party of the Neo German School, the Wagnerians. Bruck- 
ner was deeply grateful to Wagner for his awakening through 
the impressions of the Tannhduser performance at Linz, for the 
creative power derived from his music. This gratitude was 
immeasurably deepened when Wagner accepted the dedication 
of Bruckner’s Third Symphony. Characteristically, Bruckner 
never uttered a word about Wagnerian affairs unless they were 
a matter of direct concern to himself. Bruckner’s real attitude to 
Wagner is to be discovered in his scores and not in his effusive 
adoration. His contemporaries, however, were oblivious of this. 

The result was a vicious circle: Bruckner proclaimed his 
devotion to Wagner in and out of season; Vienna was the 
stronghold of the anti-Wagnerians, and Eduard Hanslick, the 
most influential newspaper critic, originally friendly towards 
Bruckner, became from one day to the next his most determined 
and devastating enemy; Hanslick’s hostility made Bruckner 
popular with a group of Wagnerian music students who 
remained quite unaware of the fact that Bruckner was not at all 
a Wagnerian composer. Thus, friends and foes saw to it that 
Bruckner was labelled a Wagnerian. It never occurred to Bruck- 
ner that his constant invocation of Wagner’s name was the last 
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thing that could help him. Instead of boasting of his music, he 
boasted of Wagner’s friendship, such as it was. 

The two groups who hurled abuse at each other in the names 
of Wagner and Brahms were but little concerned with strictly 
musical matters. The main contention was the central Wagnerian 
concept of the ‘Music of the Future’, the music drama, the 

Gesamtkunstwerk. It was not the controversy simply of the 
narrow circle of musicians but a public issue. Vast numbers of 
people wholly unqualified to form any serious judgment deemed 
themselves irrevocably committed as fervent partisans of either 
Wagner or Brahms; neutrality was regarded with contempt and 
the world looked askance at any who changed sides. As is usual 
with controversies which arouse public excitement, on both sides 
frustrated eloquence found invective far easier than constructive 
contributions to the cause so ardently upheld. Wagner added 
much to the noise with his essays and pamphlets. Altogether, the 
Wagnerians were more prolific in their publicity than the con- 
servatives. Brahms did on one occasion give his signature to a 
manifesto directed against the Neo Germans, but in later years 
he left that sort of thing to his ‘Brahmans’. Whereas Wagner flew 
into a rage when someone was tactless enough to mention 
Brahms’s name in his presence, Brahms took it more calmly, 
described himself jokingly as the best of Wagnerians and quietly 
saw to it that Wagner’s handwriting should not be missing from 
his remarkable collection of manuscripts. 

Bruckner strayed into the battlefield and became the only 
casualty. Hanslick’s hostility and the active devotion of Bruck- 
ner’s group of Wagnerian students conspired to justify Bruckner’s 
deeming his life a martyrdom. The real issue of the controversy 
meant nothing to him and it is more than likely that he was not 
even fully informed about it. His approach to Wagner’s works 
was inadmissible to a Wagnerian: he enjoyed the music and 
cared nothing for the drama. Only on startling occasions did 
some happening on the stage rouse his curiosity. After a per- 
formance of the Walkiire he surprised a friend with the question: 
‘Why actually is Briinhilde being burned?’ He loved Tristan 
and Isolde, but his copy was an edition without words. His 
favourite place in the opera house was the extreme end of a 
balcony where the stage was hardly visible but from where he 
could look into the orchestra pit. He regarded Wagner’s works 
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simply as musical compositions and nothing else. It was to the 
music he listened, and, as he listened, the music sowed its seed 
in his fertile mind, touching his creative faculties. 

As we have said, the main proof of Bruckner’s independence 
of the Bayreuth philosophy is his own work. He wrote sym- 
phonies, undisturbed by the central Wagnerian doctrine that 
with Beethoven’s Choral Symphony (as interpreted by Wagner) 
the era of absolute music had ended. Berlioz’s Fantastic Sym- 
phony of 1829 and Liszt’s Mountain Symphony of 1849 had 
inaugurated the age of programme music which alone was 
allowed to exist in the shadow of the great music drama. Bruck- 
ner wrote his symphonies as if he had never heard of the 
controversy. 

Bruckner’s young students, of course, were aware of the 

problem and it worried them. The logic of their thought was 
determined by blind belief in the Wagnerian doctrine; since only 
poor Brahms wrote in the archaic ways of absolute music, and 
since Bruckner was devoted to Wagner, his symphonies could not 
possibly represent absolute music. E7go, they have a programme. 
They kept asking Bruckner for the hidden ‘programme’ of his 
symphonies until the composer kindly obliged by telling them some 
stories. The finale of the Eighth Symphony—one of his greatest 
movements—was explained by him: ‘Finale. Our Emperor 
was in those days visited by the Czar at Olmiitz—strings. The 
Cossacks on horseback—brass, military music. The trumpets: 
fanfare when Their Majesties met. .. .. When making the attempt 
to improvise some stories for the Fourth Symphony, Bruckner’s 
resources as a poet dried up before he had revealed the ‘key’ to 
the Finale and he had to confess: ‘Well, now, that Finale—what 

I thought when writing that Finale? I really can’t remember it 
any longer.’ The stories were somewhat tenuous by Wagnerian 
standards, but the friends considered themselves satisfied at least 
on the crucial point: Bruckner was indeed totally different from 
Brahms! He had thought about something when composing ! 
Since Bruckner’s stories were obviously inadequate, his friends 
made up more formidable programmes. Franz and Josef Schalk 
wrote notes providing a ‘programme’ for the Seventh and 
Eighth Symphonies, particularly in the case of the Eighth a 
commentary so bombastic in its adolescent, pseudo-philosophical 
wordiness that Bruckner’s worst enemies could not have improved 
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on the ridiculous effect of this rubbish. Even Bruckner, usually 
not very critical in such things, was alarmed by the pompous 
nonsense and angrily asked the author why on earth, if he felt 
in the mood for ‘making poems’, he must drag in his symphonies. 

In his own eyes, his relationship to Wagner was a constant 
source of happiness to him. He always dwelt on the memory of 
any occasional kind word from the adored ‘Master’ and was 
unaware of the fact that his greatest hindrance in Vienna had 
been his Wagnerian affiliations. It is strange that not a single 
one among the few truly intelligent people in contact with him 
—friends or enemies—ever noticed that, notwithstanding 
Wagner tubas and other influences from Wagner, Bruckner was 
much more a ‘Schubertian’, if indeed we must bracket him with 

anyone else. However, it would hardly have helped Bruckner if 
his affinities with Schubert had been discovered in Vienna; in 
Vienna, Schubert’s great Symphony in C major—at long last 
performed—had been met with a frigid reception ! 

Part II will mention Bruckner’s frequent journeys from 
Vienna to Bayreuth on the one hand, to the monastic houses of 
St. Florian, Kremsmiinster and Klosterneuberg on the other. It 
would be quite useless to determine to which of the two utterly 
different spheres he ‘really’ belonged; obviously he did not 
experience the contrast as most of us would. When visiting the 
stately monasteries, he stayed as an ever-welcome guest within 
the enclosed parts and it is unlikely that he saw much of the 
palatial, secular wings of these immense buildings built for 
visiting royalty which are shown to the tourists. Obviously he 
fitted in with the regular canons, although he never contem- 
plated for a moment to stay with them permanently, let alone to 
take monastic vows. Certain trends in his personality, particu- 
larly his single-minded attitude to the concerns of his daily life, 
could easily lead to the wrong conclusion that he was meant for 
the religious life. Certainly, it is far less easy to picture Bruckner 
in the bustle of the Bayreuth festivals. Once again, contrasting 
worlds are integrated in Bruckner’s work rather than in his 
strange personality. Bruckner’s symphonies can hardly be said to 
reflect the calm and the spiritual equilibrium of the cloisters. 
Occasional episodes alone in these immense works bear witness 
to the fact that the majestic spectacle of the baroque church of 
St. Florian as seen from the organ loft belongs to Bruckner’s life, 
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just as other episodes reveal his admiration for Wagner. A clear 
appreciation of Bruckner’s work as a whole should prevent us 
from rashly assigning him to a category. 

7 

These introductory paragraphs have summarized a few of 
Bruckner’s main characteristics. They have failed to define his 
place in any of the convenient categories in the history of music 
during the nineteenth century. All that can be said of influences 
or leanings points unfailingly to one conclusion: his individu- 
ality. The definition which we failed to give is often handed out 
with great readiness by habitual critics of Bruckner and by un- 
critical enthusiasts—the ‘Brucknerites’. An objective approach— 
which by no means implies cold detachment—leads to a recog- 
nition of the points which Bruckner has in common with the 
well-known ‘categories’, and there the matter ends. There is 
not, for that reason, a ‘Bruckner problem’. Anton Bruckner’s 

work represents, after all, the greatest symphonic achievement 
after Beethoven. 

Nor, for that matter, does the fact that he was so slow to be 
proclaimed put his greatness in doubt. Such delays for longer or 
shorter periods are not unknown in musical history. We find it 
difficult nowadays to understand that several successive genera- 
tions with a highly developed musical culture forgot practically 
all about Johann Sebastian Bach and that even after the re- 
discovery of such works as the St. Matthew Passion, Bach’s Kunst 
der Fuge was long regarded as an abstract construction unfit for 
playing and sensual appreciation. There were any number of 
people with a profound understanding of music, Tchaikovsky 
among them, who were convinced that Beethoven’s last quartets 
were the musings of an unhinged mind; and those who were too 
genteel for so severe a verdict talked vaguely about ‘decline’. 
Was there, for that matter, a ‘Bach problem’ or a ‘Beethoven 
problem’? 
A lot of utter nonsense .as been written about Bruckner and 

much of it is habitually repeated. Part II will show that most of 
the almost standardized misunderstanding originates with Bruck- 
ner’s contemporaries, particularly with the composer’s most 
determined enemy Hanslick but also with his most determined 
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friends, all of them men of limited stature. Criticisms of 
Bruckner’s formal dispositions were justified at a time when most 
of his work was only known in the form of garbled versions, but 
have become obsolete since the publication of the composer’s 
original versions. 

No attempt is made in this book to deny that Bruckner’s works 
contain certain weaknesses not to be found in Beethoven. It is 
infinitely easy to be witty about Bruckner’s sequences or such 
idiosyncrasies as his practically unvaried crescendo approach 
to a climax or his typical ending of first movements, or—the 
greatest joke of all—the pauses. To judge by some music critics’ 
reportage, Bruckner’s symphonies seem to be a medley of 
Austrian yodel tunes, Wagnerian brass and mere pauses. What 
has to be said about Bruckner’s comparative weakness will here 
be mentioned in the right context and in the true proportions. I 
have also refrained from detecting Wagner quotations, or pauses, 
where there are none. 

Whether or not Bruckner will ever attain the wide popularity 
of Beethoven, Schubert and even Brahms is a different question. 
The total absence of dryness and austerity in his works and the 
abundance of contrast makes instantaneous appreciation easy. 
The difficulty of Bruckner lies in his never relenting intensity; 
although his ‘mood’ can be relaxed, his degree of intensity 
is never lessened for an instant. Consideration of their compara- 
tive popularity cannot, therefore, be based on those works of 
Beethoven’s, Schubert’s or Brahms’s which have the widest 
appeal, but only on such works of these masters as can make 
comparison at all possible : for instance, Beethoven’s last quartets, 
Schubert’s String Quartet in G major op. 161, Brahms’s Tragic 
Overture. Bruckner’s music, despite its accessibility, is not ‘light 
music’. Also his spaciousness which asks musicians and audience 
for a whole hour and more of intense concentration will continue 
to vex some people; naturally, these will not hesitate one moment 
to put the blame on Bruckner. 

Bruckner’s music is elemental, but not simple; deeply felt but 
not sentimental; complex but not sophisticated; thought-stirring 
but not intellectual. To understand and to love Bruckner is one 
single mental process—a rich and rewarding experience. 
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Childhood and Education 

_JosepH ANTON Bruckner was born on September 4th 1824 
‘in the village of Ansfelden near Linz in Upper Austria. His father 
Anton [1791-1837] was the schoolmaster in the village, as his 
own father had been before him. Bruckner’s mother, Theresia, 

was the daughter of Ferdinand Helm, a civil servant from 
Neuzeug, near Steyr. Anton was the first-born of twelve children, 
most of whom died early. 

As was to be expected in a schoolmaster’s house, the child 
soon received his first musical instruction from his father. Already 
at the age of ten he was occasionally permitted to play the organ 
during a service. On ordinary Sundays, the Mass was usually 
sung to a setting for solo voices, chorus, two violins, double bass 
and organ; on festival days, to the boy’s delight, two trumpets 
were added to the ensemble. This was the church music of the 
village; nor was it exceptional to the general practice. The 
Graduals and Offertories which Michael Haydn had composed 
for the whole liturgical year, in response to the wish of Arch- 
bishop Hieronymus of Salzburg, and which were to be regarded 
by composers as a pattern, were set for a choir in four parts with 
organ and two violins and the occasional addition of trumpets, 
horns or (less frequently) trombones. 

The schoolmaster’s son showed signs of musical talent and the 
father soon realized that such lessons as he was able to give 
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ought to be supplemented. The child was sent to his godfather 
Johann Baptist Weiss, who was a schoolmaster at Horsching near 
by and who did some composing.’ From ‘Cousin Weiss’, as he 
was called in the family (he was brother-in-law to Anton’s father), 
the child of eleven began to learn systematically to play the organ 
and it was at this time that Bruckner wrote his first compositions. 
From then onwards he was to compose music to the end of his 
life with an ever-increasing mastery of the technique of writing 
music but his genius as a composer manifested itself unusually 
late. Those earliest compositions, written at Horsching, were four 
organ preludes; one of them contains some extraordinary modula- 
tions, awkwardly made by means of enharmonic changes. On 
the organ, the child made such rapid progress that he was 
frequently allowed to deputize for his ‘cousin’. At Horsching, 
Bruckner also heard for the first time Haydn’s Creation and The 
Seasons and also a Mozart Mass, performed with the local 
facilities. It was probably the happiest time in Bruckner’s life. 
Unfortunately, it came to an end all too soon when Bruckner’s 
father, who suffered from tuberculosis, became seriously ill. 

Johann Baptist Weiss was remembered with gratitude by 
Bruckner throughout his life. Some local slander depressed him 
so badly that he ended his life by suicide. One of Bruckner’s last 
letters, written on December 1oth 1895, was in answer to an 
inquiry from Pastor Ernst Lanninger of Horsching : 

That is correct : from 1835 to 1837 I was at Horsching and it 
was there that I first played the organ with Herr Cousin and 
Godfather Weiss. I pray that your reverence may kindly 
remember the poor man during Holy Mass and I ask the 
same favour of the other reverend gentlemen.” 

Very soon after his return to Ansfelden, on June 7th 1837, 
the priest was called to administer the last sacraments to 
Bruckner’s dying father. Anton assisted the priest, and when the 
father had breathed his last the child fainted. 

The household at Ansfelden was dissolved. Through the efforts 
of his mother, and with the generous help of the prelate Michael 
Arneth, Anton Bruckner was admitted into the choir school of 

the great Augustinian abbey the Chorherrenstift of St. Florian. 

1A Requiem of J. B. Weiss was edited and published by Ernst 
Lanninger in 1892. 
2Gesammelte Briefe, p. 291. 
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Arneth’s assistance was instrumental; Anton’s voice was already 
breaking and he would therefore not have been any use in the 
choir. In the school he was to be educated so that he should later 
be trained for the teaching profession. The mother moved with 
the other children to the village of Ebelsberg. 
Now Bruckner received the first methodical instruction in 

figured bass, in piano, organ and violin playing. But a deep 
impression was made on the child less by the tuition itself than 
by the palatial establishment, the monastic atmosphere and 
above all by the sound of the great organ (which the pupils, 
however, were not allowed to play) in the abbey church. The 
edifice of St. Florian, as Bruckner knew it, was begun in 1686 

by the architect C. A. Carlone (a pupil of Lorenzo Bernini) and 
it was finished in 1715 by J. Prandauer, the architect of the even 
more famous baroque church of Melk. The great organ was in 
the main the work of F. X. Krismann, who had begun building 
it in 1770; it was finished after approximately four years’ work. 
The one unsatisfactory aspect of the instrument was the wind 
supply; attempt after attempt had to be made to find a satis- 
factory solution within the technical means of the time and the 
problem was never really settled until 1930, when electricity 
was connected with the instrument. Minor alterations were made 
by the organ builder Schnepf of Linz in 1858-1859. Between 
1873 and 1875 the organ was extensively reconstructed in 
accordance with the taste of the period, but immediately after 
the Second World War, from 1945 to 1951, it was happily 
restored to its former excellence. Three manuals and the pedal 
now represent the original Krismann organ whilst a fourth 
manual serves twenty-six modern stops. When Bruckner lived in 
St. Florian, he still played on the original instrument.' 
When Bruckner, as a boy of thirteen, first saw St. Florian, 

the contrast between the modest schoolhouses of Ansfelden and 
Horsching and a place of such overwhelming splendour must 
have impressed him as a visible symbol of the glory and the 
power of the Church. For a real impression of these magnificent 

1 The disposition of the organ as listed in H. F. Redlich, Bruckner 
and Mahler, p. 6, is not that of Krismann’s instrument but describes 
the organ of 1873-1875 by Mauracher. The Krismann organ had 
approximately seventy stops, of which seven times two, twice three 
and in one case six were coupled. (F. Linninger, Orgeln und 
Organisten im Stift St. Florian, pp. 176 and 178.) 
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baroque edifices one must visit St. Florian or Melk; photos fail 
to convey the grandeur and the stylistic purity of these two 
finest baroque buildings in the world. Perceptive as Bruckner 
was in his earliest years, it was here that the foundation was laid 
for his lifelong and deep-rooted relation with the Church, in 
particular with St. Florian. Bruckner became attached to St. 
Florian with bonds more lasting than the span of his life: in the 
crypt of the abbey church, underneath the great organ, stands 
his sarcophagus. St. Florian was his favourite retreat in life and 
became his finai place of rest. 
\The first years at St. Florian were devoted to an ordinary 

school education, with a good musical tuition in addition to 
the otherwise rather modest curriculum. The director of the 
school, Michael Bogner, gave instruction in figured bass; Max 
Gruber, who was a pupil of Beethoven’s friend Schuppanzigh, 
was his violin teacher and the organist Anton Kattinger was in 
charge of piano and organ lessons. There followed the actual 
training for the teaching profession which was supplemented 
outside the religious house.\In 1840, Bruckner was sent to Linz 
for a ten months’ course comprising a variety of subjects and 
including musical theory and organ playing) It was during that 
time that Bruckner heard orchestral music for the first time, 
among other works Beethoven’s Fourth Symphony, The church 
music at Linz was under the direction of J. N. August Diirrn- 
berger and concentrated on the compositions of Michael and 
Joseph Haydn and also, to a lesser extent, of Mozart. Bruckner 
took lessons with Diirrnberger based on the latter’s book on 
harmony and figured bass. He learned with fervent eagerness. In 
the course of these months at Linz, he made a copy of Bach’s 
Kunst der Fuge and of a number of fugues by Albrechtsberger. 
The course was terminated by an examination and Bruckner 
obtained a certificate. This is the first, but by no means the last 
time that the words ‘examination’ and ‘certificate’ are mentioned 
in Bruckner’s life. Right into his years of maturity, Bruckner 
always saw to it that he received a testimonial after any course 
of instruction, and to their formidable number he added any 
amount of certificates which he solicited from examiners of his 
own choice. (Already in 1841, the Linz examination was followed 
by a special music test in which Bruckner excelled in the theory 
of harmony as he had studied it with Diirrnberger.) 
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Armed with these certificates, Bruckner—then seventeen years 
old—obtained his first appointment in the teaching profession. 
He became assistant to the schoolmaster of Windhaag, an isolated 
village of some two hundred inhabitants. The job was deplorable. 
The yearly salary amounted to twelve florins and the duties 
included an excessive amount of agricultural work on the fields 
of his senior schoolmaster. Bruckner began his day with the 
tolling of the morning bell at four a.m. and ended it at nine 
p.m. with the evening bell. In order to supplement his hopelessly 
inadequate salary, he played the violin on Sundays for the dance 
music in the inn. The senior schoolmaster had no comprehension 
of the young assistant’s somewhat unusual seriousness and 
altogether the relationship was far from happy. After two years 
of docile drudgery, Bruckner revolted one day and refused to 
cart dung. A complaint went off promptly to St. Florian and 
Bruckner was penalized by being transferred to Kronstorf, a 
village even smaller than Windhaag. The ‘punishment’ had been 
measured out to him by Propst Michael Arneth, who was fond 
of him; it turned out to be highly beneficial to Bruckner. Krons- 
torf is situated between the towns of Steyr and Enns and also not 
far from St. Florian. All these places, now easily accessible to 
Bruckner, were musically active and gave him opportunities for 
gaining new impressions. Even under the uncongenial conditions 
at Windhaag, he had managed to compose a Mass and a Pange 
lingua. 

It can safely be supposed that Michael Arneth had recognized 
Bruckner’s musical gifts or he had, at least, noticed his unusual 
eagerness in studying; it does seem that he had given careful 
thought to the transfer. Arneth was interested in music; the 
brothers Anton and Franz von Spaun—intimate friends of 
Schubert’s—often stayed with him at St. Florian.' 

In Kronstorf, where Bruckner arrived on January 23rd 1843, 
the living conditions and the relationship with the senior school- 
master were pleasant and in Steyr he had the opportunity of 
playing a fine organ. It was also at Steyr that Bruckner first 
became familiar with some of Schubert’s music. In Enns, he had 
the fortune to make contact with the organist Leopold Edler von 
Zenetti, a man of culture whom he had previously met in St. 
Florian and who gave him further instruction in musical theory. 

10. E. Deutsch, Schubert. A documentary Biography (1946), p. 281. 
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They concentrated mainly on figured bass which Zenetti taught 
after D. T. Tiirk’s method. Through Zenetti, Bruckner was first 
introduced to J. S. Bach’s Well-tempered Clavier and to his 
organ music. 

Of course, during all this time, the musical studies were 

but one aspect of Bruckner’s general training as a teacher and 
organist. Even so, one gains the impression that in musical matters 
Bruckner went beyond the range of the prescribed curriculum, 
although apparently he had no plans to specialize in music. In 
1845, he passed the preliminary examination for teachers in 
senior schools (Hauptschulen) and the final examination for the 
teaching profession followed in 1855. Already the preliminary 
test of 1845 entitled him to a better position. This he found in 
St. Florian.) He returned on September 25th 1845 and, for free 
board and lodging with a salary of thirty-six florins per annum 
he became assistant teacher in his own former school. Anton 
Kattinger [b. 1816], the able organist, and the wonderful organ 
itself helped towards further progress in his musical development. 
He carried on his study of theory, using now Marpurg’s Treatise 
on the Fugue in the new edition which Simon Sechter, Bruckner’s 
future teacher, had published. 

Some time early in 1850, after his wife’s death, Anton Kat- 
tinger moved to Kremsmiinster. On February 28th, Bruckner 
was provisionally appointed organist, with a salary of 80 florins, 
which was back-dated to February rst. His total income now 
amounted to 152 florins plus free board. The provisional appoint- 
ment was never made definite. On his last salary receipt in St. 
Florian, dated December 22nd 1855, Bruckner still signed 
himself as ‘provisional organist’. 

His increased earnings were not only extremely useful but 
psychologically essential for Bruckner. Throughout his life, 
Bruckner’s peace of mind depended to a large degree on security. 
As early as 1841, immediately after his first appointment— 
Bruckner was then seventeen years old—he took out an insurance 
for his old-age pension, paying his first contribution from his 
miserable salary at Windhaag. 

1T am indebted to Canon Dr. F. Linninger of St. Florian for this 
information. He showed me the original of the last receipt signed 
by Bruckner before moving to Linz. Dr. Linninger’s investigations 
have rectified a number of facts and dates wrongly described in all 
Bruckner biographies hitherto published. 
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At Kronstorf, Bruckner had been continuously busy with 
composition. The return to St. Florian gave him, naturally, even 
more scope for writing church music. All the works of this 
period testify to his growing mastery of the technique of com- 
position, but almost all of them are insignificant. However, there 
are two works in which something of Bruckner’s destiny appears 
to stir. In 1849 he composed a Requiem in D minor which was 
sung during the funeral service of his friend Franz Sailer, an 
official in the law chancery of St. Florian, who bequeathed to 
Bruckner his Bosendorfer grand piano, which he had only 
recently acquired. This was the instrument which Bruckner used 
to the end of his life. The other work of significance was the 
Missa solemnis of 1854. In later years only the Requiem was 
acknowledged by Bruckner as a composition of value; as late 
as 1894 he looked it over in order to make corrections here and 
there. Apart from numerous church compositions, in these years 
Bruckner wrote a number of pieces for male choir. Two of these 
are written in the key of B flat minor, a key which was to 
attract Bruckner again in his maturity. 

Bruckner continued his further pedagogic training in other 
spheres besides music. In 1851, he added a testimonial for Latin 
studies to his already vast hoard of certificates. In 1853, he 
travelled to Vienna in order—inevitably—to submit himself to 
yet another music examination, in organ playing and improvi- 
sation. Among those who tested him was Simon Sechter, of 
whom we shall soon hear more. The peculiar eagerness of collect- 
ing testimonials and certificates had become almost an obsession. 
He extracted from his confessor a certificate testifying to his 
devotion to work, and from Propst Arneth—whom he could 
have trusted implicitly—he requested a written guarantee that 
his salary was assured. 

This whim of collecting written declarations was not an 
isolated phenomenon; it is significant as one of many indica- 
tions of Bruckner’s failure to find satisfaction in his life and 
activities or in the steady, ever-successful progress of his career. 
In his letters of this time, there sounds from time to time an 

inexplicable note of unhappiness and restlessness : 

Here I always sit in my tiny room, melancholy and alone. I 
have nobody here to whom I could open my heart; ever and 
again they misunderstand me and I must bear with these 
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setbacks in silence. Our establishment treats music, and con- 
sequently musicians too, quite indifferently... . I can never 
be cheerful here and must not reveal anything of my plans.’ 

The plans which he mentioned in this letter were of a some- 
what surprising kind. In his strange restlessness, Bruckner enter- 
tained the idea of giving up his career and studying jurisprudence 
—or, at least, working as a clerk in a court of law. These plans 

were not mere day-dreams; in July 1854, he actually applied 
for a vacancy, pointing out that he had occasionally assisted in 
the chancellery of St. Florian. As may be expected, even for this 
he had made sure of a testimonial and he attached it to his 
application. Fortunately, he was refused and had to remain an 
organist. There is no indication that Bruckner was greatly dis- 
appointed. In the same year he arranged another organ examina- 
tion for himself, under the Court Conductor Ignaz Assmayr of 
Vienna, formerly of Prague.” 
We shall have to say more about Bruckner’s tendency towards 

melancholy and depression. These early instances are not fully 
explained, although they undoubtedly sprang in part from 
Bruckner’s unhappy love for a sixteen-year-old girl, Antonie 
Werner, for whom he was too old. Also the death of Michael 
Arneth on March 24th 1854 must have affected Bruckner 
deeply; in him he lost the man who had watched over his early 
development. The Libera composed by Bruckner for Arneth’s 
funeral service sounded again through the church of St. Florian 
in 1896 when the composer himself was laid to rest. Armeth’s 
successor was the prelate Friedrich Theophy! Mayr, for whose 
induction service on September 14th 1854 Bruckner composed 
the Mass in B flat minor which has already been mentioned; 
Bruckner finished the work on August 8th. 

However much he had achieved and worked, in 1855, when 

the legal profession had apparently ceased to tempt him, it 

1 Gessammelte Briefe, pp. 19 and 20. 
2 E. Wellesz has interpreted Bruckner’s career as a conscious progress 
towards the final goal, determined by Bruckner’s will-power, ambition 
and inner certainty. His summary of the successive stages in Bruck- 
ner’s aims ignores the painful uncertainty of Bruckner about his 
destiny. Nothing was further removed from his mind during his 
formative years than a vision of what he was to become. (cf. Anton 
Bruckner and the Process of Musical Creation, The Musical Quarterly, 
1938.) 



CHILDHOOD AND EDUCATION 37 

occurred to him that perhaps his musical studies had not been 
systematic enough. 
One of the authorities present at his organ examination in Vienna 

/ two years earlier had been the eminent theorist Simon Sechter 
[1788-1867]. He was by general consent the most important 
teacher of the time. The swmma of Sechter’s methods is contained 
in his textbook The Principles of Musical Composition! (pub- 
lished in three volumes, 1853-1855) and, also, in his already 
mentioned edition of Marpurg’s Treatise on the Fugue. Sechter 
was a theoretician, but apart from this—or, perhaps, not too far 
removed from it—he composed and published numerous com- 
positions. An additional collection of some five thousand fugues is 
extant in manuscript. His published works include piano pieces, 
waltzes, songs, masses, two string quartets (one of them called 
The Four Temperaments) and he even produced a burlesque 
opera entitled Ali hitsch-hatsch, unexpected for so forbidding a 
theoretician. On Assmayr’s advice, Bruckner went to Vienna to 
show Sechter his Missa solemnis and was accepted as a private 
pupil. It is interesting here to remember that earlier, in the last 
year of his life, Schubert had thought of taking instruction from 
Sechter. It is not quite clear whether or not the first lesson of the 
proposed tuition actually took place. 
/ However, before Bruckner could avail himself of this oppor- 
‘tunity to perfect his theoretical studies, a decisive change 

occurred in his life./ 

1 Die Grundsatze der musikalischen Komposition. 



Cathedral Organist at Linz 

At Linz, the cathedral organist Wenzel Pranghofer had died 
and applicants for the position were to play before a commission 
on November 13th 1855. Bruckner had not put his name down 
and had no intention of doing so, but he nevertheless went to 
Linz that day in order to hear the candidates play. There were 
two of them and both failed the test of fugal improvisation. 
Diirrnberger had noticed Bruckner’s presence and asked him to 
come forward. After some hesitation Bruckner consented to play 
and was brilliantly successful. However, this was only the prelim- 
inary test and the final decision was to be made, with other, new 
candidates taking part, on January 25th of the following year 
after the sifting of written applications. By the middle of Decem- 
ber Bruckner’s application had not been received. Once again he 
had to be pressed : 

While other people embark on activities, you sit at home and 
do nothing. You must cultivate the acquaintance of Dom 
Schiedermayr and of the burgomaster. But the most important 
point is: you must send your application soon. Your indiffer- 
ence annoys me. You don’t seem to have the first idea of how 
to set about things in the world today. 

At the same time, Bruckner was also advised to dress more care- 

fully when meeting influential people and not to appear again 
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‘in your overcoat from which there was even a button missing, 
and with a scarf round your neck’. 

At last, Bruckner wrote his application and took part in the 
test. There were three other candidates. The result of the com- 
petition was that Bruckner was chosen. The lengthy and very 
formal minutes of the examination board stated : 

... Anton Bruckner was asked whether he could take on the 
theme in C minor which Paupie had refused as being too diffi- 
cult; he accepted immediately and improvised a strict fugue 
on it. In addition, he executed with such exceptional ability 
and accomplishment a difficult chorale accompaniment de- 
manded of him that it was a delight to listen and once again 
his mastery of the practical handling of the organ was fully 
established with all honours (as indeed the skill of his renowned 
church compositions would lead one to expect).... Truly A. 
Bruckner alone can be considered to be the perfect and worthy 
person for this position, with his long, meritorious and per- 
severing studies and his extensive technical learning... .} 

The two other candidates had, so the minutes report, tried in 
their own way to overcome difficulties: as speedily as they had 
dared, they had disregarded the given themes and had made a 
hasty transition to a recital of carefully prepared ‘improvisation’. 

Thus Bruckner, then thirty-two years old, became cathedral 
organist at Linz. He continued his life with his familiar habits, 
playing the organ and persevering with his studies. Due to the 
personal influence of the Bishop of Linz, Franz Joseph Rudigier, 
he was given leave during Lent and Advent for journeys to 
Vienna, to Simon Sechter. The bishop was deeply impressed by 
Bruckner’s playing and even, it seems, by his personality. In later 
years, when Bruckner had left Linz, he frequently requested him 
to come to Linz and to play for him privatissime, and Bruckner’s 
first biographer, F. Brunner of Linz, tells us that he invariably 
reacted to the organist’s greeting with quite distinctive respect, 
‘of the kind which he would normally reserve for high dignitaries’. 

The studies with Sechter—normally conducted in the form of 
‘postal tuition’—lasted over five years. Bruckner considered them 
of supreme importance and he hardly composed at all during 
that time. This may, however, have been at Sechter’s instigation 

1 The entire text of the minutes is quoted in F. Brunner, Dr. Anton 
Bruckner [1895]. 
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who generally discouraged free composition by his students 
during a course of instruction. (One wonders whether he would 
have asked Schubert to abstain from composing if the latter had 
become his pupil!) At the end of each term, Bruckner—faithful 
to his old whim—never failed to solicit from his teacher a written 
testimonial about his progress. His eagerness in these studies was 
so extraordinary that Sechter (who was famed for his stern insis- 
tence on hard work on the part of his students) was quite alarmed 
and tried to restrain his unusual pupil : 

In order to make sure that you are in good health when you 
come to Vienna, I entreat you to look after yourself and to 
have sufficient rest. Be assured that I am convinced of your 
thoroughness and eagerness and I would therefore be grieved 
to_see you fall ill through excessive mental work. I cannot but 
tell you that never before have I known so conscientious a 
pupil. 

Bruckner himself told in later years that he used to work on the 
Sechter studies for seven hours a day. 

The principle of Sechter’s theory of harmony derives from 
Rameau’s discovery of the basse fondamentale, the basic root 
note of each chord and its inversions. A systematic progression, 
by intervals of fifths or fourths, of these roots (which are not 
necessarily audible) governed the entire system of modulation. 
This system cannot be simplified and it lies beyond the scope of 
this book to describe it in detail. Apart from the obvious com- 
plexities of the theory’s application, it must be remembered that 
Bruckner was already well trained when he started the studies 
with Sechter which were, therefore, concentrated on advanced 

exercises. Bruckner’s complete mastery of this theory gave the 
creative work of his later years that peculiar purity of harmony, 
particularly in progressions to very far removed keys. Of course, 
had he not become a composer of genius, the five years spent at 
these studies would not have helped him to write imposing works; 
nor is there any indication that Sechter saw in him more than an 
almost alarmingly assiduous pupil. As the perfectionist of the clas- 
sical theorists, Sechter was to his contemporaries the guardian of 
tradition; posterity remembers him as Bruckner’s teacher. 

By 1861, even Bruckner was at last convinced that nothing 

1Gesammelte Briefe, p. 353. 
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could have been overlooked in his studies. He would not, of 
course, have been satisfied on this account without the affirma- 

tion of others and he made his usual arrangement for a special 
examination. This time, it seems, he had a real aim and not 
simply the ambition to obtain yet another formal testimonial. He 
wanted to obtain a certificate which would state that he was now 
capable of becoming a teacher at music academies. In November, 
the examination took place in the Piaristen Church at Vienna, 
his examiners being the following authorities: Joseph Hellmes- 
berger (the Director of the Vienna Konservatorium), Johann 
Herbeck (the Director of the Gesellschaft der Musikfreunde), 
Otto Dessof (the conductor of the Court Opera), School Coun- 
cillor Dr. Becker.and Simon Sechter. It was Herbeck who 
summed up the impression which Bruckner made: ‘He should 
have examined us!’ From that day, Herbeck was one of his 
active friends. 

With Sechter, Bruckner had studied a theoretical system which 
was largely bound up with the professor’s remote predecessors 
such as Rameau, F. M. Marpurg, D. Th. Tiirk, J. Ph. Kirn- 

berger : a theory of music of the past. Mastery of its entire range 
was the sum of Bruckner’s vast learning and though as such it 
was doubtless of some practical use to him for his improvisations 
at the organ and for his settings of church music, by its very 
nature it could not be inspiring. The letter rarely gave way to the 
spirit. Bruckner had realized the dangers of the unrelieved bar- 
renness of these studies and guarded himself against them by 
many free improvisations and frequently listening to good 
music. And yet, he was no nearer to writing a great work than 
before he had acquired such impressive qualifications for the 
task. 

The strange spectacle of the cathedral organist who never left 
off studying had not passed unnoticed at Linz. A former con- 
ductor of the choral society Frohsinn, Anton Storch, took it upon 

himself to censure Bruckner in a newspaper article. Writing 
about a recent performance of a Schumann work, he remarked 
that Schumann had not been one of those sad fellows who creep 
around with bent head and think to have attained the final goal 
of art with the achievement of having studied its formal aspects, 
by mastering counterpoint in despaired abstraction, by straying 
aimlessly in scholastic deserts, and so on. Bruckner had good 
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reason to realize that these remarks were meant for him. He 

wrote to a friend about it and made this comment: 

In Linz I am the only one who studies counterpoint, but neither 
do I bend my head nor do I creep around. Storch must not 
imagine that I believed the completion of my studies to have 
brought me to the zenith of music.! 

This statement is significant in that it shows how Bruckner con- 
sidered his studies, assiduous and all-absorbing as they were, to 
be but of secondary importance. No less noteworthy is his silence 
over the ultimate aim of his studies; indeed, his unrewarding cor- 
respondence gives no indication at all that he had any clear idea 
of his destiny. The wish to obtain a certificate for possible entry 
into a music academy was an afterthought; it cannot have been 
his aim from the outset, because we know that between the first 

move of his studies with Sechter and the actual beginning of the 
tuition he had become cathedral organist. 

In Linz, Bruckner befriended the opera conductor Otto Kitzler 
(1834-1915), who used to play the ’cello occasionally in Bruck- 
ner’s church concerts. This friendship was to play as great a part 
in his development as did Sechter’s instruction. Kitzler had none 
of Sechter’s eminence but he was the perfect man for Bruckner 
to meet at that particular moment. He was a practical musician 
of wide and varied experience—a type of person with whom 
Bruckner had never before been closely acquainted. Naturally, 
Bruckner was impressed and—how could it have been otherwise? 
—he asked the younger man to give him lessons. They met 
regularly for instruction in form and instrumentation; Bruckner 
became familiar with Beethoven’s world. His exercises included 
an orchestral instrumentation of the first movement of Beet- 
hoven’s Piano Sonata op. 13. Now Kitzler, unlike Sechter, 
was young and his outlook modern; he also introduced his 
pupil to the instrumentation of the modern orchestra through 
the scores of Richard Wagner. Whilst under the guidance 
of Kitzler, Bruckner wrote a number of orchestral works 

including a Symphony in F minor with a strong Wagnerian 
influence and the Overture in G minor. The symphony is marked 
by internal thematic relationships and inversions of the main 
theme—hints of his later idiosyncrasies—but it really is not more 

1 Gesammelte Briefe, p. 35. 
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than an exercise. The G minor Overture is a pleasant work 
which, although it is sometimes performed, was regarded by the 
composer as a mere study. Biographically, these attempts show 
how under Kitzler’s tuition Bruckner turned his attention to 
symphonic forms; moreover, in them we find for the first time an 
occasional instance of Bruckner’s unmistakable style, as we know 
it from the mature works, such as the second theme of the Over- 

ture. 
Kitzler’s influence was supplemented by that of Bruckner’s 

other friends, in particular the Government official Moritz von 
Mayfeld and his wife Betty. The former was a person of wide 
education and a great music lover and Betty von Mayfeld was an 
accomplished pianist who had earned the praise of Clara Schu- 
mann. The Mayfelds opened for Bruckner many new horizons 
and it was through them that he came to know Tristan and 
Isolde. 



4) 

Bruckner’s Self-discovery 

In February 1863, Bruckner heard for the first time a complete 
work of Richard Wagner. Otto Kitzler conducted two perfor- 
mances of Tannhduser and presented tickets to his pupil. Three 
months earlier, he had already shown him the score and drawn 
his attention to the instrumentation. Bruckner studied the score 
thoroughly and we may presume that he was present at the 
rehearsals. 

This was to be the turning-point of Bruckner’s life. It was 
immediately after the experience of the opera that he proved 
himself a great composer. In examining this event, we must not 
overlook the biographical facts. Bruckner’s introduction to Wag- 
ner came after exhaustive studies in traditional theory (and 
Bruckner had a profound respect for tradition). Also it occurred 
at a time when the two sides of his nature—the pedantic theor- 
etician and the full-blooded artist—had caused him to notice 
with naive satisfaction how frequently Beethoven had offended 
against Sechter’s rules (which admitted of no exceptions). Again, 
Bruckner had achieved a complete mastery of technique and a 
short time had sufficed to assure him of an excellent career. How- 
ever, instead of showing satisfaction or pride—and what other 
organist had such a record of qualifications?—Bruckner was 
always dissatisfied, often to the extent of being acutely restless. 

This then was the cathedral organist of Linz who heard Wag- 
ner’s Tannhduser in February 1863, a man who had spent his 
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years in unquestioned dependence on established authority and 
in the exploration of what was deemed permissible on music 
paper. In Wagner’s score he found music which went beyond all 
his previous experience, and yet what he heard convinced him. 
Bruckner would never have become a rebel. Fortunately, the 
question of his becoming so did not arise, for his impression of 
Wagner’s music led him to the simple conclusion that Wagner 
was, no doubt, an ‘authority’, a ‘Master’. And so it was with the 
precept and the example of a ‘Master’ that Bruckner flung 
open the door to creative freedom: to that freedom which 
was his by right. This may sound like romantic fiction or, at least, 
like a trivial simplification of a complex psychological event. 
However, many a page in this biography will bear out that it is 
not an implausible simplification. So simple (I am using this 
word without any derogatory implication) were this man’s 
reactions that to simplify him is impossible. 

Bruckner himself never talked of the transformation he under- 
went in 1863; it is likely that he was not really aware of it. How- 
ever, first manifestations of genius are rarely to be explained, 
whether they occur prodigiously early as in the case of Schubert 
or Mendelssohn—not to mention Mozart—or as late as they did 
with Bruckner. 

Immediately after the Tannhduser performance, this hitherto 
diffident, if aspiring church organist wrote a work of masterly 
power and confident individuality, a work, moreover, with no 

more than a passing trace of Wagnerian influence. 
The Mass in D minor for soli, chorus and large orchestra is 

the significant work, the first-fruit of Bruckner’s self-discovery. 
Here we find for the first time the unmistakable mark of Bruck- 
ner’s master hand. The work was finished on September 29th 
and first performed in the Old Cathedral at Linz on November 

20th 1864 and was so well received that a concert performance 

was arranged a few weeks later. 
The next Mass, in E minor, which Bruckner wrote in 1866, 

reverted to a more liturgical style. It is set for a chorus in eight 

parts and uses sparingly an orchestra of wood-wind and brass. Its 

wealth of contrapuntal and harmonic art links the work both with 

the greatest era of polyphony and with the most modern trends. 

It has rightly been pointed out that the austere use of the instru- 

ments anticipates tendencies of twentieth-century church music. 
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But chiefly the work is remarkable for its searching seriousness 
and for its equilibrium of highest expression on the one hand and 
liturgical self-limitation on the other; the use of the instruments 
is unforgettable. Bruckner revised the work in 1882.’ 

Bruckner’s activities in Linz were not confined to church 
duties; he was conductor of the choral society Frohsinn, first in 
1860-1861 and again, for a short while, in 1868. For his chorus 

he wrote a good number of secular pieces. It seems that he must 
have been an excellent choirmaster. With his chorus he took part 
in notable festivals at Krems and Nuremberg. 

It is interesting to note that in 1868 Bruckner conducted at 
Linz the first public performance of the final section of Wagner’s 
Meistersinger, in preparation for the Nuremburg festival. He had 
asked Wagner for a suitable composition and Wagner had 
answered on January 31st 1868: 

I address myself to you both in order to convey my thanks for 
your very friendly note and to ask you to tell the gentlemen 
of the Frohsinn how happy I was to receive their warm mes- 
sage of encouragement. I should be very glad indeed to com- 
ply with their request for an appropriate composition of mine 
for male chorus. However, as you must realize, a work of such 
a nature is hard to find among my compositions. Yet, after 
thinking the matter over, since you mention a festival concert 
in which an orchestra and a female chorus will take part, I 
think I can offer you something appropriate. It is the closing 
section of my latest dramatic work, Die Meistersinger. 

1There is no ‘altemative version’ in which the instruments are 
replaced or joined by the organ (Redlich, Bruckner and Mahler, 
p. 74.) No doubt, the organ can be used as a substitute, and this is 
what Bruckner had to do on one occasion in Linz. One has only to 
listen to the work in order to dispel any notion that the organ could 
be used without serious loss. 

Bruckner mentions the Mass in three letters (2 Dec., 1866, to Wein- 
wurm; 18 May, 1885, to J. Burgstaller; 31 Dec., 1885, to C. F. Pohl) 
and invariably he refers to Harmoniebegleitung (i.e. wood-wind and 
brass). Not that he had forgotten that on one occasion he was forced 
to play the organ; on 28 Oct., 1885, he wrote to Adalbert Schreyer of 
Linz, praising enthusiastically a fine performance of the Mass-—‘it is 
no longer the old Linz!’ There is no question of ‘versions’ here at all. 

Another reason why it may be necessary to introduce the organ 
during performance under inadequate conditions is that only a truly 
excellent choir will maintain the pitch during the long and often 
harmonically extremely difficult a capella stretches. The entry of the 
instruments will lead to disaster if in the meantime the choir has 
come down by half a tone, or more. 
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This is a bass solo, very pleasing without being really diffi- 
cult, and, moreover, it requires in addition the full orchestra 
and chorus. Write to Schott at Mainz for a copy of the piano 
arrangement, two acts of which are now ready, with the third 
soon to follow. Most probably, the engraving of the orchestral 
score of the third act is also sufficiently far advanced to make 
it possible for you to get hold of a proof copy of the section 
which you will want. If not, ask Choirmaster Hans Richter, of 
the Munich Court Theatre, to obtain a copy for you. 

The letter ends with Wagner’s acceptance of the honorary mem- 
bership of Frohsinn ‘with much pleasure’. 

Bruckner’s reputation as organist and choirmaster stood high 
at Linz. When the Mass in D minor had been performed, he 
was generally acknowledged as a composer of unusual quality. 
For the first time he was mentioned in the Viennese press. Even 
the merits of the Mass, however, in no way prepared the world 
for what was to follow: that Bruckner was to turn his attention 
almost exclusively to symphonies and to become one of Austria’s 
greatest composers. Between May 1865 and July 1866 he wrote 
the decisive work, his Symphony No. 1 in C minor. 

In June 1866 Bruckner was invited, because of his perform- 
ance of the Mastersingers Finale, to hear the first performance of 
Tristan and Isolde in Munich. While there, he showed the 

manuscript of his still unfinished symphony to Anton Rubinstein, 
a fellow guest at his hotel, and even to Hans von Biilow; but he 
could not summon the courage to show his music to Wagner. 
Biilow was impressed; his reaction on seeing the score was a 
mixture of surprised admiration of the ideas and alarm about the 
daring execution. Many years later, the work was to make a 
similar impression on Hugo Wolf.’ 

The first performance took place at Linz in sadly unfavourable 
conditions. An inadequate orchestra was assembled, consisting of 
the theatre orchestra, members of two regimental bands stationed 
in the town, and dilettantes; there were twelve violins, three 

1 Hans von Bilow never conducted any of Bruckner’s compositions 
and the few references to Bruckner in his vast correspondence are of 
a sarcastic nature. Of some writer’s literary style he remarked: ‘he 
drivels words as Bruckner notes’; in a letter from St. Petersburg, as 
Leningrad was then called, he reported how the ‘Asiatic Bruckners’ 
molested him to include their works in his programmes. When 
Wilhelm Zinne, a young journalist from Hamburg, wrote him a very 
long propaganda letter on Bruckner’s music, Biilow actually went as 
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violas, three violoncelli and three double basses. Quite apart 
from this, neither the musicians nor the provincial audience 
could be expected to grasp the complexity of the vast and 
original work. In fact there was but a scanty audience, because 
on the day preceding the performance the bridge across the 
Danube had collapsed and the people of Linz were much too 
thrilled by the disaster to be interested in a matinée concert. 
Bruckner’s laconic comment was: ‘It cost me a lot of money to 
cover the deficit.’ 

The First Symphony differs from its successors by its tempes- 
tuous energy; only in some episodes it has some of that solemnity 
and inner vision which mark Bruckner’s later style. Once Bruck- 
ner had united profound introversion and boundless self-expres- 
sion in a supreme and peculiar serenity, this stormy first 
symphony became for him ‘das kecke Beserl’—‘the impudent 
urchin’. 

In other respects, the work stands in line with the later sym- 
phonies inasmuch as Bruckner introduces in it his characteristic 
innovation of broadening the sonata form by the provision of a 
third theme in the exposition. It has been suggested’ that the term 
‘innovation’ should here be used with qualification and that 
Bruckner’s ‘third themes’ were in fact merely independent codetta 
themes as they are to be found in classical precedents; that 
‘Bruckner did not invent a new symphonic conception, but rather 
expanded the classical frame’. In an abstract and purely formal 
sense this may possibly be true, but the fact remains that the 
‘third themes’ are far too weighty to be regarded as codettas; 
they are as important as the preceding main and second themes 
and, like them, they are usually, in fact, a group of themes. In any 

case, they introduce a third sharp and balanced contrast. Occa- 
sionally they are actually followed by short codetta motifs. But, 
however we classify it, the ‘innovation’ is a legitimate and happy 
expansion which does no violence to the meaning of sonata style; 

far as granting him an audience: ‘Although I am rather perplexed 
by your approval of the musical, respectively anti-musical nonsense 
of that crank Bruckner, I will, as an exception, offer you one hour 
to present your wishes: you may see me on Thursday from 9 to 
10 a.m.’ (13 Feb., 1887.) However, during the conversation, Biilow 
changed the subject immediately. Bruckner was deeply convinced 
that Biilow’s indifference was the result of Brahms’s influence. 
1D. Newlin, Bruckner, Mahler, Schonberg (1947), p. 90. 
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in this respect, Bruckner’s contribution is far less revolutionary 
than the new theme which occurs in the development section of 
the first movement in Beethoven’s ‘Eroica’ Symphony—to name 
only one example of a departure from tradition in a work of 
outstanding formal balance. 

As in all his symphonies, the second theme of the first move- 
ment fulfils the function of what Bruckner called the Gesangs- 
periode. As is usual in classical precedents, its lyricism makes a 
sharp contrast to the main theme; the composer emphasized this 
by giving the same lyrical quality to all parts of the accompani- 
ment. There are Gesangsperioden in Bruckner’s symphonies 
where it is hard to tell which of the melodious parts is the leading 
tune; for with Bruckner every part in a second theme does indeed 
sing. 

Although the Adagio anticipates the peculiar intensity of 
Bruckner’s later slow movements, it does not bear comparison 
with them. We have to wait for the second symphony for the full 
manifestation of this characteristic. 

The Scherzo shows that combination, peculiar to Bruckner, of 

demonic drive with rustic impetuosity and the Finale is themati- 
cally linked with the first movement. 

Such, briefly, is Bruckner’s contribution to symphonic evolu- 
tion, already embodied in his first symphony. Historically the 
symphony is also significant as a major work of ‘absolute music’, 
written in a modern and independent idiom, at a time when ‘pro- 
gressive’ musicians were united in their persuasion that the Age 
of the Symphony was no more. Biographically, it marks the 
flowering of Bruckner’s genius and his discovery of a perfect 
medium. Moreover, it was written with a deep awareness of 
Beethoven’s status, while it laid the foundation of Bruckner’s own 

importance as a writer of symphonies. Brahms had at that time 
not yet produced his first symphony and his name need not, 
therefore, be mentioned in this connexion. 

As an isolated composition the work does not deserve exagger- 
ated praise. It bears no comparison with any of Beethoven’s or 
Brahms’s symphonies and would probably not have survived had 
it not been followed by Bruckner’s mature works. Its significance 
is biographical and historical; and though it is certainly worthy 
of performance it is not a masterpiece. 
Many years later, in 1890-1891, Bruckner wrote an entirely 
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revised version of the score which concerned chiefly the instru- 
mentation; everything in the original score that seemed exces- 
sively wild to old Bruckner was toned down to somewhat milder 
proportions—at the expense of the symphony’s fiery vitality. The 
great Munich conductor Hermann Levi tried to restrain Bruck- 
ner’s ardour : 

First Symphony wonderful! It must be published and per- 
formed. But please, please do not alter it too much; everything 
is just perfect, the instrumentation too. Not too much touching 
up, please.! 

The recent critical edition of the original versions of Bruckner’s 
works includes the ‘impudent urchin’ fresh and vigorous as he 
was at Linz. The editor, Robert Haas, true to his basic principle, 

was not so much guided by his personal preference but by the 
significant fact that Bruckner himself included both versions of the 
symphony in the ‘sealed parcel’ in which he committed his 
original scores to posterity. Certain small revisions made by the 
composer in 1868, 1877 and 1884 -were accepted by the editor 
of the original version. 

The First Symphony has a freedom unknown in Bruckner’s 
earlier works; but even after its composition the man himself 
knew nothing of the liberty with which his music was inspired. 
It may be that for many years he had laboured beyond his 
strength, or that his new creative power was born of some mental 
crisis affecting him more deeply than we can know. Or again, 
simply that he was once again unhappy in his love for a very 
young girl whose parents would not accept him—an experience 
that had happened to him before. Certain it is that just after he 
wrote the First Symphony, Bruckner suffered a severe nervous 
breakdown. 

Throughout the biography we shall encounter him in the pur- 
suit of some young girl. Two letters written in 1866 illustrate his 
circumspect ways of dealing with the situation. 

A short while back, the saddler Tureck from Steyr was here and 
with him a lovely, dear girl. I have asked my former colleague 
Gilhofer to obtain some information. He is instructor in the 
prison of Garston and choirmaster of the Liedertafel in Stey- 
regg. He replied: the dear thing is called Henriette Reiter, 
eighteen years old, speaks several languages, etc., lives with her 
1 Gesammelte Briefe, p. 328. 
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mother, Susanne Reiter, in Vienna-Josefstadt, 27 Kaiserst. 
The mother owns a good florist business. They say, the girl 
has 3,000 florins. That’s of course dismally little and perhaps 
she has not even as much as this, or maybe she will get much 
more one day. Inasmuch as I am already forty-two, time is 
rather pressing. All the same, rather than being over-hasty, I 
might wait a little longer. I liked the girl very much and I 
wonder whether you would be so kind, since all this is abso- 
lutely necessary, to find out from reliable sources about her 
morals, pecuniary standing, from people in her neighbourhood, 
or at the town hall, about her property and so forth. ... 

Three thousand florins is not really very much, particularly 
if the girl is used to a luxurious life. (For the time being the 
girl need not know that I am forty-two; what she wants is thirty- 
six—actually I look a bit younger.) 

What did you recently want to tell me about Salzburg? Which 
girl? Good-looking? Rich? Affectionate? Speak up openly— 
the time must come.! 

The odd preoccupation with his ‘dear girl’s’ financial status 
explains itself in a short letter, written three days later: “Three 
thousand florins isn’t very much; perhaps she will get more; think 
what would happen if I died.’? 

In this same period, his letters again show signs of frequent 
depression: ‘On principle, I live retired from the world which 
in its turn abandons me.’ Such sentences occur here and there in 
the correspondence. In isolation, they seem but the expression of 
a passing melancholy like that which he experienced in St. 
Florian at the time when he thought of becoming a clerk in a 
court of law. But now, these moods were more frequent and often 
brought a kind of obsession at which times he would stand as if 
transfixed, counting the leaves of a tree, the logs in a stack of 

wood or the grains of sand on the beach of the Danube. In May 
1867, Bruckner was advised to seek treatment at Bad Kreuzen. 
Bishop Rudigier arranged for a priest to help him. 

From Bad Kreuzen, Bruckner wrote to his friend Rudolf 

Weinwurm : 

Whatever you may think or may have thought—or whatever 
you may have heard!—! It was not laziness!— It was much 
more than that! !!—!; it was a state of utter degeneration 
and desertion—utter collapse of nerves and overstrain! I was 
1 Gesammelte Briefe, p. 74. 2 [bid., p. 76. 
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in the most appalling state; you are the only person to hear of 
this—please keep quiet about it. Only a short delay and I 
should have been a victim—lost. Dr. Fadinger in Linz told 
me already that I might have been overcome by madness. 
God be thanked! He has saved me in time. .. . During the 
last few weeks I have improved somewhat. I am not allowed 
to play anything, to study or to work. Only think what a 
fate! What a wretched fellow I am! Herbeck sent me the 
score of my vocal Mass and of the symphony without writing 
a word. Is it as bad as that? Please find out. Dear friend, 
write to me.... (19 June, 1867.)! 

Bruckner stayed in Bad Kreuzen until August 1867 and was 
cured, All the same, for quite a time he remained unusually 
excitable and some of the pathological symptoms returned in 
later years but in milder form and without danger. 

All his life, Bruckner was prey to a nervous tension strangely 
in contrast to the majestic repose so frequent in his works and 
always dominant in pictures of him. Little of this is to be found 
in his letters. And this man who was racked by mental storms 
gave voice in a medium convincing as it was subjective to a faith 
which stood firm as a rock. Non confundar in aeternum, these 
words from the Te Deum have surely never been expressed with 
more jubilant, exalted certainty than in Bruckner’s music. We 
cannot know if this deep trust was ever threatened. 

Bruckner’s mental stress manifested itself in yet another way. 
The composer, generally so single-minded, so utterly absorbed 
in his music, and his enforced activities as teacher, this man whose 

gentleness and simplicity were admired even by those who dis- 
paraged his works, was strangely fascinated by public tragedies. 
Thus, for instance, the Mayerling affair and the fate of Emperor 
Maximilian of Mexico excited him very much and he insisted on 
knowing all the morbid details; another favourite subject of his 
was Arctic exploration and the deprivations suffered by explorers. 
Since he had no leaning towards sadism, it seems inexplicable that 
suffering held for him such an unhealthy attraction. The difficulty 
of accounting for all this is not unlike that of explaining the dread- 
fully disturbed utterances in the composer’s last two symphonies, 
which, too, remind us that the tranquillity of the old man’s 

photographs fails to reveal the whole personality. 

1 Gesammelte Briefe, p. 82. 
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Move to Vienna—Journeys to France and England 

THE great Mass in F minor which Bruckner began just after the 
crisis of 1867 reflects the terror he had experienced. The Kyrie 
eleison, Christe eleison invocations are filled with an intense and 

haunting urgency; the affirmation Credo, credo! rings with 
ecstatic insistence and jubilation. 

In Bruckner’s musical development, the work marks the transi- 
tion from the stormy First Symphony towards the inner strength 
which deepened with every new work. Beyond all doubt, it was 
the greatest Mass since Beethoven’s Missa solemnis op. 123. The 
similarities between the two compositions, however, are purely 
external: the great apparatus of soli, choir and large orchestra 
and the symphonic conception of the larger sections (Gloria and 
Credo). Spiritually, the approach is entirely different. This is not 
the place to add to the numerous essays which have been written 
in order to determine whether the composition of the Credo 
testifies to Beethoven’s traditional faith or its absence; needless to 
say, the answers have ranged from one extreme to the other. 
Bruckner’s work demands no such search: the F minor Mass is 
church music. 

No amount of isolated quotations can do justice to this vast 
work. The work has much of Bruckner’s mature style as we know 
it in his symphonies. Frequently that most typically Brucknerian 
stylistic element becomes noticeable, the achievement of astounding 
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effects with the simplest of technical means. The Gloria and Credo 
end in the characteristic manner of the first movement of the Bruck- 
nerian symphony: the music arrives at a triumphant statement 
of the common chord of the main key and the double-dotted 
rhythm of the trumpets leads to an abrupt, powerful ending. The 
Dona nobis pacem anticipates Bruckner’s idiosyncrasy of bringing 
together in the Finale echoes of the previous movements; remin- 
iscences from the Kyrie in the Dona are traditional; but Bruckner 
concludes this Mass with an impressive summary of the whole 
work, 

The F minor Mass is, from any point of view, no mere land- 
mark in the composer’s progress towards greatness. It is a master- 
piece. Bruckner wrote it in its first version in 1867-1868 and he 
revised it in 1881. 

Already before this Mass was finished, new events occurred. 
In September 1867, Simon Sechter had died and Herbeck sug- 
gested to Bruckner that he should apply for Sechter’s position as 
professor at the Konservatorium in Vienna. But just as he had 
done after the death of the former cathedral organist at Linz, 
Bruckner hesitated, procrastinated and despite the insistence of 
Herbeck, who came to see him at Linz, would not make up his 

mind. 
Mention has already been made of another friend of 

Bruckner’s in Vienna, of Rudolf Weinwurm (1855-1911). Orig- 
inally he had been studying jurisprudence and had founded in 
1855 a choral society of the Faculty of Law. Three years later 
this society was extended to members of other faculties and be- 
came known as the Academic Choral Society of the University 
of Vienna. Since 1862, Weinwurm was officially appointed as 
choral instructor in the University and responsibie for choral 
music during ceremonial festivities. It seems he was Bruckner’s 
closest friend at this time and always ready to search for con- 
genial accommodation whenever Bruckner came to Vienna 
during the years of study with Sechter. Now Bruckner confided 
in him again. Of course, he appreciated the honour of becoming 
Sechter’s successor; he was worried by the question of money. 
On May 27th 1868 he wrote to Weinwurm : 

I could become Sechter’s successor in the Konservatorium with 
a yearly salary of 600 florins. Nine lessons per week: six 
lessons in counterpoint, three lessons in the organ school. He 
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[i.e. Herbeck] told me that everything would be put down in 
writing and then I could make my decision. Although I should 
never be given the formal appointment as organist of the 
Imperial Chapel with a salary, which is very sad, still the offer 
is a great honour. What do you think? Write to me soon! In 
Linz I have no right for a pension either; except in case of 
extreme need, by applying to His Majesty. Please be kind and 
give me your competent advice! Advise me, noble friend; most 
of my acquaintances think I should go, even Alois. The 
Liedertafel [i.e. Bruckner’s choir] and some of the clergy are 
against it. But you know the conditions and you will advise me 
well. Please write to me soon. It is unbearably hot here! How 
are you in Vienna? Could I live on 600 florins if need 
be? ae ;* 

Seeing Bruckner’s fears and hesitations, Herbeck advised him 
against a hasty decision, insisting that materially the honourable 
post in Vienna would be inferior to his more humble one in Linz. 
He also insisted on pointing out to Bruckner that he could not 
relieve him of the burden of making the decision, ‘I can take no 
responsibility, nor can I give any guarantee either moral or 
material’. To Bruckner nothing worse could happen than to be 
faced with a dilemma in which his own initiative, and not the 

advice of his friends, had to decide the issue. Already in Novem- 
ber 1867 Bruckner had applied for a post as tutor in musical 
composition in the University of Vienna and his application had 
been turned down. Now, under the spell of Herbeck’s cautious 
letters, he found himself plunged into despair. In a letter to him 
he even talked of ‘leaving the world’. But Herbeck, who had in 
the meantime secured an arrangement whereby Bruckner’s salary 
was to be increased by 200 florins, answered with the following 
forceful words : 

... You have no one to fear but yourself, particularly if you 
start writing hysterical letters to anyone else like the one I 
received from you today. Far from ‘leaving the world’ then, 
‘go into the world’! Have none of these fears and hesitations 
unworthy of a man and an artist like you; you have no cause 
for them. ;....* 

There was a final crisis in June. Bruckner had again voiced 
fears and was in despair when he realized that one of his letters 

1 Gesammelte Briefe, p. 95. 2 Tbid., p. 307. 
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had given the impression that he had turned down the 
proposition. 

. .. It makes me desperately unhappy. I crawl around, I can 
neither eat nor sleep. . . . Why did IJ give in to these fears? 
Think of the honour of the position! How should I ever have 
such a chance again? I am lost. Everything depresses me. . . 
My stupidity is to blame and therefore I have to suffer—to 
suffer bitterly. How can it have happened? I only wanted to 
improve the conditions but I would have accepted in any 
case; and I would have been certain of 600 florins and many 
additional lessons. .. .! 

During the same unhappy period, he wrote yet another letter, 
to Hans von Biilow, who, at that time, was busy with the first 
performances of the Mastersingers in Munich; he was also 
approaching the crisis of his marriage with Cosima and, with it, 
the necessity of a radical re-orientation of his relations towards 
his wife’s future husband, Richard Wagner. Apparently, he never 
replied to Bruckner’s letter in which the composer wrote of a 
sudden new idea, to obtain 

. .. an audience with the King [i.e. Ludwig II of Bavaria] and 
to play the organ to His Majesty and so, perhaps, gain the 
post as Court Organist or Second Court Conductor either in 
church or in the theatre for a secure and better salary. Is that 
possible? Or altogether impossible just now? ...I pray you 
most humbly and sincerely to regard this petition and enquiry 
as the deepest secret and particularly not to tell anyone from 
Vienna anything about it.... (6 June, 1868.)? 

However, by the end of June, Bruckner had, at last, made up 

his mind and wrote happily to the director of the Vienna 
Konservatorium : 

The undersigned, who has already asked Herr Court Con- 
ductor Herbeck to act on his behalf, declares himself ready for 
anything and satisfied with everything. The undersigned will 
be grateful to accept the honourable position and only asks, as 
a binding agreement, to be appointed with security. 

This was on June 28th. On July 6th, Bruckner received the 
decretum which nominated him as lecturer for figured bass, 

1 Gesammelte Briefe, p. 96. 2 {bid., pp. 97 f. 
3 [bid., p. 98. 
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counterpoint and organ. The last safeguard which Bruckner still 
insisted on was to reserve his post in Linz until 1870. 
How different are these timid hesitations to his ever-greater 

self-assurance in all that concerned his music. In March 1868, 

Bruckner had been invited to play the organ at a concert of the 
Academic Choral Society in Vienna. While corresponding about 
the proposition with Rudolf Weinwurm, Bruckner said_ his 
decision would depend on the quality of the organ and asked his 
friend to inspect the instrument. In addition, he stated : 

Further, it is no longer possible for me to perform other 
people’s compositions. . . . I should have to restrict myself to 
my own fantasies, to improvised fugues. In any case, there are 
plenty of people in Vienna to play compositions of others. I 
believe that only my own manner can characterize me.! 

Bruckner moved to Vienna in October 1868 and at first he 
was very happy. His favourite sister Anna [d. 1870] looked after 

his household, as she had done for a time in Linz. Financially, 
he was, after all, better off than in Linz, particularly after 

December when Herbeck secured for him a special stipend of 
500 florins to further his plans for new symphonic compositions. 
Herbeck also secured for him nomination as expectant organist 
in the Imperial Chapel, but Bruckner had to wait until 1878 
before he was elected to full membership with the corresponding 
salary. 

The next year saw an unprecedented excitement in Bruckner’s 
life. The Parisian firm of organ builders Merklin Schiitze had 
won the Gold Medal at the International Exhibition for their 
new organ in the recently built church at St. Epvre at Nancy. 

Now they announced a public competition of famous organists to 
take place at Nancy. At first, the Austrians intended to nominate 
the Court Organist R. Bibl, but he declined. Bruckner then 

received the visit of Professor Gehring of the Konservatorium 
who asked him, to accept the invitation. After characteristic hesi- 
tation, Bruckner accepted on the advice of Eduard Hanslick (at 
that time still his friend). And so, in April 1869 Bruckner trav- 
elled to France, there to distinguish himself as the best and most 
accomplished of the competitors. Apart from him, only R. de 

1Gesammelte Briefe, p. 92. 
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Vilbac (organist at St. Eugéne’s, Paris) was mentioned as out- 
standing. 

From Nancy, Bruckner reported to Herbeck : 

The concerts are over! It was very solemn. During my first 
days here and even during the first recital it seemed to me that 
a Parisian organist, Herr Vilbac, was very much preferred to 
us Germans. However, already in the first recital I had all 
the musical listeners on my side. In the second recital (yester- 
day, April 29th), my performance was most movingly acknow- 
ledged though I prefer not to write of it. High aristocracy, 
Parisians, Germans and Belgians outdid each other in con- 
gratulating me, much to my astonishment since Vilbac (who 
is a very charming and very fine French artist and a friend of 
Thomas) played very well-rehearsed French pieces. It is 
obvious that he is greatly in favour here, because he often 
comes to Nancy. What they will write in the paper I do not 
know—unfortunately I would not even understand it! I have 
but the immediate judgments of the experts—so favourable 
that modesty forbids me to describe them—as well as the 
reception and the applause from the public. Charming ladies 
of the highest birth even came up to the organ loft to 
congratulate me. 

I apologize for presuming to trouble you. The gentlemen 
who pay me have asked me to go to Paris and to play on a 
newly constructed organ there. I have told them repeatedly 
that my leave expires on Monday. But still on all sides they 
press me to go, urging me to beg your lordship that the 
esteemed Management of the Konservatort'um may be so 
gracious as to extend my leave by three days... .! 

Needless to say, the extra leave was readily granted and Bruckner 
went from Nancy to Paris, there to play on the new organ in 
Notre-Dame before an audience of musicians including César 
Franck, Saint-Saéns, Auber and Gounod. Bruckner wrote from 
Paris to Pastor Schiedermayr at Linz: 

Never again will I experience such a triumph. The musical 
journals of Paris say that only through me did the great organ 
at Notre-Dame fulfil itself, that never before had anything so 
perfect been heard in Paris. Such success, a great surprise to 
me, has unfortunately affected my health, but I hope, please 
God, to be soon completely well again... .? 

' Gesammelte Briefe, pp. 102 f. 2 [bid., p. 104. 
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Bruckner’s only other journey to foreign parts took place two 
years later. The Chambers of Commerce of many countries had 
been invited to send their nations’ greatest organists to the Inter- 
national Exhibition of 1871 in London. In Vienna, three candi- 
dates played for a selection test and Bruckner was chosen. He 
arrived in London on July 29th and stayed at Seyd’s Hotel, 
39, Finsbury Square. He reported with excitement about the 
posters which advertised the recitals: ‘Everywhere my name 
appears in letters bigger than myself!’ 

Alas, the papers gave voice to seething indignation, directed 
against the committee responsible for the arrangement of the 
recitals, protesting against the invitation of foreigners and the 
neglect of English organists. Persuaded that the recitals of alien 
organists were a national scandal, they could find no praise for 
the unwelcome guests. The Musical Standard of August 12th 
was the exception in at least bestowing some faint praise on 
Bruckner as the only foreigner worthy of mention. Bruckner, 
remembering the unstinting enthusiasm of the French press, was 
baffled and had to content himself with the exuberant applause 
of the audience. He, the collector of certificates and testimonials, 

would have been much happier with something on paper to take 
home with him. An official from the embassy told him that there 
were means of securing the services of a commissioned newspaper 
reporter. Bruckner was horrified and would not hear of so scan- 
dalous a proposal. All the same, the success of the recitals was 
exciting enough for him. On August 23rd, he wrote to his old 
friend Moritz von Mayfeld at Linz: 

Just finished. Gave ten recitals; six times in Alberthall [sic] four 
times in Crystal Palace. Enormous applause, always unending. 
Requests for encores. Particularly two improvisations I had to 
repeat often. In both places. Many compliments, congratula- 
tions, invitations. Kapellmeister Mann of the Crystal Palace 
told me that he was astonished and urged me to come back 
soon bringing my own compositions. .. . Soon I will return 
to Brussels, but I shan’t play any more, am too tired and 
excited. Germany, Berlin I reserve for later, also Holland and 
Switzerland. I beg to be remembered to your lady wife. With 
respect, 

always in gratitude yours 
Anton Bruckner. 
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P.S. Yesterday I played before 70,000 people, and had to 
give encores at the request of the committee, because I didn’t 
want to despite the enormous applause. Monday I played 
equally successfully in the recitals, etc., etc. 

N.B. Unfortunately, the music critic of The Times is in 
Germany. It is therefore unlikely that something will be written 
about me now. 

Please say a word to the Linz newspaper, particularly to 
Dr. Dutscheck.! 

It was only after his departure from London that Bruckner 
learned of a report in the Morning Advertiser of September 1st, 
which reported about his playing with unrestrained admiration 
and expressed a hope for his early return. 

Bruckner never forgot his London success and in later years 
when longing and begging for performances and recognition of 
his symphonies in Vienna, he would often reproach himself: ‘If 
only I had gone to England then!’ 

It was in London that Bruckner began (with the Finale) the 
composition of the Second Symphony. Two years earlier he had 
been at work on two symphonic attempts. A Symphony in D 
minor was actually ‘finished’ but Bruckner did not go further 
than revising its first draft. On coming upon the manuscript 
many years later, he called it his Symphony ‘No. o’ and wrote 
on the score: “This symphony is entirely invalid (only an 
attempt).’ After Bruckner’s death, the work was published as an 
opus posthumus both in an extensively touched-up version of 
Ferdinand Lowe’s and, later, in its original text. This symphony 
shows an outstanding advance to Bruckner’s later style; although 
the Mass in F minor is incomparably greater, the development 
of the composer is more easily traced in the Symphony ‘No. 0’, 
a purely orchestral and symphonic composition. The work has 
some superb music. The opening is, in a way, a sketch for the 
beginning of the Third Symphony (also in D minor). There is no 
doubt that this ‘attempt’, fragmentary as it is compared with 
the matured works, is more akin in style to the Third and later 
symphonies than to the Second which followed it. Any critical 
estimation has to take account of the fact that with Bruckner a 
finished first version is but an extensive sketch. 

The composition of the Second Symphony was beset by a new 

1 Gesammelte Briefe, p. 114. 
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difficulty: Hellmesberger and Hanslick had criticized the com- 
plexities of the First Symphony and urged him to write more 
simply. In seeking to comply with their advice, Bruckner again 
lost his self-assurance. In the course of his career, such a situation 

was to occur time and time again. Earlier he had protected him- 
self against this uncertainty as to the purpose of his life by collec- 
ting the many certificates which testified to the progress and 
success of his studies. Now he had found his true calling; and as 
a creative artist he could hardly continue, as was his wont, to 

depend on others’ judgment rather than on his own. At this 
moment, when wishing to begin a new symphony, Bruckner’s 
inspiration was hampered by the advice of the experts. It must 
be remembered that he was a man of nearly fifty, less careless of 
such advice than might have been a young man engaged on his 
second or third opus. Further he was weighed down by his deep- 
rooted and humble respect for ‘authorities’; and everyone who 
had somehow or other achieved a respectable position was for 
him an authority. Years later, he was to write of this period: ‘I 
had lost all the courage to write down a real theme.’ 

No doubt, it was the London success which had given him the 
courage to start the new work; but that was not sufficient to let 
him forget the advice to write with simplicity. After lengthy 
reflection, he seemed to have discovered a solution: would not 

the expanded sonata form (which apparently he never thought 
of abandoning) be made perfectly clear by the means of a sharp 
separation of the theme groups? It was a strange device and its 
effect was to make the pauses so blatant that a member of the 
Vienna Philharmonic Orchestra coined for the work the name 
‘Die Pausensymphony’, a term which soon found its way into 
the vocabulary of Bruckner’s adversaries, even when the work 
had been revised and most of the pauses had disappeared from 
the score. This didactic use of pauses led the composer to dis- 
cover the potentialities of general rest bars which were soon to 
have their place in his monumental style as direct means of 
musical expression. Though he never again used them with such 
frequency as in the first versions of the Second and Third Sym- 
phonies, they appear in most of his later works. 

Bruckner once explained the meaning of the pauses, as em- 
ployed in the revised and later works, to Artur Nikisch: ‘I must 
take breath when I am about to say something of importance.’ 
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On another occasion, he was less grave on the subject and 
said naively: ‘What’s all the fuss about? Beethoven has a pause 
right at the beginning of his Fifth Symphony !’ The effect of the 
pauses during performance depends necessarily on the con- 
ductor’s understanding of their significance. Of course, the 
composer could have managed almost invariably to ‘fill’ the rest 
bars with some transitional notes or chords, had he not preferred 
silence. There is plenty of evidence throughout his scores that he 
had the technique of writing excellent transitions. To give only 
two examples: the transition linking the development section 
with the recapitulation in the first movement of the Fourth Sym- 
phony is quite marvellous; even more remarkable is the consecu- 
tive evolution from theme to theme in the first movement of the 
Fifth Symphony.’ Still, there are those much-discussed pauses in 
his works and we can’t have Bruckner witnout them. At least, it 

must be admitted that he succeeded in making a virtue of his 
‘defect’ (if such indeed it is); certainly, he would not have been 
capable of a fluency like that of the first movement of Beethoven’s 
Seventh Symphony (the old question: where does the second 
theme begin?) or that of Brahms’s First Symphony, but 
Bruckner’s pauses are never mere gaps. 

There are not nearly as many pauses in Bruckner’s symphonies 
as rumours and newspaper criticism might lead one to expect, 
although they are an integral aspect of his style just as are his 
beautiful themes. It is for the performers to make the pause 
eloquent and a responsive conductor can here attain to the 
sublime. 

1 See pages 163-164. 
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The Evolution of Bruckner’s Style 

THE composition of the First Symphony—the work that had 
established Bruckner’s future as a symphonic composer—brought 
this middle-aged man to the end of his formative years. With the 
Third Symphony his greatness was manifest) If the First Sym- 
phony revealed to him his true medium, and the Third deter- 
mined his style of writing, the Second Symphony, (and also the 
attempt of the Symphony ‘No. 0’) showed him the way. 

With the soaring theme of the ’celli underneath the sextuplet 
‘tremolo’ of violins and violas, Bruckner for the first time wrote 

one of his impressive symphony openings. The Adagio is his 
first symphonic slow movement to have the characteristic intense 
tranquillity. The stormy Scherzo has a Trio of delicate charm and 
the Finale, again interrelated to the first movement as it had 
been in the first symphonic exercise during his lessons with Otto 
Kitzler, is of a complex structure, crowning the whole work. This 
summary description indicates to anyone who has heard a later 
Bruckner symphony that the composer had taken the decisive 
steps towards the attainment of his personal style. From the 
Second Symphony onwards, the fundamental construction of 
Bruckner’s symphonies (with the exception of the Eighth) 
remains the same. It has been said that Bruckner’s symphonies 
‘are not Beethovian, although in certain respects no other nine- 
teenth-century symphonies are so much so. What they are is 
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Bruckner’s own’. Certainly, he is quite different from Beethoven 
in that he never attempted with each new symphony to create a 
new world. It was typical of his unromantic personality that he 
had but few aspirations, and in this, perhaps, he compares 
unfavourably with Beethoven. It was Beethoven who had set the 
precedent of giving entire individuality to each single symphony 
and no other composer has managed to live up to his great 
example, much as some have tried. Bruckner did not deliberately 
attempt to compete with Beethoven in this respect, as from the 
outset his compass was restricted. He did achieve contrasts in, 
say, his Fourth and Eighth Symphonies comparable with those 
between Beethoven’s Fifth and Sixth Symphonies. But he would 
never have wished to write a symphony like Beethoven’s Fourth 
or Eighth. Bruckner’s symphonies are all different, and yet have 
a likeness of style as marked as the ‘variety’. It is the comparison 
with the unique Beethoven which obscures the issue. The case of 
Bruckner might be compared to the works of either Mozart or 
Bach: for as in them the stylistic unity forbids such vivid con- 
trasts as Beethoven was able to achieve. Further, we must not 

lose sight of the fact that all Bruckner’s great works were written 
in the space of twenty years—a period which saw, apart from 
growth, no change in his personality. The five years from 1870 to 
1875 alone yielded the first versions of no less than four sym- 
phonies, numbers 2 to 5. From 1876 the revision of this vast 
material began. It would therefore be quite futile to look for 
major stylistic changes in these four works. The progress from 
one to the next symphony is one of intensification. It is always 

the same man who speaks but he does not repeat himself; his 
vision deepened from work to work. 

Bruckner finished the first version of the Second Symphony 
on September 11th 1872 and sent it immediately to the Vienna 
Philharmonic Orchestra. It was rehearsed under Otto Dessof, 

who called the work ‘nonsense’ (Unsinn). The members of the 

orchestra were divided in their opinions. After some discussion, 
Bruckner was asked at least to suggest some cuts; his sacrifice, 
however, of thirty or forty bars was considered quite inadequate. 
Finally, the orchestra returned the score to the composer with 
the verdict : unplayable (unspielbar). However, Bruckner did not 

1R. Capell, The Monthly Music Review (1936), p. 156. 
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give in. With the help of a substantal subvention from Prince 
Johann Liechstenstein, he engaged the orchestra at his own 
expense. When beginning the first rehearsal, he made the 
announcement: ‘Well, gentlemen, we can rehearse as long as we 

like. I have got someone to pay for it.’ Most of the musicians 
were unco-operative, obstinate and sarcastic during the first re- 
hearsals under Bruckner’s direction, but among the friendly 
members of the orchestra was a young violinist whose immediate 
admiration for Bruckner was to be of decisive importance later 
—Artur Nikisch. 

The performance took place on October 26th 1873. Apart 
from conducting the symphony, Bruckner played Bach’s Toccata 
and Fugue in D minor and a free organ improvisation. It was 
a tremendous success in the concert hall and the symphony was 
reasonably well reviewed by the newspaper critics. The orchestra 
had warmed up to the difficult work and performed the ‘unplay- 
able’ symphony with so much enthusiasm that the following day 
Bruckner wrote them an exuberant letter : 

Never in all my days can I put into words—still less repay— 
all that you did for me yesterday with such infinite kindness, 
and in all the vast range of your artistic accomplishment, in 
which (if it were possible) you excelled yourselves. But at least 
I can try to express my deep emotion and my unending 
gratitude towards you. I ask you then, gentlemen, to accept 
my profound and heartfelt thanks. And I beg, you will never 
deny me your inestimable favour in the days to come. 

I have still one great longing in my heart, to see the work 
fulfil its destiny. Since each father seeks the best possible 
position for his child, surely all will understand if I do likewise 
and ask you: 
May I dedicate the work to you? 
Since it could come nowhere into better hands than yours, 

your acceptance would give me great joy. (27 Oct., 1873.)! 

Originally, Bruckner had wished to dedicate the work to Liszt, 

but the relation between the two composers never developed. 

Quite apart from the difference in their musical outlook, Liszt 

found Bruckner’s personality positively annoying. On one occa- 

sion, he told a friend that nothing made him more irritable than 

to hear himself addressed as ‘Your Grace, most reverend Herr 

1 Gesammelte Briefe, pp. 123 f. 
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Canonicus’. The Philharmonic Orchestra failed to reply to the 
offer of dedication and later, in 1884, Bruckner reverted to his 
original idea of inscribing the work to Liszt. The latter’s reply 
was cool and formal : 

Many thanks for the friendly dedication of your Symphony in 
C minor. I wished I were still in charge of an orchestra as I 
used to be. I would then be able to have this sound work 
considered for performance. As things are, I must confine 
myself to reading in the interesting score. 

In the expectation of favourable results of your unyielding 
activities, I remain yours sincerely 

F. Liszt. 
29 Oct., 84 Vienna.! 

Soon afterwards, Liszt lost the score when leaving Vienna in 
haste. It found its way back to Bruckner, who was offended; 
Liszt, it seems, never noticed the loss. 

Before the performance of the Second Symphony, Bruckner 
had yielded to pressure and agreed to extensive cuts. Among 
those who had advised him in that matter was Johann Herbeck, 
one of his truest friends. As we shall see later, Bruckner’s consent 

set a fatal precedent. At that time it was considered the responsi- 
bility of the conductor to ensure that the audience should suffer 
no strain or shock; it was for him to guard against the dangers 
of all that deviated from convention. In this desire to please, the 
conductor could confine himself, on the whole, to excisions. In 

principle, anything was permissible to make the customers happy. 
Berlioz’s Autobiography contains an amusing, angry chapter 
about the liberties taken by conductors. There is, for instance, 
the story of the extraordinary popularity of the second movement 
of Beethoven’s Seventh Symphony in Paris which led the con- 
ductors to transplant it into performances of the Second 
Symphony. Herbeck, when conducting the first performance of 
Schubert’s Unfinished Symphony, did not dare to end with the 
second movement and added, as Finale, a movement from an 
earlier Schubert symphony. 

In Herbeck’s biography, written by his son, mention is made 
of Bruckner’s reluctance to agree to the suggestions made: ‘It 
is incredible what energy and eloquence Herbeck had to devote 

1Gesammelte Briefe, p. 329. 
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to the winning of Bruckner’s consent to some judicious cuts and 
alterations.’ 

The changes had been extensive enough to affect the formal 
balance of the work. And so for the first time Eduard Hanslick’s 
fairly favourable review contained the fatal censure: ‘lack of 
form’, a reproach which that particular performance certainly 
deserved. It may be that Hanslick—always au courant—had 
heard of the alleged ‘inordinate length’ of the symphony, of the 
need to shorten it. At this stage his personal relations with 
Bruckner were still friendly: there is no question of malice. It is 
possible, however, that the work was beyond his comprehension. 
For, whenever Hanslick failed to enjoy and to understand a work 
of music—and this happened not infrequently—he would put 
the blame on the composer. It is in this review that we find for 
the first time that note of condescension which in future he was 
always to adopt when writing of Bruckner: that with all his 
heart he approved of the applause bestowed upon such a modest, 
energetic composer. Here, the unnecessarily patronizing compli- 
ment concludes what is, on the whole, a favourable review; later, 
such personal reassurances were to have their place in Hanslick’s 
most damning and offensive criticisms. 

Hanslick was the first to accuse Bruckner of lack of form. The 
expanded sonata form could never be examined by his contem- 
poraries because of the cuts to which the works were subjected. 
Hanslick’s charge was given credence owing to the alterations 
made by the conductors and continued to carry weight 
because of the unfaithful presentation of the works in the earlier 
published versions. It is to be expected that the publication of the 
original versions has discredited this idea. 

Already, before the first performance of the Second Symphony, 
Bruckner had composed all the Third with the exception of the 
last movement; the Finale was finished on the night of December 
gist of the same year. The rejection of the Second Symphony, 
disheartening as it was, had not deterred him from starting on a 
new work. 

While at work on the Third Symphony, Bruckner came to 
have full assurance in his own powers. The earlier admonitions 
of the critics forgotten, he no longer felt a need for restraint. It 
still remained for him, however, to beware of too strong an 

influence from Wagner. The first version of the Third Symphony 
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presented the problem in a truly excessive form: it contained a 
number of quotations from Wagner’s scores, as a signal mark of 
Bruckner’s homage to the great man to whom from the first he 
had intended to dedicate the work. When revising the symphony 
in 1876-1877 Bruckner eliminated these strange demonstrations 
of fealty, not because his admiration for the Master had waned 
but because he was at last able to obey his own critical sense and 
had begun to appreciate his own significance. 

It was in the Third Symphony that Bruckner used for the 
first time thematically the duplet-triplet combination 

beady 

which thereafter became so frequent in his scores that it has 
been given the name ‘the Bruckner rhythm’. In the earliest 
sketches, the rhythm appears noted as quintuplets. It is possible 
that Bruckner accepted the rhythm from Wagner, who employed 
it on occasions, as for instance in the Mastersingers 

Although the combination exists in some lively country dances 
from Upper Austria which show a rapid succession of 2/4 and 
3/4 rhythm—they were called Zwiefache (‘doubles’)—Bruckner’s 
particular use of the rhythm reveals no affinity at all with these 
dances; in Bruckner, the rhythm is usually employed for fairly 
slow and highly expressive tunes.' 

Apart from the ‘Bruckner rhythm’, his rhythmical idiosyn- 
crasies are few. Except for occasional cross rhythms and 
sharp, accentuated double-dotted rhythms which can be 
found in almost all his scores, syncopations are fairly frequent 
and can at times be a severe test for conductors and executants, 

as for example the long unbroken passage in the Incarnatus of 
the F minor Mass or tricky episodes in the Adagio and Finale of 

1 The article on Bruckner in Grove’s Dictionary (5th edition, 1954) 
refers to those country dances for the origin of rhythm; in his book 
(Bruckner and Mahler, p. 56) the same author thinks the rhythm 
derived ‘evidently’ from plainsong and from the late medieval poly- 
phonists—an even less convincing theory. 
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the Third Symphony. A typical Brucknerian thematic syncopa- 
tion occurs as early as in the Symphony ‘No. o’ of 1869 in a 
theme which may well be considered a sketch for the viola passage 
in the slow movement of the Fourth Symphony. 

In September 1873, nothing deterred by Wagner’s failure to 
answer a letter he had written him on the subject, Bruckner 
went to Bayreuth to show Wagner his Second and Third 
Symphonies (the latter still unfinished). Once again this shy and 
diffident man showed an amazing stubbornness in pursuing a 
definite goal. When Bruckner presented himself suddenly, 
Wagner tried to shake him off, excusing himself on the plea of 
having no time. 
Many years later, Bruckner reported to Hans von Wolzogen 

how the interview had continued : 

I replied: ‘Master, I have no right to rob you of even five 
minutes, but I am convinced that the highly discerning eye 
[der hohe Scharfblick] of the Master would only have to glance 
at the themes and Master would know what to think of it all’ 
Then the Master said to me: ‘Very well then, come along.’ 
And he went with me into the drawing-room and looked at 
the Second Symphony. ‘Very nice’, he said, but, all the same, it 
did not seem bold enough for him (at that time the Viennese 
had made me very timid) and he took the Third (D minor) and 
with the words : ‘Look! Look! I say! I say!’ he went through 
the whole first part (mentioning the trumpet most particularly) 
and then he said: ‘Leave this work here; after lunch (it was 
twelve o’clock) I will have another look at it.’ Dare I ask him, 
I thought, before he says I may? Very shyly and with a 
pounding heart I then said to the Master: ‘Master! there is 
something in my heart which I lack courage to say.’ The 
Master said: ‘Out with it! You know how I like you!’ Then 
I presented my petition (i.e. the intention of dedicating the 
work to him), but only if the Master was more or less satisfied, 

since I did not wish to do sacrilege to his highly celebrated 

name. The Master said: “This evening at five o’clock you are 

invited to Wahnfried; you will see me then; after I have had 

a good look at the D minor Symphony we can discuss the 

point. ! 

The outcome was that Wagner told him: ‘Dear friend, your 

dedication is in order; your work gives me immense pleasure.’ 

1 Gesammelte Briefe, p. 166. 
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The next day, alas, Bruckner was in fresh difficulties. He must 

have been overwhelmed by the interview with his adored Master; 

the latter had, moreover, persuaded his admirer to drink beer 
with him, and although this would have had no ill effect in 
normal times, Bruckner had just completed a cure, taking the 
waters at Marienbad. The result was that the next day Bruckner 
was no longer sure which of the two symphonies had been 
accepted by Wagner. He sent a note to Wagner: 

Symphony in D minor, where the trumpet begins the theme? 

Anton Bruckner 

Wagner wrote underneath : 

Yes! Yes! Kindest regards! 
Richard Wagner 

and returned the note to Bruckner. 
The symphony is decisive in two ways: it is the first monu- 

mental symphony of Bruckner the master, and, at the same time, 
the one which by its dedication to Wagner labelled him, at 
least for the Viennese critics, a confessed Wagnerian. It laid 
the foundation of Bruckner’s lasting fame, but it also made for 
the hostility of Eduard Hanslick and his entourage and for all 
the difficulties which Bruckner was to suffer for years to come. 
There was no hope for a performance of a “Wagner Symphony’ 
(as Bruckner proudly called the work). The Vienna Philharmonic 
Orchestra rejected it twice, in 1874 and 1875. Bruckner revised 
the work in 1876-1877 and offered it again for performance in 
1877, but in vain. When Bruckner had been disappointed even 
by Hans Richter who had raised his hopes after having examined 
the symphony, Johann Herbeck stepped in and declared himself 
willing to conduct the work. The performance was planned for 
December grd. Nothing came of it, because Herbeck died sud- 
denly on October 29th. In him Bruckner had lost his most 
devoted friend of that period. 

The symphony was unlikely now to remain on the programme 
for December grd. But after much agitation and with the help 
of August Gollerich (a member of parliament), a personal friend 
of the president of the Gesellschaft der Musikfreunde, Nikolaus 
Dumba, it was finally decided to include the symphony under 
Bruckner’s own direction in a concert on December 16th. 

The first performance of the Third Symphony was the worst 
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fiasco in Bruckner’s life. The musicians were obstinate and ill- 
mannered at the rehearsals; at the concert, their playing was quite 
inadequate. The audience was divided in two factions, the hostile 
party being in the majority. Between the movements, hissing and 
clapping held the verdict precariously in the balance, but in the 
course of the Finale many people actually left the hall. When 
the symphony had come to an end, some twenty-five people were 
left in the audience, most of whom laughed at Bruckner, who 
soon found himself alone on the rostrum, the musicians having 
taken flight almost with the last note. It was not much of a 
comfort to Bruckner to listen to the compliments of a few 
devoted young friends (the seventeen years old Gustav Mahler 
among them), many of them his students. Yet it was in that hour 
of despair that Bruckner was asked to give his consent to the 
publication of the work which had just met with such downright 
rejection. The publisher was Th. Rattig. Rattig had attended 
some rehearsals and the failure of the concert had not influenced 
the independence of his judgment. Thus, the rejected symphony 
was printed by the publishing firm of Bosendorfer and Rattig in 
score and parts; in addition, an arrangement for piano duet was 
published in 1878, made by Gustav Mahler and Rudolf Kry- 
zanowsky and revised by Julius Epstein. But unfortunately the 
composer, shattered by the experience of the concert, had agreed 
to some vital omissions and therefore the symphony appeared in 
a state which provoked fresh comments on his disregard of form. 

This is the only clear instance of Bruckner’s acquiescence to 
the printing of a mutilated edition of his work. Later on, we shall 
discuss the ‘original versions’ which Bruckner carefully preserved 
for the future, resigned to the impossibility of his works being 
performed without destructive excisions. In composing, he never 
made the slightest concession to the taste of his time; but here he 
failed to insist that his work should remain unprinted rather 
than being presented to the world in the form of a torso. 
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Eduard Hanslick 

‘WuHoM I wish to destroy shall be destroyed!’ This is not an 
apocryphal saying of one of the major prophets but the pro- 
nouncement of Professor Dr. Eduard Hanslick, the leading music 
critic in Vienna in Bruckner’s time. Neither was it a mere ejacu- 
lation but the device of a career devoted to fighting the ‘Neo- 
German School’, in which he saw, with some justification, an 
affront to the heritage of classical values in music. The head of 
the movement, Richard Wagner, had sufficient resources to deal 

with a critic who roused his anger; he was not only able to pay 
back in kind—his pen was no less biting than Hanslick’s own— 
he even used Hanslick as a model for Beckmesser (who in the 
first version of the Mastersingers was called Hans Lich). Now, 
Bruckner had never written a music drama or a symphonic 
poem, but his constant boasting of Wagner’s friendship sufficed 
to infuriate this brilliant, fashionable critic for whom he fell an 

easy victim. Bruckner humbled himself before the lesser man and 
each smooth article, perfectly phrased, in the Neue freie Presse 
made him utterly miserable. 

Eduard Hanslick was born in Prague in 1825. His father was 
‘scriptor’ in the Prague University, his mother the daughter of 
a Prague merchant; both of them had wide cultural interests. 
Eduard Hanslick showed leanings towards philosophy, aesthetics, 
music and the theatre. After early lessons with Tomascheck, 
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he studied philosophy, law and music. His studies were designed 
to lead to a legal career, but already as a student he turned to 
journalism; he was appointed music critic of the Prague paper 
Ost und West and, thanks to an enthusiastic review in this paper 
of Schumann’s Paradise and Peri, he was invited by the composer 
to come and see him in Dresden. This journey chanced to 
coincide with the first performance of Wagner’s Tannhduser. 
Hanslick had already met Wagner in Marienbad in 1845 and 
Wagner had invited him to attend that first performance. He 
discussed Wagner with Schumann and went to see him. The 
composer was pleased with his report on the opera. 

In 1846, Hanslick moved to Vienna. His interest in his legal 
activities began to wane and by 1855 he gave them up in order 
to devote his whole time to music. He wrote for the (old) Presse 
and, after the publication of his book Vom mustkalisch Schénen, 
was appointed as lector for aesthetics and history of music in 
the Vienna University. In 1861 he became professor, in 1864 he 
left the Presse and became music critic of the Neue freie 
Presse. 

The goodwill of his earlier relations with Wagner culminated 
in his praise for Tannhduser. Three years after that performance 
in Dresden, Wagner was involved in the political upheavals of 
1848 and consequently ceased to be persona grata in Vienna. 
The details of the affair have no place here; but there is no doubt 
that it was originally political considerations which influenced 
Hanslick’s attitude towards Wagner. In 1856, Hanslick wrote a 
hostile article about Wagner following a performance of the 
Faust Overture and after that the animosity increased. For a 
brief spell relations were improved by a meeting between com- 
poser and critic in 1861, as a result of which Hanslick even 
recommended Tristan and Isolde for performance in Vienna. 
But in 1862, on Wagner’s return to Vienna, Hanslick was invited 
to a party at which Wagner read the libretto of the Master- 
singers. After becoming more and more restless, Hanslick left 
the company in a fury, mortally offended at recognizing in Sixtus 
Beckmesser his own caricature. He immediately prevented the 
Tristan performance. Though he always remained openly hostile 
to Wagner, he did occasionally make sincere attempts to be 
objective, particularly after 1880, as for instance in his report 
on Parsifal. When Wagner died, Hanslick’s obituary notice of 
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February 20th 1883 ended: “The death of so outstanding a 
personality will always be a great loss.’ 

Eduard Hanslick was a cultured man; his articles are lively 
and though they are of but small literary merit, they make good 
reading; he was the typical cultured and eloquent journalist 
fashionable in Europe towards the end of the last century. As 
a scholar of music, he had a competent knowledge of the classics. 
His well-known book Vom musikalisch Schénen, while revealing 
much of his aesthetic theories, does not help us to assess his 
significance as a critic of contemporary works, since it contains 
no reference to the latest developments of the time. Certainly, 
Hanslick was wrought by the press, not by his learning, and it is 
beyond dispute that the Bismarck della critica musicale, as Verdi 
called him, had his shortcomings. His writings show that the 
works of Beethoven’s last period, piano sonatas and the late 
string quartets, were beyond his understanding; his deprecating 
remarks about those works are as obsolete nowadays as are his 
articles on Wagner and Bruckner. He professed admiration for 
Brahms. It was the admiration of a man incapable of under- 
standing and enjoying Beethoven’s most mature works. Even to 
him he offered critical advice on such works as the Tragic Over- 
ture or the String Quartet in C minor which he had failed to 
comprehend. Hanslick’s benevolence was an asset to Brahms, 
who repaid his influential friend by dedicating to him a work— 
the Piano Waltzes op. 39. The choice cannot have been accidental. 
Even Bruckner (who disliked Brahms’s music) grasped the situa- 
tion: ‘Hanslick’, he said, ‘does not really understand Brahms 
any better than he does me.’ 
Now Hanslick did not succeed in ‘destroying’ Wagner, nor 

was Brahms’s success entirely due to Hanslick’s benediction; and 
like them, Bruckner continued to compose regardless of the 
decisions of this music arbiter. Unlike Wagner, however, 
Bruckner suffered torments because of Hanslick’s sarcastic 
hostility. 

Hanslick was entitled to his opinions, nor was he alone among 
his contemporaries in failing te understand Bruckner’s signifi- 
cance. But was he aware of the misery he caused Bruckner by 
his brilliant jibes and did it not rather inspire him to the formu- 
lation of the most satirical aphorisms which he ever achieved? 
It would certainly seem that this was the case, judging from the 
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false bonhomie which is always appended to his criticism of 
Bruckner’s music: that patronizing tone with which he hypo- 
critically expresses his personal sympathy with ‘the talented and 
honourable man with whom I have been in friendship for over 
thirty years’ (1890), with ‘the sympathetic personality of the 
composer who is entitled to respect’ (1881). 

Hanslick was a constant terror to Bruckner, never absent from 
his mind even in moments of happiness. One day, in the autumn 
of 1877, Bruckner found his lecture theatre full to overflowing 
—the wish and dream of every professor. Bruckner’s reaction 
was to implore the students: ‘Please, gentlemen, permit me to 
tell you that Hanslick is also lecturing here. Please go to him as 
well, so that he does not think that I prevent you.’ When, at last, 
Bruckner had experienced his first triumph as a composer in 
Germany and Holland, he begged the Vienna Philharmonic 
Orchestra not to play his Seventh Symphony, since a perform- 
ance in Vienna could only suffocate the success that was dawning 
for him outside Austria. What could be more pathetic than this 
old composer, after years spent in vain struggles to have his 
works performed, actually asking a leading orchestra to refrain 
from playing his symphony simply on account of a newspaper 
writer ?! 

It is perhaps regrettable that Hanslick did not follow up the 
constructive work of his book, that instead he concerned himself 

so much with criticism of contemporary music. In the company 
of Brahms, Wagner and Bruckner he seems unavoidably a mere 
mediocrity, however verbose. For Brahms, Hanslick was of some 

practical use; for Wagner he was an irritating nuisance. It was 
in connection with Bruckner that he gained in stature; here, he 

figures as the Adversary and doubtless enjoyed the distinction. 
At the time of the first performance of the Third Symphony, 

it was not only the Wagner dedication which infuriated Hans- 
lick, nor simply the failure of the press to understand Bruckner’s 
music which further estranged the composer and the critic. 
Other things had happened in the meantime to make Bruckner 
thoroughly unpopular with the dictator of Viennese musical 
opinion. Since 1874, Bruckner had again been in financial 

1A facsimile of Bruckner’s sketch for the letter to the Vienna Phil- 
harmonic Orchestra is shown in Musik in Geschichte und Gegenwart, 
vol. II (1952), p. 371. 
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difficulties; in that year he had lost his position in the teachers’ 
seminary of St. Anna, secured for him by Herbeck in 1870 as 
an additional source of income. In January 1875, he wrote to 
Moritz von Mayfeld : 

I have only the Konservatorium which is far too little to live 
on. In September, and several times since then, I have even 
had to borrow money to avoid starvation. . . . The students 
at the Konservatorium, and even the servants there, are 
appalled at the way I am treated. My life has lost all joy and 
cheerfulness—and all for nothing. How I would love to return 
to my old post. Had I only gone to England then! 

That’s the way things are.! 

Early in 1874, finding himself in this situation, Bruckner had 
thought of once again offering his services to the University as 
lecturer in musical theory. The dean of the Vienna music faculty 
was none other than Eduard Hanslick, who therefore had to 
report to the state authorities on Bruckner’s application. Bruck- 
ner’s letter of April 18th had been somewhat vague since it did 
not specify which branches of musical theory he proposed to 
teach. He had apparently drafted the application without any- 
one to help him. Naively he had made the mistake of writing 
honestly : 

The humbly undersigned is already fifty years old. Therefore, 
time for creative work is most precious to him. In order to 
reach the destiny which he has in view, to gain time and 
leisure for musical composition, and to be able to remain in 
the beloved fatherland, he permits himself to make the 
petition. ... 

Hanslick attacked the application at its weakest spot : 

. .. It is then obvious that Herr Bruckner is not himself clear 
as to what he wishes to teach, but only about the purpose for 
which the Ministry should create an academic chair for him, 
namely in order that Herr Bruckner may have undisturbed 
leisure for composition. .. . 

He also mentioned that in his opinion Bruckner was lacking in 
qualification for an academic post : 

. in order to be spared the necessity of enlarging on this 
point, I permit myself the request that the honourable com- 

'Gesammelte Briefe, pp. 127 f. 
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mittee of professors should give attention to the remarkable 
style of Bruckner’s application.! 

He advocated refusal of Bruckner’s application. There followed 
further petitions from Bruckner—once again in the stubborn 
pursuit of an aim. Among those who encouraged Bruckner to 
renew the attempts was the Minister of Education, Karl Edler 
von Stremayr, who had a high opinion of him. Bruckner there- 
fore addressed his next application direct to the Ministry; but 
his letter had to go through the usual official channels and went 
to the Philosophical Faculty of the University, who, in turn, 
passed it on to the referee for music—to Professor Hanslick. 
Hanslick, equally determined not to give in, continued to report 
unfavourably on each new application. Bruckner encouraged all 
the time by Stremayr, looked around for help and appealed to 
August Gdllerich, the M.P. for Upper Austria, and a few univer- 
sity professors. In December 1874, a newspaper gave publicity 
to the affair and by October 1875 it appeared that Bruckner 
had the support of the majority of the professors. Hanslick had 
to give way. Bruckner was elected to the University as, alas, an 
unpaid lector. For the present, he had only gained more work 
and fresh burdens, while his financial distress was in no way 
alleviated. Moreover, Hanslick’s defeat in the lengthy contest 
was, naturally enough, unlikely to improve his disposition 
towards anything Bruckner might subsequently write. 

Earlier in that year of 1877, after a performance of Beetho- 
ven’s Ninth Symphony had been unexpectedly substituted for 
Gounod’s Requiem, Hanslick had written an article which 
reveals his attitude to new works in general. 

What a piece of ill luck for us poor critics! We look forward 
to having an interesting curiosity under our pen and instead 
are presented with a classical masterpiece. Alas, we do not 
accuse ourselves of such perversity simply in jest. All specializa- 
tion must narrow one’s outlook. Just as a doctor takes more 
interest in an ‘interesting’ case than in a healthy man, however 
honoured a figure the latter might be, so too the critic looks 
for the novelty in the programme rather than for classicism. 
. .. With one side of our being, that human side which is pure, 
unspoilt musically, we rejoice if there is an opportunity to hear 

1 Quoted from R. Lach, Die Bruckner Akten des Wiener Universitats- 
arcHius (1926). 
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the Magic Flute or the ‘Pastoral Symphony’; with the other, 
critical side we go for Liszt and Wagner. The critic becomes 
jealous in the interest of his readers, seeking first in a pro- 
gramme, not his own enjoyment, but a subject for his pen.... 

The relevance here of this quotation lies less in the general 
argument (which is clear and obvious) than in the sign of the 
clinical metaphor and of the choice of names (in conjunction 
with Wagner and Liszt one misses Brahms, a contemporary 

composer whom Hanslick professed to admire). 
On this December 16th 1877, therefore, Bruckner’s Third 

Symphony was at the mercy of Hanslick at his most hostile. Not 
only was the animosity of the critic towards the composer 
aggravated by recent events, but the work in question was a 
‘novelty’ and, furthermore, was known as “The Wagner Sym- 
phony’. The review was just as damning as could be expected: 

We have no wish to hurt this composer, for whom we entertain 
a genuine respect both as man and as artist and whose musical 
aims are sincere albeit their treatment is strange. Rather than 
criticize, therefore, we would own in all humility that we have 
failed to understand his gigantic symphony. The poetic mean- 
ing was never revealed to us—perhaps it was a vision of how 
Beethoven’s Ninth befriends Wagner’s Walkiire and finds itself 
in the end under her hooves—nor did we succeed in grasping 
the continuity of the music. The composer conducted in per- 
son and was greeted with applause; afterwards, that fraction 
of the public which had remained to the end consoled him for 
the flight of the rest. 

Bruckner was so discouraged that for some time he stopped com- 
posing. However, during those four years which had passed 
between the composition and the performance of the Third 
Symphony, Bruckner had already written his Fourth and Fifth 
Symphonies in their first versions. We have therefore to go back 
to 1874 to take up the chronology of events. 
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Struggle for Recognition 

BRUCKNER had finished the first version of the Third Symphony 
on December 31st 1873. Two days later he started on a new 
work, the ‘Romantic Symphony (No. 4) in E flat major’. He 
finished it ‘on November 22nd 1874 in Vienna, at 8.30 in the 
evening’. (All his manuscripts, even sketches, are meticulously 
dated and he often looked at his watch when writing the final 
note.) In February of the following year, he began the Fifth 
Symphony in B flat major. The contrast between the two works 
is considerable; the Fourth is marked by its abundance of 
melodic invention whilst the Fifth stands out as a vast edifice, its 

Finale a tour de force of contrapuntal construction. Later in 
the composer’s life, the Fourth Symphony became one of the 
most popular works, almost as much as the Seventh and the 
Te Deum. Despite its melodic richness, it is in fact no ‘easier’ 
than any other Bruckner symphony; the Finale is actually one 
of his most complex constructions. Bruckner dedicated this work 
to Karl von Stremayr, the Minister of Education who had given 
him so much assistance during the struggle for the University 
appointment. 

The Vienna Philharmonic Orchestra played the Fourth 
Symphony in a test rehearsal of new works in 1875 and the 
verdict was that only the first movement was fit for performance. 
‘The rest,’ it was decided, ‘is idiotic.’ The ’cellist E. Popper tried 
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to advocate a more thorough trial of the difficult work, but one 
favourable voice in favour of Bruckner carried no weight. The 
symphony was rejected. 

Bruckner revised the work thoroughly in 1878. He simplified 
the instrumentation and replaced the Scherzo and the Finale by 
entirely new compositions. The work was not performed until 
1881, by which time Bruckner was composing the Finale of the 
Sixth Symphony. Hans Richter conducted, and it was after one 
of the rehearsals that the well-known incident occurred when 
Bruckner pressed a tip into the hand of the conductor. Richter 
was supposed to spend the money on a glass of beer, but he 
preferred to wear the coin attached to his watch-chain as a keep- 
sake. The performance was loudly acclaimed by the public. On 
February 27th Hanslick wrote a sour comment on the magni- 
ficent work : 

This paper has already reported on the extraordinary success 
of a new symphony by A. Bruckner. We can only add today 
that, on account of the respectable and sympathetic personality 
of the composer, we are very happy at the success of a work 
which we fail to understand. 

Once again, several years had elapsed between the composition 
of a first version and the first performance of the revised work. 
Before we broke the chronological order to follow the fate of 
two symphonies, we saw Bruckner in financial distress. There 
was no improvement in this respect until February 1878, when 
Bruckner succeeded to ordinary membership of the Imperial 
Chapel, with which he had been associated as a prospective 
member for some years. This meant 600 florins annually to him 
with prospects of an increase of income in the future. It was also 
helpful that he could enjoy a pleasant and large enough flat in 
the Hessgasse, near the Schottenring, which cost him next to 
nothing owing to the generosity of the musical Herr von Otzelt, 
the owner of the house. 

In April 1876, he delivered his inaugural lecture in the 
University. These new duties as lecturer, unpaid as they were, 
added still further to a time-table crowded with teaching commit- 
ments. A leaf from his calendar—some time in 1877——shows the 
composer, whose one desire was to gain time for writing, had 
to give thirty hours lessons per week : 
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Monday 5-7 University. 
Tuesday 9-2 and 5-7 Konservatorium 
Wednesday 11-1; 5-73; 7.30-9.30 private pupils 
Thursday 9-2 and 5—7 Konservatorium 
Friday 10-1 private pupils 
Saturday 9-12 private pupils; 5-7 Konservatorium. 

The memoirs of some of Bruckner’s pupils give an idea of the 
daily life. Friedrich Klose, a private pupil from 1886 to 1889, 
tells of how rigidly Bruckner confined these enforced duties 
within the time prescribed. 

Late-comers were told off. It even happened that Bruckner, 
watch in hand, would wait for the late-comer on the landing, 
receiving him with the words: ‘You are late today; it’s already 
five past one!’, or ‘Your watch must be slow!’ Such a remark 
was then usually followed by the regretful announcement that 
the lost time would not be made up by an extension of the 
lesson. 

Friedrich Eckstein has described the room in which the 
lessons took place : 

In the middle was the small, rectangular table, painted with 
green oil paint, on which Bruckner had written most of his 
symphonies, the Quintet, the Te Deum and many another work. 
It stood between the long Bosendorfer Grand Piano, aged 
and much used, and an organ-harmonium which was never 
played. For many years I sat at this small, ink-stained table, 
three times a week, working under Bruckner’s supervision. 
Between us there was the snuff box, the ink bottle and a 

wooden bowl with blue sand. 

Bruckner’s teaching was methodical and clear. Like Sechter, 
he insisted on hard work and on slow, systematic progress; he 
hated impatience on the part of the students, many of whom 
found the tempo unbearably slow, and rebuked them for any 
attempt at ‘nervous questioning’ (nervdse Frageret). His approach 
was modelled on Sechter’s system, but he did not use a textbook. 
In class, the clarity of his presentation and his way of confiding 
in the students combined to make his lectures attractive. It is 
likely that some students attended simply for the pleasure derived 
from this gentle, quaint man. Bruckner considered these duties 
a burden, and yet it was in the lecture hall that he found 
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happiness in the company of people who were truly devoted to 
him. The ‘academic quarter of an hour’ preceding the lectures was 
always a time to talk of the fate of this or that symphony or to 
enjoy his reminiscences. Occasionally, he would address his class 
as ‘my children’ and then hasten to correct himself, reverting to 
the conventional address ‘gentlemen’. His students were to him 
‘my Gaudeamusers’. 

The private lessons were very demanding and stern indeed. It 
is again Friedrich Klose who gives us some definite information. 
A typical lesson would begin with a careful examination of the 
student’s homework. Mistakes were not corrected by Bruckner; 
he only gave the student a hint and then left him to find the 
right solution to the problem. Whilst the student brooded 
over his task, Bruckner attended to his own affairs, in the course 

of which he would even go to the piano to test something, 
without any consideration for the student. 

The aim of Bruckner’s tuition was exclusively the achievement 
of technical perfection in harmony and counterpoint. He did not 
concern himself at all with melodic or rhythmical application 
of the examples and it would therefore be quite wrong to regard 
his courses as lessons in composition. 

In recent years, a verbatim text of the most elementary of 
Bruckner’s lectures on harmony has been published, prepared by 
E. Schwanzara, who attended that particular course no less than 
three times in order to make sure beyond the smallest doubt that 
his stenographic notes were impeccably correct. His preface ' 
contains a good deal of valuable information and a book of this 
kind might have become a source of further knowledge of the 
greatest interest, had the accomplished stenographer attended a 
slightly more advanced course and had he combined his remark- 
able pedantic qualities with the ability to recapture an atmos- 
phere. However, the obvious pedantry would at least seem to 
guarantee that every letter of the stenographic transcription is 
assuredly verbum ipsissimum. 

1 Schwanzara’s marvellous, dogged patience is not only testified to 
by the tedious investigations about the appointment of Bruckner to 
the University. Years of persistent research have resulted in his 
achievement of tracking Bruckner’s ancestry on the male side down 
to about 1400 a.p.; here, the purpose was to demonstrate with crashing 
finality that, from the grandfather backward, the ancestors were not 
Upper-Austrians but Nether-Austrians. 
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Financially disappointed by his University post, Bruckner tried 
in January 1877 to become musical director of the church Am 
Hof, but in May he received a negative answer to his application. 

In the same year he made his only revision of the Fifth 
Symphony which he had finished in the first version in May 
1876. This is the only Bruckner symphony to have a slow intro- 
duction to the first movement. This consists of a strange series of 
sharply contrasting themes or motifs, each group standing by 
itself, separated by pauses. It is an astounding rhapsodical intro- 
duction in which suspense alternates with solemnity; it epitomizes 
several main themes of the symphony. Various interpretations 
have been given, quite a few of them equally convincing, as to 
the precise connection of each theme in the work with the 
common ‘Ur-motif’, namely the descending and ascending 
pizzicato bass which opens the work. Even if one does not care 
to follow the more thorough of the commentators through all 
their revelations, it is advisable for the intelligent understanding 
of the symphony to have a close look at the details of the 
thematic material contained in those fragments. Bruckner, who 
rarely talked about his musical secrets, never uttered a word of 
explanation. Occasionally, he called the Fifth Symphony his 
‘Fantastic Symphony’. 

Unique, too, is the Finale of this work. It is a synthesis of 

sonata organization and a fugue with three themes, the third of 
which is the main theme of the first movement. The Finale gives 
this symphony a more tense contrapuntal character than any 
other. The only composition of which it may remind us is the 
Finale of Brahms’s E minor Symphony which combines elements 
of sonata form with a strict passacaglia. 

This work is the supreme union of Bruckner’s power as a 
symphonist with his strength as a master of counterpoint. And 
once again it is puzzling to know how this man of apparently 
restricted personality could write music of such magnitude. 

It was not until 1879 that Bruckner overcame the paralysing 
effect of the fiasco of the Third Symphony and began a series 
of new compositions with his only chamber music work, the 
lovely String Quintet in F major and the initial work on the 
Sixth Symphony. The successful performance of the Fourth 
Symphony in 1881 also helped to wipe out the shameful 
experience of 1877. 
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But it was as though he was not meant to be happy in his life. 
In 1880, after spending the summer vacation at St. Florian, he 
went to Oberammergau to see the Passion Plays. During the 
performance he was once again captivated by the charm of a 
young girl; she played in the group of the Daughters of Jeru- 
salem. After the play, he waited for her, introduced himself and 
spent the whole evening with her in the house of her aunt. Soon 
he proposed to the girl, but in vain: Bruckner was fifty-six years 
old and Marie Bartl only seventeen. It was the old story all 
over again: ‘You are too old, Herr Bruckner.’ 

Still at this time Bruckner was easily enraptured by fresh and 
unsophisticated young girls, often almost children. And here, as 
in everything else, his spontaneous and naive vitality was in 
contradiction to an instinctive need for decorum. He would fall 
in love like an adolescent and with complete disregard of reality 
proceed to propose like a widowed grandfather. To be stirred 
and inflamed today only meant to feel deeply wounded very 
soon afterwards, and though all these episodes brought him 
unhappiness he continued to his last years to propose and be 
rejected by the parents of the incongruously young girls of his 
choice. 

Bruckner had begun the Sixth Symphony on September 24th 
1879. It was completed on September 3rd 1881. The more 
modest dimensions of this work are like those of the Fourth 
Symphony rather than of its immediate predecessor, the colossal 
Fifth. The Sixth Symphony is the only work which Bruckner 
never revised. Here again, as in the Fourth, is an abundance of 

fine tunes; the resulting impression is not, however, one of 

unproblematic happiness: the character of the first movement, 
for instance, is determined as much by the rhythm 

as by its warm themes; the Scherzo dispenses with the 
element of speed without, for that matter, dispensing with that of 
tenseness. The Sixth is the least spectacular of the great Bruckner 
symphonies and, at the same time, the one which least represents 
Bruckner as the master of thematic connections. It has a gran- 
deur all its own and belongs to those works which haunt one’s 
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memory for weeks after a performance. It is most regrettable 
that the only recording at present available presents the noble 
work in a most unsatisfactory performance. 

The year ended with the first performance of the String 
Quintet in the Wagner Verein of Vienna after a previous, semi- 
private performance in Cologne. 

The main events of 1882 were a performance of the Mass in 
E minor in Vienna and Bruckner’s journey to Bayreuth for the 
first performance of Parsifal. The Mass was performed in the 
Imperial Chapel and one of the newspapers reported that a 
group of declared adversaries ‘left the church after the Gloria 
with the ostentation of parliamentary dissidents’. At Bayreuth, 
Bruckner was received several times in Villa Wahnfried. On this 
occasion, too, Wagner again made his customary promise, 
‘Holding me by his hand: “Rely on it, I myself will perform the 
Symphony and all your works” ’, as Bruckner told Hans von 
Wolzogen after many years. Wagner apparently uttered this 
assurance almost as a matter of course whenever the two com- 
posers met. In May 1875, Wagner greeted Bruckner in Vienna 
with the exclamation: ‘Bruckner is here! The Symphony must 
be performed!’ In 1876, he spotted Bruckner in the Festival 
Theatre at Bayreuth during a rehearsal and ran to him with 
almost precisely the same words. Bruckner’s ‘dog-like devotion’ 
to Wagner, as Ernest Newman aptly described it, remained unaf- 
fected by the fact that Wagner never lifted a finger to help him. 
As things were, an occasional kind word from the adored Master 
seemed to him the height of earthly joy. Bruckner’s reports to 
Hans von Wolzogen about his meetings with Wagner end with 
the words: ‘Herr Baron, please take great care of all this! My 
most cherished testament! !!—-Until yonder, above!!!’ Bruck- 
ner’s punctuation is always a reliable indication of the emotion 
excited in him by a particular subject. It is notable, however, 
that even on the subject of Wagner he had his moments of 
realism. On one occasion he wrote: ‘One must never ask any- 
thing from Wagner lest one lose his favour.’ (13 Feb., 1875.) 

What was Bruckner’s reaction to Parsifal? One could imagine 
that here he would have shown a keener interest in the drama, 
or at least in its operatic associations with Catholic liturgical 
ceremony. Surely, a practising Catholic like Bruckner could not 
remain indifferent here, would either be attracted by this 
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association or violently repulsed by it? It seems that the strange 
Wagnerian ‘communion service’ in the temple of the Holy Grail 
did not interest Bruckner any more than anything else that had 
ever happened on the Bayreuth stage. During a Parsifal rehear- 
sal he showed his enthusiasm for the music by applauding noisily 
and Wagner had to admonish him to keep quiet. Bruckner had 
failed to regard the Sacred Festival Play as sacrosanct. As usual, 
he listened with rapture to the music and ignored everything 
else. 

An episode in Friedrich Eckstein’s memoirs underlines this 
indifference to the drama which for the real Wagnerians had 
become a substitute for religion. Once, a little before Easter, 

Eckstein began to talk to Bruckner about the Good Friday 
Music. Completely ignoring Parsifal, Bruckner reacted unexpec- 
tedly by telling Eckstein that nothing could move him more 
deeply than the setting of a verse from the prophet Isaiah by 
Jacobus Gallus which is sung during the night from Maundy 
Thursday to Good Friday: Ecce, quomodo moritur iustus et 
nemo percipit corde. 

That same year of the Bayreuth journey, Bruckner wrote 
the work which was soon to bring recognition to this ageing 
composer : the Seventh Symphony. For the time being, however, 
nothing had changed and Bruckner counted himself happy when 
Wilhelm Jahn offered in 1883 to perform the Adagio and the 
Scherzo of the Sixth Symphony in a Philharmonic concert. This 
was the first time that a work of Bruckner’s—to be correct, half 

a work—had its place in a programme of the official concerts 
of the Vienna Philharmonic Orchestra. Hanslick and Brahms 
were in the auditorium. Whilst Brahms participated in the accla- 
mations, it was observed that Hanslick remained seated, ‘calm 
and motionless, cold as a Sphynx’. 
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Bruckner and Brahms 

BRAHMS respected Bruckner though he did not understand or 
even like his music. There is a notable difference between the 
restraint of his attitude and the behaviour of those who were 
pleased to call themselves ‘Brahmans’. 

Soon after Nikisch’s performance of the Seventh Symphony, 
Elizabeth von Herzogenberg wrote to Brahms for advice as to 
what to think (or, perhaps, what to say) of Bruckner: 

Our friend Hildebrand will have delivered our messages and 
told you of the Bruckner excitement here, and how we rebelled 
against having him thrust upon us—like compulsory vaccina- 
tion. We had to endure much stinging criticism, insinuations 
as to our inability to detect power under an imperfect exterior, 
or admit a talent which, though not perhaps fully developed, 
still exists, and has a claim to interest and recognition. ... We 
wished we had you to back us up, and could hear your sound 
views, which are based on such vast experience and are there- 
fore worth more than all the theories of the wise, all the mere 
instincts of the simple. And who knows? You may agree with 
us, the simple; and that is precisely what I want to know. It 
would be such a help... . 

Brahms did not at first reply at all and had to be reminded : 

. . . When you write, breathe one word about Bruckner. You 
need not fear our leading you on, and then proclaiming : 
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Brahms says we are right! We will keep silence over anything 
you say, but a word we do crave for our own peace of mind. 

Now Brahms answered (12 Jan., 1885): 

Dear lady, I understand! You have sat through the roaring of a 
Bruckner symphony once, and now, when people talk about it, 

you are afraid to trust the recollection of your own impression. 
Well—you may safely do so. Your delightful letter expresses 
most lucidly all that can be said—all that one has said oneself 
or would like to have said so nicely. You will not mind if I tell 
you that Hanslick shares your opinion and read your letter 
with pious joy. Now, one symphony and one quintet of Bruck- 
ner’s have been printed. I advise you to acquire them, to look 
at them with a view to steeling your mind and judgment. You 
will not want me! ! 

Having thus ascertained Brahms’s dislike for Bruckner’s music, 
Frau von Herzogenberg felt confident that she could safely talk 
of Bruckner as of an ‘inflated windbag’ and of ‘one or two not 
quite impossible motifs, like grease spots swimming on top of a 
weak soup, and there we have ‘“‘Meister’’ Bruckner’s whole stock- 
in-trade....’ Brahms, however, had relapsed into silence and did 
not answer. 

In private conversations, Brahms did not mince words when 
giving his views on Bruckner’s music. He regarded ‘these sym- 
phonic boa-constrictors’ as ‘a swindle which will soon be forgot- 
ten’; ‘everything is effect with him, affectation, nothing natural. 

His piety is his private affair and I am not concerned with it.’ 
On the other hand, Weingartner tells in his memoirs that, when 
he talked to him about Bruckner, ‘Brahms listened quite calmly 
and spoke of Bruckner with respect, but without warmth’. It is 
to be regretted that we are kept in ignorance about the trend of 
the conversation. 

Bruckner, for his part, had a poor opinion of Brahms as a 
composer, It is not unusual that a great composer should be so 
absorbed in his own work as to be incapable of appreciating those 
among his contemporaries who follow different ways. One is 
well advised not to judge Wagner and Verdi, Brahms and 

Johannes Brahms, the Herzogenberg Correspondence, edited by 
Max Kalbeck, translated by Hanah Bryant (1909), with minor 
corrections of the translation. 
2 Buffets and Rewards, transl. M. Wolff (1937), p. 222. 
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Bruckner, Hindemith and Schénberg by what they say of each 
other. 

It is strange that Brahms—who was known for his rudeness— 
should always have been irreproachably polite to Bruckner. On 
the occasion of the performance of Bruckner’s F minor Mass in 
November 1893, Brahms applauded with such ostentation—he 
was seated, as usual, in the Director’s box—that Bruckner was 

moved and went to thank him for the noble gesture. 
In 1895 Richard von Perger became the conductor of the 

Gesellschaft der Musikfreunde and paid his formal visit to Brahms. 
Brahms took. the opportunity to say to him: ‘I believe that it 
would be your duty to perform one of Bruckner’s choral works 
right away in your first year.’ Perger complied with Brahms’s 
request and performed Bruckner’s Te Deum on January 12th 
1896. This was the last time that Bruckner heard one of his own 
works performed; desperately ill and emaciated, he was carried 
into the concert hall. 

The relation between the two composers was perfectly des- 
cribed by Bruckner himself. In conversation he once said: “He is 
Brahms—my profound respect. But I am Bruckner and I prefer 
my own stuff.’ 
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Dawning Recognition 

Two days after the concert in which Wilhelm Jahn conducted 
two movements from Bruckner’s Sixth Symphony, the composer 
received the news of Wagner’s death. It is hard to grasp how 
much this meant to Bruckner. By its austerity, his short note of 
condolence to Cosima Wagner reveals how deeply he was 
affected. Gone is the diffusion with which he customarily wrote 
of Wagner; now he was capable only of conventional phrases of 
sympathy : 

Most deeply moved, I beg to be permitted to express my 
deepest condolence to your ladyship and to the whole highly 
honoured family on the occasion of the unspeakable loss of the 
phenomenal artist, etc., etc. May he rest in peace!! 

Does that strangely repeated et cetera indicate a vain search for 
words? 

Bruckner had begun the Adagio of the Seventh Symphony in 
anticipation of Wagner’s death; after the event, he celebrated 
the Master’s memory in the coda of the movement. And here he 
was able to give voice to his sense of loss. 

On September 5th, Bruckner completed the Seventh Sym- 
phony in St. Florian and soon afterwards, on September 28th, 
he wrote the second and definite version of the Te Deum which 

1 Gesammelte Briefe, p. 153. 
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occupied him until March 1884. This concise work is most 
eloquent both of the power of Bruckner’s musical genius and of 
his faith. It is joyous, virile in its praise of God. Its avowal of 
trust is ecstatic. Indeed, its elemental power was mistaken by the 
weaker souls among Bruckner’s friends as mere primitiveness, 
and they dubbed the work Das Bauern Te Deum (‘The Peasant’s 
Te Deum’). The misnomer should be dismissed from one’s mind 
before a performance, though the writers of programme notes 
rarely refrain from mentioning it. 

In the Second Symphony, Bruckner had quoted two episodes 
from the F minor Mass. Of the Te Deum, two themes recur in 

the Adagio of the Seventh Symphony : 

The Te Deum might have been performed almost immedi- 
ately after its completion; but, for once, Bruckner categorically 
refused to concede the excisions suggested by Hellmesberger. It 
seems incredible that even the Te Deum was considered to be too 
long to be played in its entirety; the performance of the com- 
plete work takes no longer than thirty-five minutes. Indeed, it is 
hard to see what excisions could be made. As a result of 
Bruckner’s firm attitude, the work had to wait five years for 
performance. 

Apart from the fragmentary performance of the Sixth Sym- 
phony, the only Bruckner concert of the year 1883 was an even- 
ing in the Wagner Verein when the String Quintet was per- 
formed, followed by the Third Symphony—in an arrangement 
for piano duet, played by Josef Schalk and Ferdinand Lowe. 

At last, in 1884, the unforgivable neglect which Bruckner still 
endured was brought suddenly to an end. Josef Schalk had shown 
the Seventh Symphony to Artur Nikisch and reported to his 
brother Franz: 

. .. We had hardly finished the first movement of the Seventh 
when Nikisch, usually so sedate and calm a person, was all 

fire and flame. .. . ‘Since Beethoven there has been nothing 
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that could even approach it!’ ‘What is Schumann in com- 
parison?’ and so forth—that’s how he talked all the time. You 
can imagine how I looked forward to the effect the second 
movement was to make on him. We had only just finished (we 
were playing in Nikisch’s flat quite alone and undisturbed) 
when Nikisch said: ‘.. . From this moment I regard it as my 
duty to work for Bruckner’s recognition.’ 

Nikisch had promised to perform the symphony at Leipzig in 
the Gewandhaus. Twice the concert (planned for June 27th) 
had to be postponed. However, Nikisch made good use of the 
intervening time and played the work on the piano to influential 
music critics in order to familiarize them with the music. On 
October 15th, he wrote to Bruckner : 

Today I played the E major Symphony to Herr Oscar 
Schwalm, the music critic of the most influential Leipzig 
paper, the Leipziger Tageblatt. He was beside himself with 
delight and asked me to tell you that he is full of enthusiasm 
for your masterpiece and that he considers it his duty to use 
all his influence in the press on your behalf, in order that you 
may be acclaimed as you deserve. . . .! 

Despite his excitement, Bruckner’s long experience made him 
accept even Nikisch’s assurances with certain gloomy reservations. 
At one point he even suggested playing the Fourth Symphony 
which he considered an easier work. In the end, however, he 

agreed to the great risk notwithstanding the fact that later 
Nikisch had to break the news to him that no tubas were avail- 
able at Leipzig. 

Whilst this correspondence with Nikisch was in progress, 
Bruckner had been discovered by another great conductor— 
Hermann Levi of Munich. But his recognition was hardly begun; 
he was still ignored by the great world when he celebrated his 
sixtieth birthday on September 4th 1884. He went to his rela- 
tions at Vocklabruck and was given a serenade by the local 
choral society and the band of the civil guard. Among those who 
came to congratulate him was a simple woman; she had been 
a schoolgirl at Windhaag in the time when Bruckner was 
assistant schoolmaster there. 

In Austria the outlook had not changed at all. When Anton 
Vergeiner of Freistadt informed Bruckner of his intention to 

1 Gesammelte Briefe, p. 336. 
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write an article about him in a paper, Bruckner carefully briefed 
him : 

Please do not write anything against Hanslick on my account. 
His wrath is dreadful. He is in a position to annihilate other 
people. With him one cannot fight. Only with petitions can 
one approach him, but even that is not of any use to me, 
because to me he is never at home.! 

In another letter of this time, Bruckner wrote: ‘Here in 
Vienna nothing has been performed apart from the String Quin- 
tet in the Akademische Gesangverein. Hans Richter does nothing 
at all. He blows Hanslick’s trumpet.’ 

It was elsewhere that his hopes were raised. On December 8th, 
he wrote to Frau Pfeiffenberger, the daughter of a schoolmaster 
from St. Florian: ‘I have received letters from Leipzig and 
Munich which made me weep. They honour me, they say, as a 
successor of Beethoven.’? 

On December goth, the first performance of the Seventh Sym- 
phony took place. The applause lasted fifteen minutes, the press 
was excellent and Bruckner was presented with two laurel 
wreaths. 

1 Gesammelte Briefe, p. 162. 2 [bid., p. 171. 
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Rising Fame and Declining Health 

On March roth 1885, the Seventh Symphony was performed in 
Munich under Hermann Levi and the work was dedicated to 
the King of Bavaria. Levi had several times called on the King’s 
secretary to prepare the way and then advised Bruckner to make 
fuil use of bombastic court phraseology in his letters to Ludwig 
II, ‘because he is very fond of such formalities’. Bruckner con- 
trived a style which a Byzantine Emperor might have deemed 
over-polite; the words allergnddigst, alleruntertanigst, allerhochst 
are showered over the pages which as a result are untranslatable. 
Fortunately, the efforts were not wasted: Bruckner was indeed 
‘struck by the rays of Royal Favour’-—Ludwig II allergnddigst 
accepted the dedication. 

With the notable exception of Vienna, this symphony brought 
Bruckner success and admiration from all sides. And soon, also, 

the Third Symphony was performed in Dresden, Frankfurt, The 
Hague and New York. 

Bruckner followed all these events in bewildered excitement 
whilst he worked on the composition of the Eighth Symphony, 
which he had begun at Vocklabruck at the time of his sixtieth 
birthday. But no longer could he write the first version of a sym- 
phony at one stroke. The early signs of public recognition coin- 
cided with the first indications of his declining health. The new 
symphony was not finished until August 1887. 
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In Vienna, nothing had changed at this moment when 
Bruckner’s symphonies had begun to make his name known 
throughout the world; all that could be achieved here was an 
emergency performance of the Te Deum in the Wagner Verein 
with two pianos in place of the orchestra. Towards the end of 
1885, Bruckner heard that the Philharmonic Orchestra were 
thinking of performing the Seventh Symphony. As we have 
already mentioned in another context, this time it was the com- 
poser who refused. In a well-formulated letter he thanked the 
committee for the honour done by their proposing a perfor- 
mance, but he requested them to refrain from playing the sym- 
phony ‘on account of the influential critics who would only be 
likely to obstruct the course of my dawning success in Germany’. 
The accuracy of his judgment became clear in 1886 when the 
experiment was made and Hans Richter conducted the Seventh 
Symphony on March aist. 

Hanslick wrote : 

Bruckner is the newest deity of the Wagnerians. It is hardly 
true to say that he has become a fashion because nowhere 
does the public want to follow that fashion; but Bruckner has 
become a regimental order, and the ‘second Beethoven’ an 
article of faith for the Richard Wagner congregation. I do 
not hesitate to declare that I am hardly able to judge Bruck- 
ner’s symphony entirely with objectivity; the music is anti- 
pathetic to me and appears to me seeming unnaturally 
exaggerated, sick and perverted. Like everyone of Bruckner’s 
works, the E major Symphony contains ingenious inspirations, 
interesting and even pleasant details—here six, there eight bars 
—but in between the lightnings there are interminable stretches 
of darkness, leaden boredom and feverish over-excitement. 

He admitted that the public gave the composer a quite extra- 

ordinary reception: ‘...most certainly, it has never happened 

before that a composer was called out four or five times after 

each movement.’ However, he ended his criticism with two un- 

friendly quotations from Hamburg and Cologne newspapers as 

illustration of his contention that there were no grounds for the 

rumour of a ‘triumph’ in Germany. 

Kalbeck and Démpke, the two Viennese critics whom 

Bruckner used to call ‘Hanslick’s adjutants’, wrote with less 

restraint. Kalbeck prefaced his article on the symphony with a 
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longish series of verses in which each line consisted of a quotation 
from some well-known poem; the purpose of the elaboration was 
to demonstrate Bruckner’s lack of originality. Dompke informed 
his readers of the shivers that had gone down his spine when ‘the 
odour of the decomposing counterpoint’ had entered his nostrils; 
the Scherzo he described as an ‘excessively ugly mixture of 
coarseness and over-finesse’ and of the Finale he wrote: ‘the bril- 
liance lies in the instrumentation but even that begins to pall 
soon enough if nothing is being instrumentated but sheer non- 
sense.’ He summed up his impressions: ‘Bruckner composes like 
a drunkard.’ 
A year earlier, such a press would have spelled disaster for 

Bruckner’s reputation, but his music was now performed 
throughout the world and it was no longer the privilege of the 
Viennese press alone to report on Bruckner. In 1886, the Seventh 
Symphony was played in Cologne, Graz, Hamburg, Chicago, 
New York and Amsterdam. 

During the eighties we find Bruckner on numerous occasions 
in the Benedictine monastery of Kremsmiinster. These were not 
his first visits to the religious house which had strong links with 
St. Florian, but Bruckner’s connection was renewed through 
Rafael Loidol, one of his truly talented pupils during 1879-1880. 
Loidol was admitted to the Benedictine order in 1880 when he 
was given the name Oddo, and the devotion of this former pupil 
continued to his untimely death in January 1893. Frater Oddo 
received his theological training in St. Florian. It was in 1883 
that he was permitted by the prior to invite Bruckner to visit him 
at Kremsmiinster. The prior’s carriage was sent to the railway 
station and the composer was received as a respected guest. 
During this visit, as on all future occasions, he gave a public 
organ recital. On August 2nd 1885 Oddo Loidol was ordained 
priest and Bruckner came to play the organ during his first 
Mass. As a present to his former pupil he gave the Gradual 
Christus factus est. The friendship between Bruckner and P. 
Oddo strengthened the link between the composer and Krems- 
minster, and the archives of the monastery possess a fine collec- 
tion of sketches presented by the composer in 1892. The present 
writer has been privileged to reproduce two facsimilies from this 
gift of Bruckner to Kremsmiinster. 

On January roth 1886 the Te Deum was performed for the 
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first time and met with even Hanslick’s approval, although he 
could not refrain from some bitter remark about the ‘never- 
ending noise of the applause’. In April, Bruckner travelled to 
Munich to be present at a great performance of the Te Deum 
under Hermann Levi and once again he was received with 
storms of applause. The only mishap which disturbed the com- 
poser on this occasion was the loss of a woollen cap between 
Vienna and Munich. On his return, he wrote to the manage- 
ment of the German railways: 

During a journey from Vienna to Munich—departure from 
Vienna on April 5th at 9.30 p.m.; arrival in Wels after 2 
o’clock—I lost on April 6th at approximately 2.30 in the 
carriage No. ?, 2nd class, compartment No. ?, the following 
article (detailed description): a winter travel cap of black 
wool. A young lieutenant—aristocratic, I believe—who often 
travels to Vienna with that train, might, in the hurry (shaken 
from his sleep) have taken the cap unknowingly with his own 
luggage. I request the favour that you might search for it and 
return it to 

Anton Bruckner, Professor, 
Wien I, Hessegasse 7 ! 

In 1886, a new and still greater honour was bestowed on 
Bruckner. Through the recommendation of the Princess Amalia 
of Bavaria, to whom Levi had introduced Bruckner during a 
rehearsal in Munich, he received from the Emperor the Knight 
Cross of the Order of Francis Joseph. The decoration was de- 

livered to him by Prince Hohenlohe and Bruckner was informed 

that the Emperor had granted him the supplementary payment 

of 300 florins. The Princess also asked Levi to inform Bruckner 

that the Emperor had offered some assistance, from time to time, 

with publication costs. In the following year, the Maatschapij 

tot Bevorderung der Tonkonst of Amsterdam nominated 

Bruckner as an honorary member. However, in Vienna Bruckner’s 

position remained unchanged despite the successful perfor- 

mances of the previous years and the Imperial distinction. Appar- 

ently, the musicians of that town could not afford to risk 

Hanslick’s displeasure. During the three seasons of 1888-1890 

not one of Bruckner’s works appeared in the programmes of the 

1Gesammelte Briefe, p. 210. 
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official concerts. His friends managed to organize a special con- 
cert in which Richter conducted the Fourth Symphony and the 
Te Deum. The concert was ignored by the press. 

Bruckner reported to Hermann Levi: 

In Vienna it is the old story all over again. I almost prefer them 
not to perform anything. Old friends have become hostile 
again, etc. In a word: the same old atmosphere and treatment. 
Without Hanslick’s approval nothing is possible in Vienna.' 

And, at the end of a letter to Nikisch: ‘Hanslick!!! Bilow!!! 

Joachim!!! For God’s sake! I work as much as is possible.’ (23 
Nov., 1888.) 

More and more frequently, Bruckner fell ill. In 1890 he was 
forced to ask for a year’s leave from the Konservatorium after 
which he had definitely to retire from these duties. Fortunately 
the circle of his young friends had grown considerably and they 
made it their business to see that Bruckner should be able to 
supplement his inadequate pension of 400 florins. Their activities 
were seconded by Bruckner’s own determination to make money 
with his Eighth Symphony. On April 23rd he wrote to Hermann 
Levi, asking him to find a publisher : 

Vienna is out of the question, because three symphonies and 
the Quintet have already been simply given away. For the Te 
Deum I have received 50 florins. . . . 

Whoever makes the best offer shall have it. If no offer 
comes, it can go abroad to whoever makes the cheapest 
estimate for printing costs. Perhaps the dedication to the 
Emperor will be of some help. 

Levi tried his best to help, but had in the end to report to 
Bruckner that all his endeavcurs had been in vain. He mentioned 
also that Princess Amalia had been active again on his behalf, but 
without avail. ‘I am unable to find out what precisely is going on 
in Vienna.’ The publication of the Eighth Symphony had to wait 
until 1892, when the costs were, indeed, borne by the Emperor. 

Max von Oberleithner tells in his memoirs of the activities of 
Bruckner’s friends to ensure a subsidy which would allow him to 
resign from the Konservatorium : 

Bruckner sighed, convinced that no such Maecenas as had 
come to Beethoven would bring a subsidy to him. I was struck 

1 Gesammeite Briefe, p. 222. 
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by this and wrote to my father, describing Bruckner’s circum- 
stances and insisting that here was an opportunity of doing 
something particularly worth while. My father answered at 
once with a promise of 500 florins. With this good example I 
went to Josef Schalk, who wrote to Almeroth, a personal friend 
of Bruckner’s in Steyr, and also of the heirs of the manu- 
facturers Wernd] in Steyr, and these weathly people offered a 
yearly contribution of 580 florins. . . . But Bruckner insisted 
that everything should be confirmed legally by formal contracts 
and this nearly spoiled the arrangements with my father on 
account of the forbiddingly high legal fees for donations. How- 
ever, my father’s lawyer found a way out.... 

On October 31st 1890 the Landtag of Upper Austria decreed 
unanimously that Bruckner should receive for life an annual 
gift of 400 florins and four years later he received the freedom 
of the city of Linz. 
We have often mentioned the devotion of Bruckner’s young 

friends to their revered teacher. This loyalty was shown above all 
in their untiring efforts to make his music known. The most 
active among them formed a kind of life-guard around the com- 
poser: Josef Schalk, his brother Franz Schalk, Ferdinand Lowe 
and Friedrich Eckstein. However, almost everyone among 
Bruckner’s students, and other young musicians, fell at one time 
or another under the spell of this strange personality who com- 
bined patriarchial dignity with fiery enthusiasm, so competent in 
all that concerned his music and yet so incapable in his dealings 
with the world. They would make propaganda for his works, 
negotiate with publishers, copy music and do all that the moment 
demanded. It has already been told that it was Josef Schalk who 
had taken the Seventh Symphony to Nikisch. The correspon- 
dence between the brothers Schalk is a testimony to their con- 
tinuous zeal in the task of winning recognition for Bruckner. 

The Wagner Verein was very well attended and contributed 
decisively to the success, Without any modesty I regard that 
as my doing, because I present those fellows with a portion of 
Bruckner each and every Thursday. (Josef to Franz Schalk, 
10 Jan., 1885.) 

Bruckner entrusted the Te Deum to young Friedrich Eckstein 
with this note: ‘Herewith I authorize my dear friend Director 
Friedrich Eckstein to see to the publication of my Te 
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Deum and to undertake any steps he deems appropriate.’ Indeed, 
without this declaration, the work would probably not have been 
published at the time. Eckstein had been in negotiation with 
Theodor Rattig, the same publisher who had volunteered to take 
on the Third Symphony after its disastrous first performance. 
Rattig insisted on a guarantee that Eckstein would subsidize the 
publication and the latter bore, indeed, the larger part of the cost. 

At one time, the young friends also tried whether Schalk’s 
piano version of the Fourth Symphony could not be published 
by the means of a duplicating method. They engaged a skilled 
copyist to prepare calligraphic stencils, but the copies looked so 
poor that the project had to be abandoned. 

In 1887, Josef Schalk was appointed director of the Wagner 
Verein in Vienna; he continued systematically to make propa- 
ganda for Bruckner and also for Hugo Wolf, sometimes com- 
bining their names, as, for instance, in the concert of June 15th 
when Bruckner’s Fourth Symphony and Wolf’s music to Ibsen’s 
The Feast of Solhaug were performed. 

August Gollerich the Younger, son of the member of parlia- 
ment who had been of assistance to Bruckner in earlier years, 
began to collect material for his biography. At first, Bruckner 
was reluctant to answer the questions of the unrelenting examiner. 
Asked about some minor incident, he would shake his head and 

say: “That wouldn’t interest a cat!’, and on being asked what 
had happened in this or that year, the usual reply was: ‘Nothing 
happened!’ (‘Is eh nix gschegn.’) 

Only gradually did Bruckner come to accept the idea and even 
to be proud of it, referring to Gollerich as ‘my biographer’.' 

1 Gollerich’s biography never got very far. To judge from the four 
chapters which were eventually published, the writer became over- 
whelmed by his ever-increasing collection of material and was unable 
to discard what was clearly irrelevant or, at least, unimportant. Max 
Auer ultimately added to the collection of Géllerich’s papers and 
had the entire miscellany published. The result is a biography of 
nine rambling volumes with next to no organization or order of any 
kind. The work retains some value as a unique, uncritical collection 
of “Bruckneriana’, most of which would not otherwise have survived. 
Truly valuable are the extensive quotations of Bruckner’s very early 
works. 

The large work testifies to the devoted intentions of compiler and 
editor, but the hero of this biography is Bruckner as seen through 
the eyes of the contemporary young Wagnerians: the Bruckner of 
the anecdotes, a friendly, embarrassing, half-witted simpleton. 

Quite an obscure pamphlet, published in 1895 in Linz, demonstrates 
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Hugo Wolf, who was for a short while the music critic of the 
Wiener Salonblatt, first met Bruckner on Corpus Christi Day 
1884 in Klosterneuburg. On December 28th of the same year he 
published an article in the Salonblatt. With the animated irony 
with which he used to castigate most compositions of Brahms, he 
attacked the Viennese for their attitude to Bruckner : 

Bruckner? Bruckner? Who is he? Where does he live? What 
does he do? Such are the questions one can hear in Vienna 
among people who go regularly not only to the Philharmonic 
concerts but also to those of the Gesellschaft der Musikfreunde. 
If one really meets someone to whom the name is not entirely 
unknown, he may indeed recall that Bruckner is a professor 
of musical theory. ‘And an organ virtuoso’, someone else might 
add. ...A third person may believe, a fourth really know it, a 
fifth will even protest and a sixth declare under oath that 
Bruckner is also a composer, although, to be sure, not a very 
special, not a classical composer. . . . 

And so one could go on for a long time to enumerate instances of 
active devotion to Bruckner’s cause and to his personal well- 
being on the part of the young men around him. 

Unfortunately, some of Bruckner’s closest friends considered it 
incumbent upon them to supplement their help to him in his life 
by extending their charity upon his works. For them Bruckner 
was a Wagnerian composer and with an astonishing lack of 
understanding they presumed that the difference between 
Bruckner’s and Wagner’s manner of writing was due to Bruck- 
ner’s lack of ability to reach what they considered to be his aim. 
They therefore set to work ‘improving’ Bruckner’s scores, either 

that it was by no means impossible for the contemporaries of the 
still-living composer to write a good biographical sketch. The booklet 
was issued in the aftermath of Bruckner’s seventieth birthday and the 
unveiling of a plaque at the birth-house in Ansfelden. The author, 
F. Brunner, had often seen Bruckner, but had never had the courage 
to talk to him. His biography is concise but includes all essential 
points with the right kind of emphasis and the composer appears as 
a person of true dignity. Comparison between Brunner’s booklet and 
the literature of the ‘apostles’ strengthens one’s conviction that the 
devotion of his familiar friends was altogether a mixed blessing for 
Bruckner. 

Brunner’s surely very rare biography came to the British Museum 
with the Hirsch Library and forms a most valuable corrective to the 
reports of the ominous ‘friends’. 
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by subtle alterations or drastic change. The resulting versions 
contain some pages which make it impossible to recognize 
Bruckner at all. Nor did they omit to rectify the composer’s 
‘inordinate lengths’—simply by cutting out everything that struck 
them as superfluous. In consequence, Bruckner—whose reputa- 
tion had already suffered from shortened performances—became 
known as a strange Wagnerian composer who wrote symphonic 
movements in the sonata form in which anything can happen : 
the coda might follow directly after the development; a recapitu- 
lation may leave out the main theme, and so forth. A more de- 
tailed account of these edited versions will be given in the first 
chapter of Part III. They are mentioned here simply as illus- 
tration of the somewhat ill-judged activities of Bruckner’s 
devotees; though in justice it must be said that his friends’ dis- 
figuring of his works was dictated by the same devotion with 
which they looked after the man himself. 

To return to Bruckner. In 1891, he enjoyed the triumph of a 
glorious performance of the Je Deum in Berlin under Siegfried 
Ochs with the Philharmonic Choir. Bruckner had recovered 
sufficiently from recent attacks of illness to be able to travel; he 
was present during the concert on May 31st. Already at the end 
of the rehearsals, his presence was celebrated by the choir and 
the orchestra. After the concert, Bruckner reported : “The jubila- 
tions defy description. Most of the personalities came to me to 
offer congratulations and I had to remain on the rostrum a long, 
long while.’ The press was excellent and Hans von Biilow— 
hitherto totally disinterested in Bruckner—spontaneously recom- 
mended a repeat performance. 

It was in Berlin that Bruckner came nearer than ever before 
to the fulfilment of one of his lifelong wishes—to find a wife. On 
this occasion, the story varies from the usual pattern. It was not 
Bruckner who proposed and Ida Buhz was older than seventeen. 
She was a chambermaid in the Hotel Kaiserhof and surprised 
Bruckner by handing him a letter in which she suggested mar- 
riage. Whatever may have preceded the proposal is unknown. 
Bruckner’s first response was to demand an immediate introduc- 
tion to her parents and to assure himself of their permission for 
further correspondence. The subsequent letters show that 
Fraulein Buhz had a genuine affection for the old composer and 
wished to look after him. 
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I should like to ask you not to judge me wrongly and to think 
that I am out to make a good match. If something were to 
come of it, I would not marry the professor, doctor and so 
forth, but only my dear, good Herr Bruckner whose good and 
noble character shines in each letter, in every line. 

Disregarding the advice of his alarmed friends, Bruckner was 
firmly resolved to marry her. When he returned to Berlin in 
1894, Ida Buhz was invited by him to the concerts and he visited 
her parents. But alas, there was a stumbling-block : the Lutheran 
girl could not think of becoming a Catholic and that was for 
Bruckner an insurmountable obstacle. The whole affair came to 
an end. Bruckner had only two more years to live and Fraulein 
Buhz became a deaconess after his death. 

Meanwhile the Eighth Symphony had been finished and the 
Ninth was under way. It has been mentioned that Bruckner had 
begun the Eighth at the time of his sixtieth birthday, in 1884. 
On the last page of the finished score we find, as always in 
Bruckner’s manuscripts, precise dates: ‘First movement finally 
revised from November 1889 to January 1890. Last note written 
on January 29th.’ The note goes on: ‘Vienna, February roth, 
1890, entirely finished.’ ‘March roth, entirely finished.’ The 

phrase ‘entirely finished’ (‘ganz fertig’) always had a relative 
force with Bruckner. 

Mere words can convey nothing of the glories of this sym- 

phony; but some idea of the impression it made can be gained 
from the letters of Hugo Wolf to his friend Kaufmann: ‘Should 
you not yet possess this work, do not fail to obtain it... . This 

symphony has been created by a giant and surpasses all other 

symphonies of the master in spiritual depth, in fertility and great- 
ness.’ After a few days, having heard that his friend knew the 

symphony already, Wolf wrote again : 

I am overjoyed by your raptures over Bruckner’s Eighth 
Symphony. I quite agree with what you say about the power- 
fully moving Adagio. Indeed it is hard to think of anything 
else of the same class; certainly there is nothing to compare 
with the content, whilst in form it is not wholly convincing 
because of its immeasurable breadth and length; in this respect 
he falls short of the level of Beethoven. But the first movement, 
strong and succinct, is altogether unique and perhaps the 
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perfect example of what we possess of its genre. An orchestral 
performance of this movement is overwhelming, defying all 
criticism. 

Bruckner had sent the first version of the Eighth Symphony to 
Hermann Levi in 1887, hoping for an early performance in 
Munich. But Levi failed to understand the work. He was anxious 
not to make the old composer too unhappy with a rejection and 
asked Joseph Schalk to undertake the ungrateful task of passing 
the information to him. The effect on Bruckner was, it is no 

exaggeration to say, disastrous. The first result was that he 
became unable to continue the Ninth Symphony which he had 
just begun; almost three years were to go by before he felt able 
to make a new start. The three years only yielded revisions of 
earlier works, some of them quite unnecessary. The dreadful 
disappointment also led to a renewed manifestation of the 
nervous affliction; one of its symptoms, the irresistible counting 
mania, even affected the revisions to some extent. The exagger- 
ated search for consecutive octaves, mentioned in the first part of 
this book, belongs most certainly to this context. 

The revisions made during these harassed years included, apart 
from the Eighth Symphony, the Third and the Fourth. The 
ever well-meaning young friends accepted Bruckner’s state of 
mind as a new opportunity to make him susceptible to their 
advice. Lowe or Franz Schalk had prepared a version of the 
Fourth Symphony for a performance under Richter (Vienna, 
January 22nd 1888) and made Bruckner agree with it. Nor did 
they hesitate to use the resulting torso as copy for the printed 
edition ! 

The revision of the Third Symphony was undertaken by 
Bruckner in a most unhappy state of mind. It seems that he 
began this work under the influence of his friends’ irresistible 
advice. It led eventually to the printed edition of 1890 which 
most certainly includes alterations made by one or more of the 
pupils. Needless to say, the result is a tremendous textual 
confusion and the third version of this symphony still awaits 
publication of a cleansed text. 

Bruckner’s own revision of the Eighth Symphony only began 
seriously in March 1889 and occupied him for a whole year. By 
the time it was accomplished, Levi no longer conducted the 
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concerts at Munich and asked Felix Weingartner of Mannheim 
to perform it. Weingartner began the rehearsals in March 1891. 
It was in the course of his correspondence with this conductor 
that Bruckner wrote that important letter which will be quoted 
below on page 118, explaining that excisions were necessary for 
the time being, but that the full length of the symphony would 
find appreciation in ‘later times’. 

Weingartner would have done his best for the symphony, 
although in later years he made no secret of the fact that he 
never loved Bruckner’s music. Bruckner was grateful to Wein- 
gartner, although he would certainly have preferred to see the 
work in the care of one of his favourite conductors. About that 
time, Hugo Wolf wrote to Oscar Grohe: ‘. . . some time back 
I had the greatest trouble in persuading Bruckner of Wein- 
gartner’s integrity and of his serious concern with his symphon- 
ies.” But Wolf too sometimes had doubts about Weingartner : 
‘What am I to think of Weingartner’s damned indifference? That 
attitude which he is so fond of showing? . . . Is he for me or 
against me? Is he making fun of me? Am I, by any chance, his 
court jester? Why does he write to Bruckner, why not to me?’ 

In the end, nothing came of the project of having the Eighth 
Symphony performed at Mannheim. On April 19th, Wein- 
gartner had to inform Bruckner that he had suddenly been called 
away to Berlin and that in the rush he had been unable to 
conduct as many rehearsals as the work demanded : ‘Be assured 
that I am a sincere admirer of your genius and that I shall 
perform a work of yours as soon as possible in Berlin.’ 

Thus it happened that Vienna came to the honour of the first 
performance. Hans Richter conducted the work on December 
18th in a Philharmonic concert. Once again, Bruckner exper- 
ienced a great triumph and received laurel wreaths. Even the 
critic Max Kalbeck, who had gone to such lengths in his strained 
merriment over the Seventh Symphony, praised the work for its 
‘clear disposition, good organization, well-coined expression, fine 
details and the logic of the whole’. 

Hanslick, however, did not desert his post and wrote something 
of the work’s ‘dream-disturbed cats’-misery-style, unrelieved 
gloom’ and so forth. Again his report includes mention of the 
tremendous applause: “Tumultuous acclamations, waving hand- 
kerchiefs, innumerous calls, laurel wreaths and so forth. No 
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doubt whatever, for Bruckner the concert was a triumph.’ On 
New Year’s Eve he bewildered Bruckner by presenting him with 
his photographic portrait inscribed “To my sincere friend’. And 
only a few days earlier, the Philharmonic Orchestra had performed 
the Third Symphony—the ‘Wagner Symphony’! Yet two weeks 
later, Hanslick wrote another dreadful article on Bruckner; this 

time the composer’s comment was: ‘It made me quite ill.’ 
During 1891, an honour came Bruckner’s way which he had 

coveted for a very long time. For years he had been possessed 
of the desire to obtain a doctor’s degree. In 1882 he had his 
expectations raised by a mysterious ‘Englishman’ who appeared 
frequently in Bruckner’s favourite restaurant and who told him 
that something could be arranged in Cambridge. Friedrich 
Klose’s memoirs do not make it really clear whether this 
individual played a hoax on Bruckner for the fun of it or for 
material gain (he did extract some money from Bruckner); 
neither were Bruckner’s friends able to find out whether the man 
was really English—they had a strong suspicion that he came 
from Berlin. In any case, it is fairly clear that Bruckner’s applica- 
tion never reached Cambridge. Three years later, in 1885, 
Bruckner applied to the Universities of Philadelphia and Cincin- 
nati. He had to search the wide world because the Austrian 
universities did not bestow the title of a doctor of music. 

Now, in July 1891, the University of Vienna granted him the 
degree of a doctor honoris causae. Professor Dr. Stefan had asked 
Hermann Levi, who had once again been instrumental, to give 

his views on the question and the conductor had replied from 
Bayreuth on June 23rd : 

In answer to your enquiry I beg to say that I consider the 
proposed distinction to be fully merited by Professor Bruckner. 
In my opinion Bruckner is by far the greatest composer of 
symphonies since Beethoven. The fact that he has not yet been 
generally acclaimed as such is perhaps due to the contemporary 
taste which has moved away from the great tradition of our 
classics. The so-called ‘romantic’ trend, introduced by Mendels- 
sohn and Schumann, dominates the concert programmes, 
banishing inclination for a monumental style. Also, Bruckner’s 
personality, his somewhat stern nature may estrange and even 
repel people—particularly in cases when his works are known 
only superficially. But his time will assuredly come. .. . 
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Yet, Bruckner is significant not only as a composer but as 
musical scholar and master of counterpoint; as a teacher, too, 
his outstanding work has won the praise of his students. There- 
fore I believe that the first university of Austria would perform 
an act of justice by honouring Bruckner in preference to all 
other artists and by bestowing on him the dignity of an 
Honorary Doctorate. 

Professor Stefan then submitted the proposal to the University 
and it was accepted unanimously on July 4th. On October 2nd 
the Ministry of Education informed the Rector of the University 
that the Emperor had given his consent. On November 7th, a 
celebration took place in Bruckner’s honour and the Rector of 
the University, Professor Adolf Exner, ended his oration with the 
words : 

Beyond the final barriers which mark the limits of science, 
there lies the realm of art, the fufilment of the things to which 
science cannot attain. I—the Rector Magnificus of the Univer- 
sity—bow before the former assistant school teacher of 
Windhaag. 

Bruckner threw away all his visiting cards which he had 
ordered only a few years earlier when he had become a Knight 
of the Order of Francis Joseph. New ones had to be printed to 
show that now he was also a Doctor of Philosophy. He also 
promised the University the dedication of a symphony. 

Hitherto we have mentioned, as the rare highlights in the life 
of a neglected composer, nearly every single instance of a per- 
formance of one of Bruckner’s larger works. Now, performances 
became too frequent to mention them all. The pity of it was 
that for Bruckner the change had come so late. Frequent illness 
often made him unable to travel to concerts of his own works. 
Swellings of his feet and vein trouble made him more and more 
inactive and he had to give up organ playing. Liver and stomach 
complaints necessitated a diet which he, who had always enjoyed 
a good meal, detested. ‘Post molestam senectutem’, he quoted in 
several letters early in 1892. He suffered from the enforced 
inactivity and seclusion as much as from the complaints them- 
selves and once again the familiar note of depression makes itself 
heard : 

I feel totally deserted. Nobody comes to me, or at least only 
extremely rarely. The Wagner Verein is everything for them. 



108 THE LIFE AND SYMPHONIES OF ANTON BRUCKNER 

Even Oberleithner only goes there. . . . Several months back, 
I heard through acquaintances that Schalk intends to perform 
my third Mass. To me he only mentioned it a few days ago. 
(To Géllerich, 10 March, 1899).! 

To Otto Kitzler, his former tutor, he wrote a report about his 
health and added : 

Now you see how it all is. I am not allowed to play the organ 
and I can’t even make any plans to hear music. It is all as 
God wills. Anyway, do not rely on me at all. Perhaps I may get 
permission to come; but probably it would mean over-excite- 
ment. They did not even want me to hear the Eighth... . It 
may be better to have a summer without music. (14 March, 
1893.)? 

One week he felt a little better, the next he felt a little worse. 

Towards the end of the year he was informed that Siegfried 
Ochs and Karl Muck planned some performances of his works 
in Berlin. Once again the question tormented him: would he be 
able to be present? On November 8th, he wrote to Ochs: 

Again I have been laid up. Thank God, I am now able to be 
up again. I cannot tell you how I suffer from being unable to 
make any of my own plans. Professor Schrotter is very strict. 

Apart from the Te Deum, performed by you with my 
favourite chorus (Greetings! Kisses!), I would love to hear my 
Seventh Symphony once again. Since the time of the dreadful 
article in the Neue freie Presse! ! I have not heard it, I believe. 
If I am at all able to travel, I shall certainly come.? 

Despite the faint note of hope expressed in this letter, Bruckner 
knew that he would not recover. On November roth 1893 he 
made his will. First, he decreed that his body should be taken 
to St. Florian and be laid to rest in the crypt of the church 
underneath the great organ, in a sarcophagus ‘standing free, 
without being interred’. Next, he made provisions for money in 
order to have the sarcophagus maintained and for Masses to be 
said on his birthday, his name-day and the anniversaries of his 
death and also for one annual Mass for his parents, brothers and 
sisters. In the third paragraph, he nominated his brother Ignaz 
and his sister Rosalie Huber of Vécklabruck as heirs, making 

1 Gesammelte Briefe, p. 269 2 Tbid., p. 269. 
3 [bid., p. 275. 
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special mention of royalties ‘which, I hope, will come forth more 
frequently in the future; during my life I had hardly any 
benefit from my works’. Fourthly, he made those provisions for 
the preservation of his works in their original versions which 
became decisive to posterity: the manuscripts should be depo- 
sited in the Hofbibliothek and should at any time be made 
available to the publishers Josef Eberle & Co. Finally came a 
gift to his faithful housekeeper Katharina Kachelmaier, or—as 
Bruckner called her on less solemn occasions—‘the Kathi’. The 
will was witnessed by Ferdinand Léwe, Cyrill Hynais and the 
solicitor Dr. Theodor Reich. 

In December 1893, Bruckner felt so much better that his 
doctor, Professor Schroétter, permitted him to travel to Berlin. On 
December 28th he heard his F minor Mass in Vienna and on 
January 5th he arrived in Berlin. Hugo Wolf travelled at the 
same time, since the concert of January 8th included his two 
choral works Der Feuerreiter and Das Elfenlied. On January 
6th, Bruckner had his wish fulfilled: he heard the Seventh Sym- 
phony and on January 8th and 11th the Te Deum was 
performed. 

In the summer of 1894, he went for the last time to Upper 
Austria and played the organ in St. Florian. In October he made 
an attempt to continue his lectures in the University, but already 
after one week’s trial that, too, came to an end. By the last day 

of November he had written all that it was given him to complete 
of the Ninth Symphony. 

This symphony is a work which stands on the threshold of the 
twentieth-century, in certain details going far beyond the most 
daring harmonic devices of Wagner. Until the coda of the 
Adagio, the work is the expression of a deeply disturbed spirit; 
here and there, however, are profound contrasts, notably that of 
the wonderful second theme of the first movement, or in those 

few bars of the Scherzo when ghostly visions are suddenly broken 
by the simplicity of an oboe tune. Only at the end of the third 
movement, which terminates the work, does a sublime serenity 

overcome all that went before, and with two delicately trans- 
figured greetings from the Eighth and Seventh Symphonies 
Bruckner gives his valediction to music and to life. In his last 
two years, he never had strength for more than scant sketches 
of a Finale and of a transition from the Adagio to the Te Deum 
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which, he sometimes thought, might be played after the 
symphony, should he not be spared to complete the Finale. 

The last years of his life saw him ever more burdened with 
age, decline and ill health. On July 4th 1895 he moved from the 
town to the palace Belvedere where apartments (on the ground 
floor) in the custodian’s house had been granted him by the 
Emperor through the kind intervention of the Archduchess 
Marie Valerie, and sometimes he could still take pleasure in the 
fine park. 
On October 11th 1896 after a morning spent at a little work 

on the sketches for the Finale of the Ninth Symphony, Bruckner 
died at three o’clock in the afternoon. 

There was a stately funeral service in the Karlskirche, solemn 
celebrations and orations. Bruckner, who had entered Vienna as 

a poor music teacher, left the capital like a prince and went 
home, to his beloved St. Florian. 
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NOTES TO THE SYMPHONIES 

With an Essay on the Original Versions 





The Original Versions of Bruckner’s Works 

In the course of the biography, occasional mention has been 
made of the fact that Bruckner’s friends acted as editors of some 
of his works and that the editions printed by their initiative and 
under their supervision differed from the manuscripts in various 
ways. The discrepancies in the scores of three symphonies are so 
extensive that these were in actual fact nothing less than free 
arrangements. 

Before discussing the activity of these editors, we must remem- 
ber that Bruckner himself never ceased revising his works. He 
wrote a new version of the Third Symphony as late as 1889, 
two years after the initial work with the Ninth Symphony. The 
Second Symphony, originally written in 1870-1872, was again 
on his desk in 1879, and for a third time in 1801. 

The reasons for some of these frequent revisions of finished 
works are explained in the biography. Usually years would go 
by without a performance, the scores lying unused in a drawer. 
Bruckner never heard his Fifth Symphony at all and of the Sixth, 
only two movements; it was not until the Fifth was written that 
the Third Symphony had its first, unhappy performance. This 
alone made it impossible for Bruckner to detach himself from 
finished works. 

Furthermore, originally some revision on the part of the com- 
poser was really necessary. He composed during the years 1870— 
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1875 no less than four symphonies in one continuous flow of 
inspiration. Obviously, his self-criticism developed as he grew in 
stature as a composer from the Second to the Fifth Symphony. 
The work of revision began immediately after the stupendous 
achievement of those five years, in 1876. 

Next we have to consider that Bruckner was never able to 
accept criticism stoically. Not that anyone’s complaint could ever 
stop him composing (with the notable exception of the experience 
of 1887); normally he would begin a new work within days or 
weeks after the completion of a major composition. A rejection 
of his work, however, never failed to shake his confidence. As 
late as 1887 he was ‘despairing of himself’ and ‘no longer able 
to believe in himself’, as Joseph Schalk reported to Hermann 
Levi, when the latter had been unable to understand the Eighth 
Symphony which Bruckner had submitted to him—‘may it find 
grace !’—for performance. For over two years he was unable to 
continue the composition of the Ninth Symphony and the two 
profoundly unhappy years produced, among other revisions, a 
quite unnecessary new version of the Third. 

There are four symphonies which were never revised exten- 
sively by the composer: the Fifth, Sixth, Seventh and Ninth 
Symphonies. The composer’s own versions of the others are 
many and varied: two versions of No. 1, three of No. 2, four 
of No. 3, one definite revision of No. 4, two versions of No. 8. 
Sometimes revisions were considerable, on other occasions they 
concerned detail only. There followed innumerable examinations 
of the score and corrections of detail whenever a performance 
was imminent. 

Whilst all this complicates the textual problem historically, 
the practical solution was basically obvious and simple: the dis- 
covery that some of the composer’s works were known only in 
garbled versions made it advisable to revert to Bruckner’s own 
text. The term commonly used to denote authenticity—‘original 
version’—defines, therefore, the composer’s own text without 
alien editorial interference. The term does not point to the first 
version but to a text which can be regarded as Bruckner’s 
definitive score. As a rule, this would be the composer’s last 
revised text. However, of the First Symphony we have two 
original versions, since Bruckner was unable to decide between 
them. For different reasons, we have also two original versions 



NOTES TO THE SYMPHONIES 115 

of the Third Symphony : the second version appears superior to 
the revision undertaken in a period of severe stress; moreover, 

the printed score of the third version, though basically showing 
Bruckner’s own text, has most probably been tampered with. 

What, now, are the garbled versions? Bruckner’s pupils saw 
the composer’s constant concern with finished works and they 
apparently concluded that he never reached a stage in composing 
indicating definite finality. Quite possibly, they imagined that 
Bruckner’s finished works needed further revision. If this notion 
was perhaps understandable, one can hardly follow them when 
they considered that therefore they were not only entitled, but 
even qualified, to continue where the composer had left off. Still 
more astonishing is the fact that they saw this as not merely a 
question of isolated changes : their presumption led them to make 
totally new versions of the composer’s own works. Nor can their 
action be explained and forgiven as simply the action of youthful 
enthusiasm; for, even at a maturer age, Bruckner’s former pupils 
were quite unwilling to attribute this activity to the ill-judgment 
of youth. What they maintained is untenable: that their versions 
of the Symphonies No. 5 and 9 represented Bruckner’s last inten- 
tions and had his approval. They may have been sincere when 
they claimed the right to alter one single note in Bruckner’s 
scores; certainly they exceeded all editorial licence nor did they 
give any indication of the liberties they had taken. 

Already August Gollerich, Bruckner’s first biographer, had 
written a remark to the effect that the printed versions of Bruck- 
ner’s works do not agree with the composer’s manuscripts. In 
1919, an essay by Georg Gohler in an important German musical 
journal stressed the need for a thorough investigation.’ His sus- 
picion had been roused by the printed edition of the Sixth Sym- 
phony. Alfred Orel assured Gohler by letter that it was widely 
known in Viennese musical circles that the differences between 
the printed scores and the originals were considerable. Since the 
two chief editors of the printed versions, Franz Schalk and Ferdi- 
nand Léwe, were still alive, the next step was clearly to consult 
them. To the astonishment of Gohler and Orel, Bruckner’s two 

former friends protested that an examination of Bruckner’s manu- 
scripts was quite irrelevant and that the question of an edition of 

1 Georg Gohler, Wichtige Aufgaben der Musikwissenschaft gegeniiber 
Anton Bruckner (Zeitschr. f. Musikwissenschaft, 1, 5.). 
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Bruckner’s works on the basis of the manuscripts did not arise. 
The resistance of Franz Schalk, as director of the Vienna State 
Opera, made it for some time impossible to pursue the matter. 
However, some private examinations of the manuscripts revealed 
the extent of the discrepancies and eventually Schalk was more 
or less forced into submitting himself to a discussion, A con- 
ference was arranged to take place in his office in the State 
Opera building. Ferdinand Lowe made a final demonstration of 
his opposition; he declined to be present during the discussion. 
Since he was the editor of the Ninth Symphony (one of the works 
particularly suspect), his deliberate absence appeared particularly 
significant. The outcome was Schalk’s repeated assurance that 
the composer’s manuscripts were hardly relevant; further, that 
the printed versions had been prepared under the composer’s 
own supervision, that Bruckner had seen and corrected the copy 
given to the printers. He put an end to the argument by asserting 
that he had first-hand knowledge of Bruckner’s intentions. 

Schalk’s reaction—not to mention Lowe’s—was somewhat too 
personal and agitated to be convincing. Some years passed during 
which strenuous efforts were made to trace the manuscripts of 
the Fifth and Ninth Symphonies which had been given to the 
publishers as the printers’ copy. It is, after all, the usual pro- 
cedure that a publisher either returns such ‘copy’ or else preserves 
it in his archives. Since Schalk and Lowe asserted that Bruckner 
had entered corrections by his own hand in the suspect printers’ 
copy, it seemed that nothing short of an examination of those 
manuscripts could give conclusive satisfaction. However, these 
manuscripts were missing, but not, however, that of the Seventh 
Symphony which is untypical in so far as the printed edition of 
this work hardly differs from the original. Where are those 
manuscripts? Are they still extant? Have they been destroyed, 
and, if so, by whom and why? One of them may have been lost 
accidentally, but the disappearance of both of them is inexplic- 
able, unless one agrees with Max Auer that there was ‘system’ in 
the disappearance of the copy manuscripts.! 

At the time of the preliminary investigations, the director of 
the National Library in Vienna also became convinced that an 
edition of the original versions ought to be made possible. A 
mighty storm broke lose in 1932 and again in 1936 with the first 

1 Zeitschrift fiir Musik, vol. 103, p. 538. 
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performances of the Ninth and the Fifth Symphonies in 
Bruckner’s original versions. 

The effect of the test performances had been conclusive. By 
that time, both Schalk and Léwe had died. Yet their protest 
against the resurrection of Bruckner’s own scores was kept alive 
by others and personal issues seemed to involve everyone in a 
mesh of offence, libel and slander. Robert Haas, the chief editor 

of the original versions, had rashly spoken of intimidation of 
Bruckner by his friends (‘Sanktionen’) and was obliged to make 
solemn declarations that nobody entertained the slightest doubts 
about the honourable intentions of Bruckner’s apostles. The host 
of objectors was joined by several well-known conductors who 
had been familiar with the works in the garbled versions and 
found it difficult to adjust themselves. The ensuing disputes were 
conducted in an atmosphere of extraordinary personal heat and 
malice. Few besides Max Auer and Alfred Orel managed to 
explain things calmly and objectively. Some of the personal 
animosities seem even now beyond repair, but in the meantime 
the true versions of Bruckner’s works have been accepted by the 
world. The garbled versions have swiftly become a curiosity of 
purely historical interest and there is not a single conductor with 
a reputation to lose who could possibly perform Bruckner with 
the older editions. 

However, even though the problem of the arrangements by 
Schalk and Léwe is no longer acute, the old scores still turn up 
in second-hand music shops and are liable to mislead the un- 
warned; these scores must be the cause of much astonishment if 

the unlucky purchaser takes them along to a concert in which 
the original version of the same work is performed. It is still 
interesting to examine the tendencies underlying those arrange- 
ments. Although it is inadmissible that Bruckner should have 
given his consent to versions not only differing from his own 
compositions in countless details but which altered his style 
fundamentally, the fact remains that Schalk and Lowe were 
intimate and devoted friends of the composer and active apostles. 
What can have led them to believe that his works needed their 
revision? We have dismissed their assurance that Bruckner had 
authorized their work. 

No doubt, such an idea may have sprung in the first place 
from the fact that the composer discussed his works with them, 
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despite their youth. By listening to their criticism he gave them a 
false idea of its value; sometimes he even acted on their advice. 

The absurd result was apparently that these young men imagined 
themselves more capable of writing a Bruckner symphony than 
Bruckner himself. Bruckner could hardly have foreseen what his 
disciples would eventually do to his Fifth and Ninth Symphonies 
(to mention the worst examples), but gradually he began to see 
danger. As we saw in the biography, Bruckner’s own concession 
to contemporary conditions was to agree to certain excisions in 
performance. Everybody in his circle knew that he made these 
concessions only under severe pressure, grudgingly, until finally 
driven to suggest them himself. However, these concessions were 
allowed only for performances, never for the printed editions. 
Surely, not one of his friends could have been ignorant of the 
composer’s express intentions. In the case of the Fourth Sym- 
phony, for instance, he demanded that the direction must be 
printed: “The great cut [i.e. in the Andante] shall only be made 
if it is absolutely necessary because it does much harm to the 
work.’ He gave his consent to an excision suggested for the Finale 
under the condition that not only the orchestral score and parts 
but also the piano arrangement should give the full text and 
that the excision may be marked with the symbol ‘VI—DE’. The 
students to whom he entrusted the supervision of the publication 
ignored all this! We do not know how Bruckner reacted when 
faced with the mutilated printed version. Those who might have 
told the tale were, naturally, least inclined to do so. All we know 
is that Bruckner became increasingly suspicious. 

During the preparation of a performance of the Eighth Sym- 
phony under Felix Weingartner, Bruckner wrote a number of 
letters which clearly show his wishes and his nervousness : 

How fares the Eighth? Have there been any rehearsals yet? 
How does it sound? I do recommend to you to shorten the 
Finale severely as is indicated. It would be much too long and 
is valid only for later times and for a circle of friends and 
connoisseurs. . . . 

And again : 

Please submit to the wishes of the orchestra. But I do implore 
you not to alter the score and it is one of my most burning 
wishes to have the orchestral parts printed without alterations. 
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When the symphony was eventually published, Bruckner was far 
too ill to take any part in the preparations and the friends 
re-wrote the score to their hearts’ content! 

The two letters to Weingartner are by no means the only 
indication of the composer’s anxiety. Having sensed the 
danger, he quietly made his provisions. In 1892-1893 he 
had all his manuscripts bound and packed them in a sealed 
parcel. In his will he decreed that these ‘original manuscripts’, 
as he called them, should be deposited in the Court Library in 
Vienna and that the directors of the library should see to their 
preservation and make them available to a certain publishing 
firm if requested so to do. He confirmed his will in 1894. 

All this leaves us in no doubt as to Bruckner’s views on the 
question. One more episode may be relevant. When Karl Muck 
visited Bruckner, the old composer gave him a manuscript copy 
of the Ninth Symphony to take away with him, away from 
Vienna, ‘so that nothing may happen to it’ (‘dass nix g’schiacht 
dran’). Was Bruckner anxious to protect the score from theft or 
fire, or from his disciples? If his words were remembered cor- 
rectly by Karl Muck, the latter must have been the case. For 
other calamities he would have expressed himself differently. 

It now remains to look at the general trend of the alterations. 
The editors of the edition of the original versions (Robert Haas 
and Alfred Orel) have appended to their scores an exhaustive list 
of the discrepancies between manuscripts and printed versions. 
The lists are far too long for quotation here. In the case of the 
Fifth and Ninth Symphonies, there is hardly a bar which has not 
been disastrously ‘improved,’ quite apart from some free 
additions. 

The aim of the editors was clearly to obliterate as far as 
possible Bruckner’s individuality, particularly where his manner 
of writing differed from that of Wagner. Easy was the task to 
remedy the length of the works: they simply left out huge 
portions, despite Bruckner’s insistence that the whole text must 
be printed. From the Fifth Symphony, no less than 222 bars 
were omitted from the Finale alone (bars 13-14, 325-353, 
374-459, 624-627 of the original version). 

Next came Bruckner’s instrumentation. The principal method 
of the friends’ revision was to substitute mixed instrumentation 
for Bruckner’s frequent writing in instrumental groups. Some- 
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times, they would fill up the score as for instance in bars 23-26 
of the Scherzo of the Fifth Symphony (which Bruckner had set 
for strings only) : 

Clarinet 
Bb 

Violins 

Viola 

Or Bruckner’s wood-wind writing was made significantly to 
conform with Wagner’s technique of setting oboes lower and 
clarinets higher. Further, piccolo and muted horns were intro- 
duced. 
On occasions, the correction of Bruckner’s writing for con- 

trasting instrumental groups can be quite astounding. The third 
fugal theme in the Finale of the Fifth Symphony is introduced 
by Bruckner as a powerful chorale, in the original version magni- 
ficently set for brass (Example No. g2 in the notes to the sym- 
phony). In the original version, the brass chorale is followed by 
a wonderful transition of soft string playing and here the editors 
added wood-wind. The result of their labours is the obliteration 
of the contrast. And Bruckner, F. Schalk declared to Géhler and 
Orel, had given his approval to the following instrumentation ! 
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Still other kinds of changes were made, by Ferdinand Lowe, in 

the Ninth Symphony. In Bruckner’s composition, the eerie wood- 

wind chord opening the Scherzo is long sustained. Lowe crossed 
it out: the correct upbeat is followed by a staccato crotchet and 

thereafter the wood-wind is silent! To enable the orchestra to 

play the Scherzo prestissimo, the pizzicato quavers following the 

manageable crotchets were transferred from violins and ‘cellos 

to flute and bassoon respectively. Needless to say, the Scherzo is 

not meant to be played prestissimo. 

Sometimes only Bruckner’s direction of phrasing had to be 

changed in order to take the marrow from the music. To give 

an example, here are bars 231-232 from the Adagio of the Ninth 

Symphony. Bruckner’s direction ‘gezogen’ asks for a long-drawn 

bow for each single note of the violins; Lowe replaced this by a 
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common legato. Thus nothing is left of the expressive tenuto 

effect of each note and the passage loses its luminous intensity 

and clarity. The same principle was applied to the tubas : Bruck- 

ner’s directions make for transparency, Ferdinand Léwe’s legato 

produces an effect of cloudiness and weight. Even the arranger’s 

direction ‘dolce’ and ‘dolcissimo’ could never have been written 

by Bruckner. 

Occasionally one comes across an essay written, some years ago, 
in defence of the garbled versions. Geoffrey Sharp spoke of the 
newly published original versions as of a ‘political gambit’ to be 
taken with caution. Egon Wellesz wrote very sceptically about 
them, implying more or less clearly that there is not really much 
to choose between them. However, the internal evidence of the 

scores shows beyond any doubt that there never was any need for 
Bruckner’s friends to re-write his music. Their tale of the com- 
poser’s approval is not plausible. A preference for their versions 
does not make good sense. Their versions have little to recommend 
them and are already gathering well-deserved dust in archives. 

Unfortunately, a new wave of obscurity threatens the achieve- 
ment of Robert Haas and his fellow workers. In consequence of 
the political events of the last twenty-five years, Haas was dis- 
missed in 1945 from his post as Keeper of the Music Department 
of the Austrian National Library and his successor became at 
the same time director of the International Bruckner Society of 
Vienna. The Third Symphony in the second original version 
came out in Germany and in Vienna a new edition of a number 
of miniature scores have been published. The original ‘collected 
edition’, as envisaged by Robert Haas, has not been completed. 

It has been considered advisable in Vienna to discredit the 
work of Robert Haas, whose single-minded devotion to the 
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restoration of the true Bruckner texts is testified, one would have 

thought, by the scores and by his most scrupulous editorial 
reports. Now the name of his successor appears in splendid 
solitude on the title page. Whereas the prefaces of Haas, even to 
the small scores, were strictly to the point, the prefaces of 
Leopold Nowak make very different reading. They make either 
no mention at all of Robert Haas’s editorial work (Symphony No. 
6), or in other cases so brief and casual a mention that it in no 

way reveals the extent of his work (Symphony No. 4) and, lastly, 
there is even occasionally a remark of a disparaging nature 
(Symphonies No. 7 and 8). The preface to the Ninth Symphony 
only just mentions the name of Alfred Orel, the true restorer of 
the original text, although it is admitted that nothing but ‘a few 
printing errors’ had to be corrected. The same applies to Robert 
Haas’s edition of the Fifth Symphony of which it is said that 
‘various errors have been rectified’. In neither case has the new 
editor given a list of errors in the editions which served him as 
copies for his reprints. 

The most curious feature of some of these prefaces is the 
frequent warm, almost gushing, references to the editors of the 
old, garbled versions, despite the fact that Nowak appears to 
dismiss their versions no less definitely than anybody else. Praise, 
then, for the garblers and contemptuous treatment of Robert 
Haas! The only preface in which Haas is mentioned with the 
generosity due to the man who has really done the work is that 
to the First Symphony. The exception was made possible, I 
presume, by the fact that in this one instance the integrity of the 
ominous ‘friends’ was not involved. 

Nor is it, alas, a matter of mere title pages and prefaces. 

Whilst Haas had, of course, based his editions almost throughout 
on the last and definite manuscript from Bruckner’s own hand, 

he had occasionally included excisions from an earlier original 

version. These were clearly indicated and could be left out by 

any conductor who had doubts about the wisdom of the decision. 

In the event, these short passages fit in most convincingly and 

their omission would be felt as a loss. This concerns chiefly the 

Eighth Symphony. By the time he edited the original version, 

Haas had developed so sure an instinct, was so steeped in Bruck- 

ner’s world, that the result leaves us in no doubt of Bruckner’s 

wholehearted approval. 
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There is one symphony, the Fourth, in which Leopold Nowak 
has consulted a source which had escaped the attention of Haas, 
for his text incorporates some variants from a manuscript in 
Columbia University, New York. Here again, the preface might 
have provided an indication as to what these variants are, con- 
sidering that space was devoted to a far less relevant assessment 
of the virtues of Ferdinand Lowe. However, editorial reports, 
presumably such as those issued by Robert Haas with the large 
scores, are promised for the future. 

As we have mentioned, all this concerns only the small study 
scores. The orchestral libraries possess as performance material 
the conductors’ scores and the parts of the Haas editions and 
these are therefore the editions that are heard in the concert 
hall. Because of the excisions the result in the Eighth Symphony 
—those brief inclusions, so happily and carefully introduced by 
Haas from the first version—is that the miniature score differs 
from the work as it is performed and its possessor will find himself 
bewildered from time to time. To a lesser extent this is also the 
case with the Seventh Symphony where, however, the discrep- 
ancies concern only minor details in instrumentation. 

One cannot help wishing that Professor Nowak’s energy had 
been devoted merely to the completion of Haas’s edition of 
Bruckner’s works. To judge by the progress made in the past, 
there cannot be any doubt that the latter would have finished 
the task by now. Instead we have this unnecessary new series of 
confusions, and, once again, a future generation will have to sift 

the evidence. There will, of course, be no doubt that it was 
Robert Haas who rescued the heritage. 

* 

SYMPHONY NO. 1 in C minor 

I. Allegro 
II. Adagio 

III. Scherzo in G moll, Schnell QUic ls 

IV. Finale, Bewegt, feurig 
FIERY 

First Movement 

THE symphony opens with the C minor theme: 
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Its rhythm dominates the entire first group. This has a brief 
climax at bar 18 with a significant new motif in the bass. The 
music subsides, a transition leading to the second theme, which 
appears in E flat. 

This, even in so early a work, is a perfect example of a 
Brucknerian Gesangsperiode (as he invariably called the second 
groups in his first movements). Typically, it is a singing tune 
wreathed in significant counterpoints. These are either, as in 
the present case, so expressive as to make a thematic contribution 
to the main tune, or they may even equal it in importance. 

When this theme is played for the second time (bar 58), it is 
by violoncelli and, for the first four bars, a solo horn. It 

leads to a powerful extension with a new theme (bar 67). The 
rhythm of the first notes provides an organic preparation for 
the trenchant third theme: 

A calm epilogue of six bars (bars 101 f.) ends the exposition in 
E flat major. 

The first stages of the development are pervaded by the 
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agitated violin figure from the third theme; then, at bar 144, 
the rhythm of the first theme takes over, passing through some 
dramatic incidents before the music settles on the home 
dominant in preparation for the restatement, which starts at bar 

200. 
The recapitulation is greatly altered; the second group follows 

a new course and the third (having spread itself so widely over 
the development) is omitted to leave room for the coda and its 

final climax. 

Second Movement 

Unlike the slow movements in all other symphonies of Bruckner, 
the Adagio of the first opens not with an expressive and easily 
memorized theme, but with brooding, chromatic densities that 

create a tension relieved only in bar 20. Then the music falls 
into a profound calm, from which there emerges a violin theme 

of great beauty (bar 30). 
There is a middle section (andante, 3/4) with a new wave of 

flowing, tuneful music that is so glorious as to anticipate the 
famous F sharp major passage in the Adagio of the Seventh 
Symphony. 

The recapitulation, beginning at bar 112, is entirely re-scored, 
with expressive new violin passages, and reaches a noble climax 
at bar 151. A short and calm coda ends the movement in A flat 
major. 

Third Movement 

The character of the G minor Scherzo is determined by the main 
theme: 

This is already a typical Bruckner scherzo and, although it is not 
the deepest part of the symphony, it is the earliest example of a 



¢ 

NOTES TO THE SYMPHONIES rig 127 

‘type’ of Bruckner movement. The Adagio, of course, is pro- 
found, but it is different in some fundamental ways from the 
later slow movements. 

The Finale 

Without any preliminaries, the whole orchestra announces 
fortissimo the first theme. In the later years of serene maturity, 
Bruckner considered such an opening of a Finale amusing and 
he compared it with the effect of someone bursting unannounced 
through the door: ‘Here I am!’ (‘Da bin i!’). When revising 
the symphony in 1890, he attempted to lessen the effect of so 
un-Brucknerian an opening by leaving out the trumpets. Only 
the loudest version, however, seems to do justice to the theme. 

The second theme (bar 39 f.) maintains the vitality of the 
music, although it mollifies the ferocious wildness of the first 
group. Soon, however, a third theme (bar 58) reverts to former 
energy. Just before the end of the exposition, there is a dramatic 
pause, followed by a calm epilogue of eight bars derived from 
the preceding violin figures by the means of double-augmenta- 
tion (bar 79). The very last bar of the exposition (bar 87) has 
a rhythm identical with that of the second bar of Ex. 5; thus 
the developmental treatment of the main theme is smoothly 
linked with the end of the exposition. 

Later on, the second theme undergoes development (bar 152 f.) 
and in this particular section we see yet further anticipations of 
Bruckner’s later characteristics, such as free inversion (bar 163). 
The viola’s part in the original setting of this second theme (see 
bar 39 f.) accounts for the next phase (bar 187) and the shakes in 
violins derive from the second bar of the second theme. Finally, 
the material of the third theme is called in (bar 208 f.). 

The recapitulation sets in at bar 273 in C major, but soon 
reverts to minor. Only after the much-abbreviated second theme 

does the signature change definitely to C major. With unceasing 
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energy the movement drives towards a brilliant coda and the 

work ends with the trumpet theme: 

SYMPHONY NO. 2 in C minor 
RATHER Quick 

I. Ziemlich schnell 
II. Feierlich, etwas bewegt 5° 

III. Scherzo, Schnell 
IV. Finale. Mehr schnell 

MORE 
In the biography we saw how difficult it was for Bruckner to 
comply with the wishes of those friends and critics who had 
advised him to write his second symphony in a more simple 
manner than the first. This was, as we have seen, a severe test, 

less for Bruckner’s ability as a composer than for his hardly won 
and as yet still insecure assurance. For all this we refer to pages 
61-62 but here we will repeat: Bruckner’s personal style of 
composing had rapidly developed after the composition of the 
First Symphony and the nervous breakdown which followed. 
His increasing depth and ease of invention is not only testified 
by the Mass in F minor but also by the discarded Symphony 
‘No. o’ in D minor. 

‘At that time, I hardly had enough courage left to write down 
a proper theme.’ “The Viennese had made me quite timid at 
that time’—sentences of this kind occur whenever Bruckner 
spoke about the composition of the Second Symphony. The work 
itself hardly gives the listener the impression that its composer 
lacked the courage to write down ‘proper themes’. Bruckner’s 
sense of uncertainty only compelled him to revise the work much 
more frequently than any other composition. 

The score presented by Robert Haas in the edition (1938) of 
the International Bruckner Society shows chiefly the third ver- 

LEMN, SOMEWHAT 
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sion of 1877. But important details derive from the first version, 
particularly the endings of the first two movements. The score 
also restores regrettable excisions (First movement: bars 488- 
519; second movement: bars 48-69; Finale: bars 540-562 and 
590-651). No conductor with a true feeling for Bruckner would 
ever leave these bars unplayed. 

Leaving aside comparison with the Symphonies 4 to g, and 
ignoring what we know from the biography, the work reveals no 
trace of inadequacy at all. Robert Haas’s editorial restoration is 
a fine achievement that has revealed a masterpiece with few 
uncertainties of any kind. 

The First Movement 

The work begins immediately with the expressive opening phrases 
of the first theme and at once we become aware of that chief 
characteristic mentioned earlier, of that intensity which fills 
Bruckner’s writing. It is also the first of those allegros which 
open as if they could possibly be slow movements. The conductor 
must find the subtle mean between too slow a tempo which will 
drag and any degree of haste which will take away the intensity 
of the shorter notes. Even if the direction is allegro, or its German 
equivalent, precipitancy is hardly ever called for. 

This is the beginning of the main theme: 

Bx 

In the twelfth bar, the pace is stressed by a dotted rhythm and 
we obtain the character of a moderately fast allegro. If the tempo 
is right from the start, the music itself will produce the right 
effect. 

The second group is truly a Brucknerian Gesangsperiode. 
Comparison with the corresponding section in the first move- 
ment of the First Symphony will show how Bruckner had mean- 
while developed his peculiarly entrancing manner of writing a 
second theme. 
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This quotation gives only an indication of the extensive theme 
and it is advisable to look up the score for its context. 

The third theme follows immediately : 

In the First Symphony, the third group opened in unison. 
Here, for the first time, it is brought in softly in the form of 
two combined unisons, a very typical Brucknerian feature. 
Similar instances occur in the later symphonies, and a com- 
parison with, for instance, Examples 142 and 1 53 of the last 
two symphonies is interesting. It is astonishing what variety of 
invention and effect Bruckner was able to produce with this 
method. 

The ostinato rhythm of the third theme dominates for over 
fifty bars and various new motifs are added to it, After bar 122, 
at a climax, it is interesting to note that trumpets (later on with 
horns and trombones) introduce the so-called ‘Bruckner Rhythm’ 
which plays so prominent a part in the Third, Fourth and Eighth 
Symphonies. Whilst in later instances the rhythm is employed for 
themes, here it remains in the background. 
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Just before the end of the exposition, there is a short codetta 
in which the figure : 

is played by various wood-wind instruments. 
The development uses most of the themes of the exposition and 

contains many fine instances of new content given to previously 
heard material. This is not done by complex variation work but 
by augmentations, inversions, combinations and so forth. Bars 
185-231 are concerned with the two first bars of the first theme. 
The approach to the climax (bar 221) is a very gradual scale 
progression, remaining in or around F minor (with a bright vista 
of A flat at bar 203) until the climax, whence the music sweeps 
to the remote region of G flat (bar 231). A quick hush, the sound 
echoing away into the new tonal direction, gives an irresistible 
impression of vast Alpine spaces. This is one of the most striking 
episodes in the development; it uses the ostinato rhythm of the 
third theme which, by means of augmentation, is turned into 

a section of most lovable pastoral music, beginning with bar 233. 
This comes first in the oboes, repeated by the horns and extended 
by the violins with the addition of a pleasant contribution of the 
bassoons. 

Throughout this most enjoyable section, the basses play an 
ostinato derived from their scale passages during the preceding 

section. This is taken over by the violins at bar 254 for a tran- 
sition towards bar 259 where the rhythm of the third theme is 
combined with the first four bars of the first theme. 

Sea 
At bar 275 the violin part of the second theme and a variation 
of the ’cello tune come into prominence, but remnants of the 
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rhythm of the third theme are retained. There follows (bar 318) 
a full recapitulation. 

The coda of the movement begins with an ostinato in the 
strings (bar 488) which consists of the third and fourth bar of the 
first theme (Ex. 7) while the oboe plays the first and second bars 
of the same theme: 

The way in which it is organically derived from what went 
before, however, does not hide the fact that the ostinato closely 
resembles the one which concludes the first movement of Beetho- 
ven’s Ninth Symphony. Bruckner was long haunted by this 
Beethoven coda. In the Symphony ‘No. 0’ he adopted it literally 
(and here it did not link up with his own themes), and in the 
Third Symphony, which is again in the same key as Beethoven’s 
Ninth, Bruckner restricted himself to using Beethoven’s descend- 
ing notes. Here, in the Second Symphony, the similarity is veiled 
to a considerable extent by the difference of key and the speedier 
tempo, though it was certainly not Bruckner’s intention to con- 
ceal it. The discovery of the ‘quotation’ of the Beethoven ostinato 
in no less than three Bruckner symphonies has been the subject 
of a learned, musicological investigation. One is tempted to quote 
Brahms’s repartee to the clever contemporary who had divined 
a ‘similarity’ between the main theme of the Finale of his First 
Symphony with Beethoven’s Ode to Joy. 

The ostinato leads to a mighty crescendo, followed by a 
tremendous pause. The silence is broken by a hesitant statement 
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of the first bars of the main theme. Again a pause. Then the 
movement ends, after four crescendo bars, in unrestrained 
fortissimo. 

The Second Movement 

The form of this movement is simple: an alteration of two 
themes with increasing solemnity in each of the three appear- 
ances of the main theme. 

The noble first theme extends over fifteen bars and we can 
here only quote its beginning : 

The second theme is divided between the strings and a solo 
horn. The strings play (pizzicato) a chorale-like theme in simple 
homophony, to which the horn adds an expressive cantilena. 
Similar settings are to be found in the Fourth and Fifth Sym- 
phonies (Ex. 46). A richer version follows (bar 48), scored with 
additional wind parts, and this repetition is preceded and fol- 
lowed by a short expressive sequence on the first phrase of the 
pizzicato theme of bar 34. 

At bar 70, the first repetition of the first theme occurs. Almost 
immediately expanded, broadened and developed bar 107 re- 

introduces the second theme without major changes. 
A short transition (bars 135-148) leads to the final recapitula- 

tion of the first theme. The recapitulation of the first theme (bar 
149) introduces an increased note of festive solemnity and allows 
the first phrase to lead gradually to an imposing climax. At bar 
164 there is a sudden hush and a passage that anticipates 
amazingly the Adagio of Bruckner’s Ninth Symphony. 
A calm coda concludes the movement with serene, mysterious 

horn calls. 
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The Third Movement 

The Scherzo opens wildly with its main motif : 

which determines the character of almost the entire movement 
but for some more friendly passages in the second part. 

As in the First Symphony, the Trio is again Laendler music, 
charming and idyllic. Happy music-making of this kind does not 
call for analytical comment, although it would be quite wrong to 
presume that the mere repetition of so lovely a theme were sufh- 
cient for the happy result. A careful look at the score reveals a 
variety of keys and it is most certainly the imaginative breadth 
of Bruckner’s tonal mastery that enables the theme to yield so 
much sheer music. 

The Fourth Movement 

Here we have the first Bruckner Finale whose form is difficult to 
describe; basically it is a mixture of rondo and sonata form. 
Comprehension of the formal complexities will not be difficult, 
however, if the listener is familiar with the themes of the Finale 

itself and with the first theme of the first movement. 
The movement begins pianissimo, with a thematically impor- 

tant play on a fragment of the descending scale. Underneath, the 
second violins are engaged with a flowing passage of consecutive 
quavers. This passage incorporates, from time to time, the notes 
of the beginning of the main theme of the first movement (second 
half of bars 1, 4, 6). These notes recur at bar 20 in the first 
violins, in the course of a long crescendo which leads to the main 
theme of the movement : 

IF (Tutti) 

Rising tension leads to a sudden halt at bar 51 and the opening 
of the movement is repeated. Its flowing phrases lead to a chord 
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which we would tend to interpret as the dominant seventh of 
D flat. The second group, however, begins without turning a hair 
in A major. Bruckner, in halting on the threshold of D flat, 
realizes that he has come too far south; to counteract this, he 

goes to the other extreme, and in flying to A major finds himself 
too far north. Gradually, however, the music drifts round to 
E flat, which is the ‘relative major’ and orthodox. The effect of 
all this manceuvring is beautiful. 

The second group begins (bar 76) with a fine Gesangsperioden 
paragraph. The first violins definitely lead the music, but all 
other contributions from the orchestra help to create the glorious 
sound of the passage; this includes even the basses, which simply 
play plain rising and falling fourths, fifths and octaves, pizzicato. 

The epilogue to the second group of themes is followed at bar 
148 by a sudden appearance of the opening bars of Ex. 15 with 
dramatic extensions which break off after bar 178. A crescendo 
follows (we recognize elements of the beginning of the Finale in 
its passages) which leads to a resounding passage on a chord of 
C major, without, however, giving the listener any feeling of 
finality when this suddenly stops at bar 197. A pause of three 
bars precedes the calm quotation (in G flat) from the Mass in 
F minor: 

We may be permitted to interpret this quotation as the com- 
poser’s thanksgiving for his release from his severe nervous break- 
down. The strains of this slow theme turn quietly back to E flat, 
in which key the exposition ends. The development very soon 
introduces (bar 280) the first theme of the first movement. 

Beginning with bar 308, the second violins’ part of the second 
theme predominates in the developmental treatment. At bar 340 
this is combined with the opening of the main theme of the first 
movement. A few bars later (bar 348) a pedal on G begins to take 
command and the fragment from the second theme gives way 
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gradually to a scale progression. The steady crescendo leads to 

the recapitulation which sets in at bar 388 with the main theme 

of the Finale (Ex. 15) in C minor. 
The recapitulation is regular, though not, strictly speaking, a 

repetition. Particularly noteworthy is the quite different tension 

which finds relief in the quotation from the F minor Mass (bars 

549-562). 
The two great waves of which the coda consists are separated 

and interrupted by plaintive references to the main theme of the 

first movement and the second subject of the Finale. Finally, 

when a defiant C minor ending seems inevitable, there is a 

striking change to the major and the symphony ends with posi- 

tive confidence. 

* 

SYMPHONY NO. 3 in D minor 

Second version of 1878 with additional notes 
on the third version of 1888-1889 

ModDERMTE 
. Gemassigt, mehr bewegt, Misterioso 

II. Adagio, Bewegt, quasi Andante 
III. Scherzo. Ziemlich schnell er 
IV. Finale, Allegro COTHER QUICK 

Tue Third Symphony is the last one to reflect the direct influ- 
ences of events in the composer’s life. The biographical context 
of the work has been discussed elsewhere in this book. 

Bruckner unreservedly called it “The Wagner Symphony’ 
despite the fact that during the first revision he freed himself and 
the score from all preoccupation with Wagner’s music by elimin- 
ating the quotations from the ‘Master’ which he had included, 
as an act of homage, in the first version. The title “Wagner 
Symphony’ should not deceive anyone. The work always recalled 
to Bruckner the tremendous satisfaction he had felt when Wagner 
gave it his approval and accepted the dedication. Wagner, too, 
saw this work as his link with Bruckner and any chance mention 
of Bruckner’s name would cause him to exclaim: ‘Bruckner! the 
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trumpet !’, an allusion to the first appearance of the symphony’s 
main theme which had particularly impressed him. And this is 
all that can be said to justify the retention of the name ‘Wagner 
Symphony’. The music will not remind any listener of Wagner. 
What is traceable as direct influence from Wagner fades into 
insignificance under the strength of Bruckner’s individuality, now 
fully unfolded. Nobody but Bruckner could have written the 
work. 

The first version of 1872-1874 contained the Wagner quota- 
tions, later discarded. The revision of 1878 also eliminated - 
unnecessary lengths and the pauses which had the function of 
separating the vast sections of the larger movements. 

The second version was published in 1950 by Fritz Oeser 
and will probably be accepted generally as the definitive version 
of the symphony. The following analytical notes will chiefly con- 
sider this version. 

The third version was made after the rejection of the Eighth 
Symphony by Hermann Levi. It seems likely that Bruckner’s 
pupils took advantage of the composer’s dejection and influenced 
him. There cannot be any doubt that Bruckner undertook the 
task with little fervour. The alterations made were of two main 
kinds. Whereas the first revision had strengthened the form by 
rigorous pruning, the new version provided for vast excisions 
which have the very opposite result. New settings of many 
episodes were introduced with distinct characteristics of the last 
three symphonies, often very beautiful, but disturbing the stylistic 
unity of the earlier work. The printed score (1890) of this third 
version shows, moreover, that once again the composer’s text 
had been tampered with in all kinds of detail. Even the vast 
cuts in the Finale may have been the work of some editor. An 
original version of the third revision has not been published. 

The following notes include references to the third version in 
its present printed form for two reasons: firstly, although the 
second version will, no doubt, become generally accepted, per- 
formances of the familiar third version will continue; and 
secondly, despite the obvious intrusion of editorship, the version 
is, in a general sense, Bruckner’s own. 

Bar numbers are indicated by Roman figures as referring to 
the third version. Special remarks regarding the third version 
are in square brackets. 
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The First Movement 

The symphony opens with an exquisitely written play of strings 
over the common chord of D minor, with the ninth added. 

[The staccato direction in the printed score of III is almost 
definitely not Bruckner’s own. ] 

In the fourth bar, the trumpet announces the main theme of the 
symphony : 

A crescendo leads to the second motif of the first group of themes 
and throughout, basses hold a pedal point on D. The second motif 
(bar 31) is first stated as a tutti unison and then repeated with 
electrifying harmony : 

The last bar of Ex. 18 becomes the motif for a transition towards 
a concise recapitulation of the whole group, shifted to the dom- 
inant key of A major—the process of Beethoven’s opening of the 
Ninth Symphony reversed. Thereafter a short transition leads to 
the second group (bar 101). 

This begins with a motif on the second violins, employing the 
Brucknerian duplet-triplet combination (here used for the first 
time in a theme): 
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The basses have a pedal on F and the violas add (third and 
fourth bars) a pleasing counterpoint. 

Later, at bar 127, a new motif is added: 

The mixed rhythm is maintained throughout. At the climax (bar 
153) Ex. 1g is split. During the fortissimo, only its first bar 
appears and the following pianissimo uses the second bar. 

The uninterrupted rhythm continues even after the appear- 
ance of the powerful third theme of the movement (bar 171). 

EX. 21 

This very strong third group is crowned (bar 201; III, 198) by a 

magnificent chorale. The basses continue playing a modified ver- 

sion of the second bar of Ex. 19 and the violin part resembles 

that of the opening of the movement. The third theme, incident- 

tally, is not the kind of ‘double-unison’ we had in the Second 

Symphony (or the parallels in the last three symphonies). Here 

we have what is practically a real unison. The rhythm of the 

strings, however, is sufficiently contrasted to the even notes of the 

brass and wood-wind to create the effect of a Brucknerian 

‘double-unison’. 
The chorale leads to a powerful quotation of the main theme 
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(Ex. 17) in canon at bar 211 (III, 209) and a quiet, very beauti- 
ful codetta (bars 220-256; III, 216-254) terminates the exposi- 
tion. Towards its end (bar 242; III, 240) a flute plays a drooping 
reminiscence of part of the main theme (inverted). 

The calm of the codetta is maintained in the first section of the 
development. Here (bars 268-297; III, 266-295) we first en- 
counter the main theme in solemn inversion (basses and, in 
canonic imitation, horn and wood-wind). The two stanzas of this 
setting are followed by hesitant quotations of the second phrase 
of Ex. 18. 

The next section, beginning with bar 298 (III, 296) is domin- 
ated by the first phrase of Ex. 18. At bar 323 (III, 321) the char- 
acter of the music changes suddenly. The former rhythm of the 
violins gives way to broader sounds and gradually the motif from 
Ex. 18 is accelerated by three stages. 

[Here the third version differs very much from the second 
and introduces a depth of feeling which, it has been pointed 
out very rightly, belongs to the atmosphere of the Eighth 
Symphony. The magnificent sound is so memorable that, no 
doubt, one may well miss the familiar intensity when first 
hearing the second version. | 

As soon as the process of acceleration begins (bars 331-332) 
trumpets and horns add the beginning of the main theme. 

[In the third version this is delayed and occurs only at bar 

335:] 
The gradual chromatic progression of the bass, with the increas- 
ing activity of the leading motif, brings us by bar 341 (both 
versions) to the first great climax of the symphony; the entire 
orchestra joins in a monumental unison statement of the main 
theme. The effect is so colossal as to seem like the beginning of 
the recapitulation. This is not so. Only after a further episode, 
based on the second theme of the movement (bar 403 f.; III, 
4.05) does the development section end, strangely enough with a 
quotation from the opening of the Second Symphony. This 
occurs first in the woodwind (bars 413-414; III, 415-416) and 
afterwards in the bass. 

The recapitulation sets in at bar 429 (III, 431). It follows the 
exposition systematically, but with considerable shortening, and 
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the chorale of the third group of themes is omitted. The onset of 
the coda is prepared by an organic return to D minor and its 
beginning (bar 590 f.; III, 591) is marked by a chromatic ostin- 
ato in the bass which reminds one, as we have already discussed 
on page 132, of the coda of the first movement of Beethoven’s 
Ninth Symphony. 

The Second Movement 

The Adagio has two groups of themes, with an important new 
theme in the middle of the second group. The form of the move- 
ment is unusual, but not difficult to follow. 

A noble, solemn theme of four bars’ length opens the move- 
ment in a manner that suggests regularity of metre: 

EX. 22 

Regularity, however, is abolished by the continuation in one-bar 
phases that build up a climax with the aid of a fresh idea : 

It is first played very quietly and gradually gains strength. Twice 

the fortissimo is answered by a motif of which Bruckner was very 

fond: 

This occurs in an Ave Maria of 1856 and in the piano piece 

Erinnerung of 1868; the motif is, of course, not unknown in 
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Haydn and Mozart. The first group eventually ends with a quiet 
epilogue; above a pedal point on E flat the strings, in polyphony, 
produce harmonies very distinctly Mozartian in character. 

The second group of themes (bar 41) is marked ‘Andante quasi 
allegretto’ (3/4). Violas introduce the main theme: 

The section begins in B flat major but the tune begins to modu- 
late after the fourth bar. These modulations (really inflexions) 
return, however, to B flat by bar 57, where the basses warmly 

repeat the whole theme. Next comes the second group’s central 
section, slower, but retaining the 3/4 rhythm. In pianissimo 
(‘misterioso’) the strings play in G flat major: 

A wood-wind sequence (bar 83), derived from the third bar of 
the last example, reverts to the Mozartian sounds of the previous, 
similar passage; the bass hold fast to a pedal on F. Ex. 26 is 
repeated (bar 98) in G major and extended by a strong, poly- 
phonic treatment of the falling fifth in the second bar. This leads 
organically to a recapitulation of the first theme of the second 
group (Ex. 25). To be precise, it is not a real recapitulation. For 
a while, only the first four bars are used and the entire theme 
reappears only when E flat major is established (bar 136). 

[The third version makes a cut at this point and goes straight 
to bar 144 of the second version (in an altogether different 
setting). Hitherto, the third version has differed considerably 
in detail, without, however, deserting the original sequence 
of events. | 
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At bar 152 (III, 142) a powerful sequence on a theme derived 
from the inverted first notes of Ex. 25 brings about a climax of 
tense character, but the second group is, after a sudden release 

from this tenseness, allowed to close with a short reminiscence of 
Ex, 26. 

[This, too, is omitted in the third version. Here, the sequence 

is scored more lightly, without trumpets. Basically the text 
is the same for seven bars. Thereafter, four bars suffice to 

end the group as against seventeen bars in the second 
version. | 

The recapitulation of the first theme begins, in the original key 
of E flat major, at bar 182 (III, 154). This time the first four 
bars are not followed by a sequence on the last two notes, In- 
stead, the music expands broadly towards a great climax. By bar 
193 (III, 165) Ex. 23 is brought in; throughout this section, 12/8 
rhythm of the strings becomes increasingly powerful. The final, 
towering climax occurs in G flat major at bar 216 (III, 187). 

[Here, the third version introduces a new theme, played by 
trumpets. The second version has nothing of the kind and 
the effect is far stronger without the trumpet flourish which, 
one may agree with the editor of the second version, is not 
among Bruckner’s noblest ideas. | 

The tutti is twice interrupted by impressive silences, broken by 
the still, small voice of Ex. 24, and a coda follows, gradually 
leading the tonality back to E flat major. At bar 240 (III, 212) 
the opening theme is heard softly in the subdominant (wood- 
wind) and the response of the horns graciously returns the phrase 
to the tonic. The movement ends in perfect tranquillity. 

The Third Movement 

The Scherzo (D minor) begins with a fragmentary motif on 
second violins, followed by the indication of the dominant of D 
minor in the basses : 
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These motifs create a crescendo and, impelled by a marked 
wood-wind rhythm, grow into the main theme, breaking out, 

tutti : 

The demonic character of this theme dominates most of the 
movement. There is, in the second part, an idyllic episode in B 
flat major, the first violins singing a tune of Schubertian beauty 
(bar 61). Beneath its charm, however, the second violins and the 

basses persist significantly with their pervasive motifs. Soon— 
the idyll is but brief—the music reverts to wildness in the recapi- 
tulation. 

The trio is evolved from the short theme: 

EX. 29 

This is probably the most obviously rural Austrian Laendler 
music ever introduced in a symphony. The music is still far more 
lovely than the Trios in the two preceding symphonies. As in the 
second symphony, the theme is also given to the basses, an 
episode of most musical effect if only the conductor will implore 
the bass players to give a warm vibrato on the first two and last 

notes of the theme. (Such subtle points distinguish a good from 
a perfunctory performance of Bruckner’s music.) 

The Finale 

The last movement of this symphony is the first of the really com- 
plex Bruckner finales and its formal construction may not be 
easy to follow at first hearing. 

The first eight bars build a crescendo with a continuous figure 
in the violins : 
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pee 
PP 

EX. 30 

above which wood-wind sound a bare fifth. 

Every second bar more instruments join, and the ninth bar 
crowns the crescendo with the first theme : 

EX. 31 

The first bars of this theme are obviously related, by identity of 
rhythm, to the main theme of the first movement (Ex. 17). 

This rugged music is at once counterstated with different har- 
monic inflexions, and a sudden diminuendo prepares the way for 
the second group. 
We have already repeatedly remarked that Bruckner’s second 

themes have, almost invariably, highly important and expressive 
accompanying parts. Here we have a perfect combination of two 
simultaneous themes. While the violins play a merry dance tune, 
horns, trumpets and trombones intone a solemn chorale. 

August Gollerich tells in his Bruckner biography how he was 
once walking home with the composer late in the evening, when, 
passing the Schottenring, they heard the music of a festive ball 
from one of the stately mansions. Not far away, in the Siihnhaus, 
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the body of the cathedral architect Schmidt lay in state. Gol- 
lerich relates how Bruckner remarked to him: ‘Listen! Here in 
this house a grand ball and yonder in the Siihnhaus the master 
in his coffin! That is life and that is what I wanted to show in 
the last movement of my Third Symphony: the poika means the 
fun and joy of the world and the chorale the sadness and pain of 
life.’ As always with stories of this kind, it may or may not be 
one of those ‘Bruckner anecdotes’. It does, however, ring true, 

and it certainly fits the effect of the music, with its two super- 
imposed moods. 

Extensions of the theme begin with bar 81. The strings remain 
occupied for a very long time with passages derived from the 
third bar of the last example while wood-wind and horns—later 
with trumpets—continue the measured chorale. 

At bar 125 the combination of both themes is heard again, in 
F major. From bar 139 the music begins to move towards the 
third group, which begins thus (bar 155): 

[The setting of this theme differs significantly in the two 
versions. The second version contrasts the heavy synco- 
pations with a firm counter-unison in the brass, deriving 
from the transition (bars 141-142, 145-146). The third 
version has, strictly speaking, only the syncopated unison. 
The rhythm of the counterstatement of the second version 
is in evidence only during the diminuendo, but it can hardly 
be considered as having thematic significance. ] 

The power gives way to mystery, with lyrical responses from 
horns and wood-wind, violas still maintaining the former syn- 
copation on a pedal-point C. At bar 185, Ex. 33 bursts out 
again and the counterstatement of the brass (in the second 
version only) now becomes prominent. 
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Dramatic extensions after bar 197 involve further figures in 
the rhythm of the first theme of the first movement, such as 

EX. 34 

At the height of its development, this wild section breaks off 
abruptly (bar 217; III, 213) and a calm epilogue (horns, later 
wood-wind) brings the exposition to its end. 

Almost imperceptibly this merges into developmental treat- 
ment. At bar 247 (III, 243) the violas take up the violin figure 

from the beginning of the movement (Ex. 30). It gains momen- 
tum and gradually, crescendo, a lively ostinato movement gathers 
way. At bar 259 (III, 255), the brass adds the first three bars of 
the main theme (Ex. 31) which, it will be remembered, have the 
rhythm of the main theme of the first movement. The rhythm of 
Ex. 30 is constantly in evidence and an important part is played 
by bars 5 and 6 of Ex. 31 (in both the upper staves and the bass). 
In the second version, the obvious approach to a great climax is 
most effectively interrupted by a diminuendo after bar 288; the 
music ceases. A quick crescendo, on the same lines as before, 

leads to an even more formidable display of strength. 

[The third version is considerably different after bar 260 
and both versions meet again at bar 291 (III, 309).] 

The expected climax occurs at bar 341 (III, 323) and it is, 
indeed, so far the most powerful in the symphony: the first bars 
of the main theme of the first movement are triumphantly 
blazoned forth on the dominant of C. There is a quick hush, a 
silence, and then a new treatment of the second theme, on violon- 

celli with pizzicato accompaniment beginning in C minor (bar 
351; III, 333). The ‘Polka’ is absent. The music comes to rest 
on the dominant of F; then another powerful tutti breaks out, 

proved by subsequent events to mark a recapitulatory process 
(bar 379) and corresponding to the first full tutti of the move- 
ment. This leads, exactly as before, to the second theme, which 

now enters in A flat major. 
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[The omission of the restatement of the first theme in the 
third version affects the formal balance of the Finale so 
seriously that one can hardly believe it authentic. It is the 
kind of excision which is typical of the garbled printed 
versions of the Fourth and Fifth Symphonies. Quite likely, 
future research may show that here, too, one of the helpful 

pupils has destroyed the formal equilibrium. The third 
version, as we know it, begins the recapitulation section with 
the second theme (bar 361, corresponding with bar 433 of 
the second version). 
The third version also omits the recapitulation statement of 
the third theme (bar 479 f. in the second. version). 
Both excisions not only destroy Bruckner’s symmetry, but 
also fail to provide the obviously needed preparation for the 
final climax of the coda. In the printed edition of the third 
version, this climax comes far too soon, is not generated, 

and therefore misfires. | 

The beginning of the coda is less obvious in this movement than 
usual is with a Bruckner finale. At bar 515 (III, 393), the violins 
derive their part from the third theme (Ex. 33) and the brass 
introduces the main theme (Ex. 31). The tonality is yet far from 
settled and the modulations come to rest on a long pedal point on 
G. 

[This does not apply to the third version which, after bar 
393, differs considerably throughout.] 

Once again, the approach to a climax is interrupted by a sudden 
silence. A hesitant quotation from the second theme of the first 
movement (bar 555 f.) merely delays a new outbreak of strength 
based on material derived from bar gor, etc., towards the end of 

the exposition. This leads to the true climax of the symphony 
at bar 597 (III, 451). In majestic augmentation, the main theme 
of the first movement closes the work in D major. 

* 
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SYMPHONY No. 4g in E flat major, ‘The Romantic’ 

wot qoo Qurcls 
I. Bewegt, nicht zu schnell 

II. Andante quasi allegretto 
III. Scherzo. Bewegt 

IV. Finale. Bewegt, doch nicht zu schnell 
Wet (NOG “100 Qa ice 

The First Movement 

‘ppp sempre (without crescendo)’ the strings play tremolo the 
warm, full chord of E flat major in a low position. Above it, a 
solo horn enters in the third bar with the first part of the main 
theme. Solemn harmonic departures from the common chord 
lead away from E flat major and return to it by the time the 
horn ends its fourth intonation. 

The dark, warm sound changes to sudden brightness when the 
deep notes of the bass leave off. The wood-wind instruments 
take over the main theme from the horn, but the latter joins in 
with ecstatic imitations. 

The continuation of the theme introduces the ‘Bruckner 
rhythm’, previously mentioned in the first movement of the 
Third Symphony. 

ee 

EX. 36 

The opening of the movement does not determine whether 
the movement is fast or slow. The character of the Allegro 
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becomes established no sooner than bar 51, when the second 

part of the theme (Ex. 36) occurs in its definite form : 

EX; 37 

The heroic character of the music is sustained, and a chrom- 

atic progression of the bass leads to a spectacular assertion of the 

dominant of B flat. This F, however, is interpreted as the third of 
D flat major; a simple pizzicato note in the basses suffices to 
accomplish the shift into the new tonality, and the modulation 
has a surprisingly beautiful effect. 

Whilst the bass holds on to the new tonic in a pedal point, the 
other strings combine to play the Gesangsperiode. The con- 
tributions of the first violins and the violas are of equal import- 
ance; the violoncelli play a somewhat less important part, but 
later in the movement it will be used for a most lovely episode 
(Ex. 42). 

This is the second theme: 

It has a companion in: 

= 
EX. 39 . 

The music ranges freely through various tonal inflexions, until 
at length it reaches a big tutti (bar 119) in B flat, the dominant 
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key that was expected at bar 75. This tutti does not state any 
new themes (it is not a ‘third theme’, unless one counts the rather 
striking new idea in the brass as such), but it serves the same 
function as do Bruckner’s normal third-theme groups. It cul- 
minates in the following dramatic brass chords: 

dd ddd oe Maeda 

EX. 40 

which, cut off suddenly, makes way for a reminiscence of the 
second theme, adorned by a simple new descending counterpoint. 
This gives rise to a short codetta in the nature of a ‘dying fall’. 
It ends the exposition. 

Almost imperceptibly the development sets in: the strings are 
still occupied with the chromatic codetta motif when an oboe 
and a clarinet recall the beginning of the first theme. Very soon, 
the second part of the theme joins in (Ex. 36) and becomes 
prominent for a time until the horn theme predominates again, 
its rhythm now used for a noble chorale: 

This dies away into vast distances with trumpet calls based 
on the main theme, and the development ends with an episode 
which sounds like an entirely new tune: 
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But it is not new; it comes from Ex. 38. The sublime music 

achieved by this augmentation of the second theme is one of the 

most masterly transitions ever written, linking the end of the 

development with the onset of the recapitulation. The transition 

towards E flat major, starting from G major, begins with Bruck- 

ner’s characteristic shift by half a tone upwards (bar 341); there- 
after the music moves nobly and organically towards its home 

key. 
The mirage of beautiful sound does not vanish at the entry 

of the main theme. The opening of this symphony was out- 
standingly beautiful; but the composer is able to raise it to a still 
higher level. 

From bar 365 to 377 a solo flute plays a new contribution 
extremely simple yet enhancing the warmth in an individual 
way. When the wood-wind join the horns (bar 381), the ’celli 
add a glowing comment at the caesuras of the theme. 

From the tutti onwards (bar 413), the recapitulation takes its 
normal course, but is by no means strict in detail. The ‘third 
theme’ is now made far shorter in order to prevent a sense of 
towering climax, and the extensive play with chromatic scales 
towards the end of the exposition is now condensed to one single 
chromatic decline (bars 495-501). 

Here the broad coda begins in C minor and the rhythm set 
by the lower strings will continue right to the end of the move- 
ment. After twelve bars the tonality moves to D flat. Again, four 
bars later, a chromatic progression begins on the dominant of 
B flat minor, eventually reaching the key of E major at bar 533. 
In bar 541, however, an enharmonic reading of G sharp as A 
flat procures one of those marvellous Brucknerian shifts into the 
mediant tonality. Again the music seems to settle happily on 
A flat until after a few bars the common chord is gradually 
extended. Step by step we approach a moment when the insistent 
A flat pedal point is felt as the subdominant of E flat. At bar 557 
the music comes home to E flat major, freed from all alien 
influences with the horns repeating the first phrase of the main 
theme over and over again. 

The Second Movement 

The character of this Andante quasi allegretto has much in it 
of the funeral march, at least in large and important sections. 
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The upper strings open the movement with the Schubertian 
motif ; 

Ex As 

The dotted rhythm in the second bar of Ex. 44, so important 
a part of the tune’s character, becomes also the nucleus of a brief 
comment added by the violins in the clear key of C flat major, 
contrasting brightly with the dark C minor theme: 

EX. 45 

The whole section is then repeated with fuller instrumentation. 
The basses emphasize the march character with their heavy 
alternation of tonic and dominant; this, for all its simplicity, is 
an important link with later episodes in this movement and the 
Finale. 

The counterstatement of the main theme is followed by a 
richly modulating, profoundly solemn chorale, punctuated by 
the characteristic dotted figure. The essence of all this is its 
completely static quality, a fact which is confirmed by the 
eventual entry of the true second group in the tonic, C minor, 
at bar 51; this, astonishingly, consists of a long, slow chant on 
violas, accompanied by simple pizzicati : 
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The pace never varies throughout this section, nor does the 
texture, and its static character, the total absence of contrast, may 
strike some hearers as a test of patience. Once its true nature 
and function are understood, however, it becomes one of the most 

moving passages of the work. 
The ‘development’ of the movement begins with a high solo 

flute recalling (bar 83) Ex. 45 which is repeated, a semitone 
higher, by a solo horn. This change of tonality and instrumenta- 
tion reaches the ear as a strange and wonderful echo effect. The 
soft signal is connected with the extensive improvisations that 
follow by a repetition of the organlike sequence which preceded 
the second theme (bar 87). Then the march rhythm is resumed 

and Ex. 45 is made to serve as bass to a vigorous tune on the 
violins : 

EX. 47 

It is the same tune which modulates (bars 99 and 100) to the 
next episode, in which the horns play the first theme of the 
movement to the accompaniment of the familiar heavy tonic- 
dominant bass, while the violins introduce a new idea: 

The bright key of C flat major seems to intensify inexplicably 
the sadness of the music; an occasional departure from broad 
legato to sharpest staccato in the violins appears to introduce 
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a strain of joyfulness. Perhaps the phrase ‘a smile through tears’ 
comes nearest to describing the strangely mixed mood of this 
music. Despite the tunefulness of the violins, the heavy bass sees 
to it that the atmosphere of a funeral march is retained, and a 
considerable climax is attained. 

The first theme appears three times during the movement. Its 
first recapitulation is practically a repetition but for a significant 
new motif added by the oboe (bar 129). This is nothing more 
than a short motif of lament, but it immeasurably heightens the 
expressive quality of the music: 

giclee 
e 3 

P 

EX. 49 

In its final return, the theme (beginning with bar 193), is 
played by the wood-wind, the strings adding a new, flowing 

accompaniment. This time an immense climax is created. 
The movement ends with soft beats of the drums (bar 237)— 

the bass from Ex. 48—in C major. Despite numerous incidental 
apparent modulations, the final impression is that the key of C 

has never been disturbed. 

The Third Movement 

The Scherzo reminds us with its very first notes of the name 
which Bruckner gave to the work: the ‘Romantic Symphony’. 

The first section is made up, with interesting elaborations, of 
horn calls: 

With the entry of other instruments, the ninth is added to the 
common chord of E flat major and through further piling up of 
thirds, the harmony becomes more and more tense until the 
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horns and trombones rapidly dissolve the accumulated dissona:ice 
with the motif : 

3 

b 

EX. 51 

answered by a shining, diatonic trumpet call. 
The second theme consists of an expressive modulating motif 

in the strings. This again is answered by a signal-like horn call : 

EX. 53 

played by flute and clarinet, followed by a melodious flowing 
string passage. It is a particularly arresting moment when the 
G flat major of the Trio is replaced, without any bridge, by the 
key of the Scherzo, B flat. 

The Finale 

After the delightful Scherzo, the Finale brings back the monu- 
mental proportions of Bruckner’s larger movements. It will per- 
haps be simplest to explain the architecture of this Finale in 
terms of sonata form organization, with which it has at least 
affinities, however loose. 
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The movement opens with a pedal point on B flat, lasting 
forty-three bars. Above the unceasing pulsation of the bass, the 
second violins begin an ostinato: 

and two clarinets and one horn announce the motif : 

bo 

EX. 55 

which gradually increases its speed : first minims, then crotchets; 
from bar 28 it carries across the bar lines and assumes for a 
time an apparent rhythm of 3/4. To this double rhythm the 
horns add, again in a rhythm of their own, a reminiscence from 

the opening of the Scherzo (bar 28). Together with this mixture 
of rhythms goes a mighty crescendo, culminating in the outburst 
of the mighty main theme: 

In the stormy music that follows, the thundering basses dominate 
the sound (bar 51) while the figure of the violins : 

(related to the Scherzo theme, Ex. 50) is vital to the continuity of 
the movement. The tenseness of this section reaches its culmina- 
tion in bar 79; the horns, augmented by the trombones, play 



158 THE LIFE AND SYMPHONIES OF ANTON BRUCKNER 

the beginning of the main theme of the first movement. Imme- 
diately afterwards, a rapid diminuendo leads to the second group 
of themes. 

The main theme of this group is a combination of three motifs 
above the tonic-dominant bass from the march of the second 
movement (Ex. 48). As so often in Bruckner’s second themes, 
each part has thematic significance : 

EX. 58 

EX. 59 

Into the carefree music of these themes comes (bar 130) a real 
‘quotation’ from Schubert, a greeting from the String Quartet 
in A minor op. 29 which Bruckner may or may not have 
known. 

But then comes an ominous moment; the interval of the sixth, 
so cheerful at the beginning of Ex. 59, is repeated (bar 151) 
several times by the wood-wind and joined by a chromatic 
figure somewhat reminiscent of Ex. 54. Only four bars, and the 
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idyll is over. Into the thundering sextuplets taken from the 
stormy scene that followed the first theme, the trombones thrust 
the idea that starts the third group: 

The dramatic violin figure of Ex. 57 is present throughout this 
tense section; suddenly (bar 183), the first clarinet plays it with 
great warmth, giving it a totally new meaning, and the violins 
respond rapturously : 

Thus the exposition ends on a peaceful note. 
The development opens with the beginning of the movement, 

inverted, and various ideas are then combined and juxtaposed. 
Bars 203-228 combine the violin ostinato (Ex. 54) with the 
inversion of the wood-wind motif (Ex. 59); from bar 229 on, the 
music goes new ways, eight bars of transition to one of the most 
impressive moments of the Finale. At bar 237, the friendly tune 
of Ex. 59 reappears in broad and solemn F sharp major, trans- 
formed into a Brucknerian brass chorale immediately continued 
by the full strings. 

However, this sudden turn to broad solemnity is immediately 
dispelled. The flute plays reminiscences of the theme in its original 
rhythm. While it plays the first bar, the strings add the second 
bar in counterpoint. This episode closes with an improvisation 
on a rather free inversion of Ex. 60 (bar 257). The next bar (bar 
269) begins with an almost definite statement of the second 
theme (Ex. 58), extended by a long improvisation inspired by 
the triplet, gradually falling into a hushed pianissimo, suddenly 
interrupted by an outbreak of the first theme (Ex. 56) in the 
full brass (combined with its own inversion), accompanied by 
the sextuplet figure of Ex. 57 in fortissimo unison strings. 
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There follows, from bars 339-382 a long link with the recapit- 
ulation (all these terms, we stress again, being used with the 
caution that we have here only an extremely loose application 
of sonata form). In the bars following bar 343 we recognize the 
first notes of the Scherzo. Bars 351-357 derive from Ex. 55 and 
bars 358-382 are entirely concerned with thematic fragments 
from the Scherzo, a pedal point on B flat (drums) ensuring the 
gradual return to E flat major. 

The recapitulatory section omits the long introduction with 
which the movement began, opening at once with the tutti 
theme, Ex. 56. After the restatement of the second group of 
themes, the cheerful second section is not now, as it was 

originally, followed by a threatening episode. The sextuplet 
motif (Ex. 57) from the omitted there group makes its appear- 
ance, nevertheless (bar 457), as a counterpoint to one of the 
other melodies. 

At the very end of the recapitulation, during the transition 
to the coda (bar 465), there is another reminiscence of the 
Scherzo. The coda begins in mysterious twilight between E flat 
major and C flat major in which the wood-wind play the motif 
from the Introduction to the Finale (Ex. 55) in its real and 
inverted forms. With a steady crescendo quite different from that 
in the coda of the first movement and yet somehow cousin to it, 
the symphony draws to its close in serene and majestic solemnity. 

* 

SYMPHONY NO. 5 in B flat major 

I. Introduction (Adagio)—Allegro 
II. Sehrlangsam VERY SLOW 

III. Scherzo Molto vivace (Schnell) 
IV. Adagio—Allegro moderato 

The First Movement 

Turs is Bruckner’s only symphony which opens with a slow 
introduction. Jn the course of this preliminary Adagio, a number 
of themes are presented in a brief, aphovistic sequence. Most of 
them, if not all, are Urmotifs of themes which afterwards dom- 
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inate the work. It has been suggested by various commentators 
that the descending and ascending fragments of the scale with 
which the basses begin the work are the nucleus of every theme 
in the symphony. After a careful examination of a variety of 
such analytical findings, I hesitate to subscribe to any of them. 
The one obvious, undeniable example is the main theme of the 
Trio to the Scherzo (Ex. 83). This business of analytical search 
can so easily be overdone! Fragments of the scale are too 
frequent in melodies to be necessarily of significance. The second 
theme of the first movement of Beethoven’s Violin Concerto, it 
seems to me, contains more of Bruckner’s Urmotif than any 
theme in the symphony. 

The work begins with the pizzicato notes of the basses descend- 
ing and ascending slowly : 

above which the other strings play in solemn polyphony. 
This section occupies fourteen bars and ends with a half-close. 

There follows a general pause of half a bar. Its silence is pierced 
by a powerful triad in G flat major in vehement rhythms: 

in the brass: 
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After a pause, the triad of Ex. 64 is repeated in B flat major, 
the drums now adding to its dramatic effect. The brass chorale 
again follows, as before. 

The third section of the introduction (beginning with bar 31) 
is more continuous and anticipates the allegro not only by its 
increased speed but also thematically. The leading theme derives 
from the part of the trombones in the chorale (Ex. 65). From the 
beginning, its inversion appears alongside its natural form : 

(ere et 

noes, E 

The crescendo of this section leads to a spectacular restate- 
ment of the chorale on the dominant of D. When it ends, the 

violins continue a tremolo on a high A and, imperceptibly, the 
tempo changes to allegro. The A of the violins leaps down a fifth, 
to D. This D, instead of behaving like a tonic, is read as the 
major third of B flat major. Major becomes minor with the 
entry of the main theme which shows itself to be tonally very 
restless. The introduction of two new ideas brings about a for- 
midable crescendo (Ex. 68 and 69), culminating in a powerful 
counterstatement by the full orchestra. The opening of this 
allegro is remarkably beautiful and impressive, and the beauty 
of Bruckner’s modulation from the dominant of D to B flat 
minor is only enhanced by the listener’s knowledge of how it is 
effected. 

The theme itself is derived from the trombones’ part of Ex. 65 
through its intermediate stage, Ex. 66. 
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The two above-mentioned new ideas, which initiate the crescendo 
towards the big counterstatement of the main theme, are as 
follows : 

The excitement decreases and we descend to the second group, 
which, after the majesty of the preceding music, is a stark con- 
trast. To the accompaniment of a pizzicato theme of the other 
strings, the first violins play expressive melodic improvisations. 
This section is lengthy and is followed by the second part of the 
second group, which, although there is no change of tempo, is 
far more active (bar 161): 

EX. 70 

Note that the interesting bass not only provides a valuable con- 
tribution to the tune; it has thematic importance, and is answered 
by its free inversion in the third horn (this is significant and 
should be remembered). 

In the transition which follows this theme, the driving force 
is derived from the bass in the last example; it assumes gradually 
this form (bar 189 f.): 
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After a crescendo, it changes again and becomes the third 
theme of the movement, played by the whole orchestra in unison 

(bar 199 f.): 

There is even one further change: the motif of the codetta 
derives from the same source. Once again slightly altered, this 
becomes (bar 210) the motif which leads into the beginning of 
the development section (bars 221 and 225). A wonderful 
example of the art of thematic transformation, arising from true 
and natural symphonic growth! 

om 

EX. 73 

The development begins with an abbreviated version of the 
slow introduction, interspersed with fragments of the main 
theme. Eventually, a great variety of imitative contrapuntal 
devices are procured from the opening of the theme (for instance, 
bars 243-246, 247, 261 f., 267 f., 275, and so forth). 

To such developments of the main themes, the triad motif of 
the introduction (Ex. 64) is added as a counterpoint (bar 283 and 
onwards), both in the strings and in the wood-wind. It becomes 
more and more important until (bar 319) it is the leading motif 
in a series of downward-thrusting diminished sevenths which 
drive the music to a climax. There its rhythm produces this new 
motif which is played by the strings in unison with great power 
(bar 319). 

When suddenly the ferocious fortissimo ends, it gives way to the 
soft chanting of the horns playing the second theme (see bar 101, 
originally heard as short pizzicato notes) : 



The recapitulation is introduced by a similar preparation to 
that which preceded the first allegro, comparable with the section 
represented here by Ex. 66. It follows the pattern of the entire 
exposition. 

The recapitulation of the first group is much abbreviated, in 
anticipation of the important coda. A transition of four bars now 
suffices to lead to the second group of themes. 

The coda, beginning with bar 453, is entirely occupied with 
the main theme. The characteristic ostinato movement of the 
strings can most certainly be considered to recall the first two 
bars of the symphony. 

As the crescendo develops, contrapuntal imitations recur 
which remind us of previous instances, and after bar 477 also 
the powerful triad of Ex. 64 is brought in. Throughout the coda, 
the key of B flat major is in definite command, but for a few 
modulations which serve to emphasize the magnificent final 
B flat major from bar 493 to the end. Triumphant repetitions of 
the first bar of the theme close the movement. 

The Second Movement (D minor) 

The basses open the movement with four pizzicato bars in 
slow triplets. As these are repeated, the oboe plays the first 
theme in even rhythm : 
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The cross rhythm greatly enhances the intensity of the tune. 

This is repeated with a bassoon added to the oboe and an 
epilogue of four bars follows (bar 19) in which the mixture of 
rhythms becomes very complex indeed. A peda! point on F links 
this section throughout with the second theme. 

The second theme (bar 31), in C major, is first played with 

noble solemnity by the full strings: 

The first two bars of this theme inspire the strings to wide, 
melodic extensions in which eventually the horns (bar 55 f.) and 
the trumpets (bar 63 f.) join. Later on in the movement, these 
extensions will reach much further developments. In this present 
section, we move with wonderful effect through a variety of keys, 
and «t bar 67 the return to D minor is suddenly prepared by an 
arresting shift to A major, its dominant. 

At bar 71 the main theme is repeated (full wood-wind unison) 
and immediately receives expansive treatment. The interval of 
the seventh in the third bar of the theme is especially singled out, 
first in its natural position and later on (particularly after bar 95) 
in its inversion. The ever-increasing agitation of this section is 
abruptly cut off at bar 100 and an uneasy sequence on a 
diminished chord from bar 13 introduces a period of uncertain 
suspense. 

A firm statement of the second theme in D major brings relief. 
Here again, melodic extensions follow, vaster in their dimensions 

than before. After bar 130 the bass takes the lead with a 
particularly impressive extension : 
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The third bar of this quotation becomes, indeed, for a time a 
motif of independent significance. It is with this motif that the 
section enters its epilogue (bars 141-162) and we arrive at the 
third statement of the first theme. 

Against the flowing accompaniment of the strings (with a 
particularly fine, new motif in the bass) the theme is first given 
in its original text but goes new ways from bar 169 onwards. 
Eventually it is again the interval of the seventh which gains 
prominence. After bar 180, and even more powerful at bar 
196 f., the sevenths appear as a sequence of juxtaposed dissonant 
chords. When in bar 203 the drum introduces the return to D, 
the sevenths are still played in soft pizzicato notes until a horn 
quotes the beginning of the first theme (bar 205). It is answered 
by an imitating lament of the oboe, but it is for the flute to end 
the movement with an unexpected solace in D major. 

The Third Movement (D minor) 

The strings begin the Scherzo by playing in rapid staccato 
the first eight bars of the Adagio. To this accompaniment the 
main theme enters in the third bar: 

A most effective pause follows when the theme suddenly breaks 
off at bar 21. 

The second theme, to be played ‘considerably more slowly’, 
is of the Laendler type: 

a beautiful melody to which the second violins add a tuneful 
counterpart whilst the violas play a comfortable ostinato and 
the basses retain the rhythm of their former tense theme. 
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Although the second theme is idyllic, there is something uneasy 
in the abrupt end of the melody, emphasized by the crescendo of 
its last bar. Otherwise, however, there is nothing to mar the 
lyricism which becomes jubilant when the viclins contribute yet 
another Laendler motif (bar 39). 
When the strings begin, accelerando, to resume the original 

speed, the wood-wind enter with a new motif 

be 2; 

Ex. 81 

which now replaces the theme of example 79. 
At the end of the exposition, a short coda is provided by a 

sequence of sevenths (bars 97 and onwards) which most certainly 
recall those sevenths which had played so important a part in the 
Adagio. 2 

Ex. 82 

In the development section, various fragments of previously 
heard themes meet in ingenious combinations, A careful perusal 
of the score shows a great number of them. Thus, for instance, 
the jumping sevenths (Ex. 82) are used as a counterpoint to the 
last four bars of the main theme. Or there is a fleeting moment 
when these four last bars of the main theme are presented in a 
complex double imitation (bars 170-175). 

The Scherzo ends in D major and the Trio opens with one 
of Bruckner’s marvellous changes of tonality. The horn plays a 
sustained note—G flat—which we still hear as F sharp. Thus, 
without any bridge towards the new tonality, flute and oboe 
begin in G flat major. 
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This theme (which definitely derives from the first two bars of 
the symphony) is also played in its inversion : 

There is a third variation which, once again, introduces its own 
new atmosphere : 

The main sections of the Trio end with a gallantry quite 
Mozartian in its elegance! 

The Finale 

This finale is chiefly a colossal fugue with three themes, one 
of which links it with the first movement, whilst the movement 

has an additional theme, characteristic of Bruckner’s second 

groups. 
The movement begins with the opening episode of the sym- 

phony (Ex. 63) in a slightly abbreviated version. At the moment 

when the violas begin the polyphony of the upper strings, a 
clarinet calls out a descending octave, to be repeated, two bars 

later, a third higher. 
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When the pizzicato comes to a halt, the clarinet-—after a 
general pause—enlarges on its octave call and plays, like a 

suggestion, the motif : 

A n 

f fe 

EX. 87 

After a short pause, the strings begin playing the main theme of 
the first movement (Ex. 66), and now a trumpet adds the inter- 
jection of the octave. The clarinets repeat their new motif 
(Ex. 87). There is again a short pause after which the beginning 
of the second movement is recalled, with the octave call coming 
from the flute. Now, all this happened clearly in accordance with 
the precedent of the introduction to the Finale of Beethoven’s 
Ninth Symphony, and one might, therefore, expect next a quota- 
tion from the Scherzo before the Finale finds its own theme.’ 
However, when the clarinets repeat their motif (Ex. 87) after 

the theme of the second movement, the basses take it up suddenly 
—with a characteristic shift of tonality—and it becomes the 
theme of an energetic fugue, the first theme of the Finale: 

The fugue is played by the strings, with the rest of the 

orchestra heavily stressing the octaves in the theme. The fugue 
does not go beyond its exposition and then the music calms down 
over a pedal point on F. 

Immediately after follows the paragraph which is not used for 
the fugal parts of the Finale and which forms an extensive 

second group. It consists of three themes, the second and third of 
which appear simultaneously : 

1The Scherzo is omitted here clearly because its material is so 
closely related to that of the Adagio. 
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The statement of these themes is followed by a transition in 
which practically every detail of the passages used for the accom- 
paniment of these themes assumes for longer or shorter periods 
thematic importance. 

The second group of themes ends with a chromatic scale 
(bar 133) which derives from the part of the second violins in the 
first bar of the last example (bar 83). After a moment of silence, 
the strings resume the chromatic scale in a wild fortissimo and 
the orchestra adds with tremendous strength the octaves of the 
fugue theme: 

This section has the characteristic sound of a third theme in a 
typical large Bruckner movement. Afterwards (bar 167), flute 
and oboe play the chromatic scale, inverted, in crotchets and the 

basses answer with a still slower ascending chromatic scale. 
The third section of the Finale opens with the noble brass 

chorale : 
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With radiant serenity, the strings repeat the second phrase 
pianissimo. The chorale is repeated by the brass and the response 
of the strings is now extended into an improvisation of rapt joy. 
This forms a prelude to the second fugue of the movement, the 
theme of which is the chorale (Ex. 92). In the course of this 
fully developed fugue, the inversion of the theme ends with an 

octave and this becomes a link with the first fugal theme (bars 
261-264). Gradually this link is emphasized, till at last the 
themes unite : 

From then onwards, the immense double fugue broadly leads to 
the splendid climax in which the brass plays the theme of the 
chorale (Ex. 92) and the rest of the orchestra the first theme, both 
sections of the orchestra in unison (bar 374). After this, as so 
often in Bruckner’s compositions, the great climax is followed by 
a swift diminuendo. 

The fourth section of the Finale recapitulates the non-fugal 
group of themes (Ex. 89 and go). The ending of the group (with 
the chromatic scales) is differently formulated, yet as before the 
scales lead to a reappearance of the octaves of the main theme 
(bars 450 and onwards). All this imparts a necessary sense of 
symmetry to the design as a whole. Three bars after their entry, 
the first theme of the first movement is joined to these octaves 
of the Finale’s main theme: 
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The new combination is developed extensively in fugal style. 
Now, as we have seen, the combination contains the main theme 
of the first movement, the emphatic octaves from the main theme 
of the Finale and the chromatic scales derived from the Finale’s 
second group of themes. The climax of these fugal developments 
is reached when the entire main themes of the first movement 
and the Finale are played against each other. 

EX. 95 

From here onwards, the new double fugue becomes more and 
more triumphant till further enhancement seems hardly possible. 
But the true climax comes only at the supremely festive moment 
when trumpets and trombones enter with the chorale (Ex. 92), 
the third theme of the Finale, whilst the rest of the orchestra 

brings the magnificent fugue to a close. Bruckner’s sense of move- 
ment is so superb that the final entry of the chorale does not, as 
with inferior composers, rob the music of its great pace; it strides 
over the action like a giant.' 

1JIn Eugen Jochum’s recording, he pompously reduces the power of 
this passage to the level of clumsy ineptitude by suddenly halving the 
tempo. Instead of achieving the sense of immensity he aimed at, he 
merely exhausts, abruptly, all the steam from the music by destroying 
the tremendous momentum Bruckner has so mightily generated. 

* 
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SYMPHONY NO. 6 in A major 

I. Majestoso 2 a EMN 
Ti, Abeeio  celnteedicny ee , 

III. Scherzo. Nicht schnell N° ! 
Trio. Langsam 9+0W 

IV. Bewegt, doch nicht zu schnell 
YET Noy TOO QuicK 

BENEATH the sharply accentuated pianissimo rhythm of the 
violins, the basses play calmly the main theme, which fully 
warrants the designation ‘majestoso’ : 

A solo horn links its first phrases with imitations of the third 
and fourth bars. The third phrase (bar 15) adopts something of 
the dotted rhythm of the persisting, characteristic ostinato of the 
violins, thereby introducing the pace of a moderate allegro. The 
rhythm becomes even more striking when, at bar 19, the final 
phrase of the first theme enters. 

Suddenly, at bar 25, the entire theme is being repeated fortis- 
simo. The glittering rhythm of the violins is taken over by the 
lower strings, assisted by the drums, and the upper instruments 
play the noble theme. The character of the music changes to 
festive solemnity. 

A new tonal direction begins with the second phrase. At bar 
43 a sudden return to pianissimo allows the first theme to end 
with the original sound of the characteristic rhythm. 
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The second group of themes is far more complex throughout. 
The first theme is a strong violin tune, which occurs in a setting 
of a new striking mixed rhythm : 

It continues, after four bars, with an expressive, lyrical phrase. 
There is a good deal of modulation throughout the second group, 
but the main theme invariably returns to the key of E, at first 
minor then (bar 81) major. The second theme of the second 
group comes in at bar 69, a short and beautiful motif of two bars. 

EX. 98 

We hear it first, led by an oboe, in D major, to be immediately 
repeated in fuller scoring, in F major. This leads to an extremely 
richly laid out version of Ex. 97 in E major, approached through 
what is now its subdominant, A major (the original tonic). 

The sevenths from Ex. 97 (bass, bars 3 and 4) are important 
for a sequence which links the second with the third theme group. 
Throughout this sequence a pedal point on B prepares for the 
entry of the third theme in an admixture of E major and GC 
major. This begins as quoted below in C, but soon swings in the 
direction of E: 
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Yet, a second phrase of the theme (bars 111~112) introduces 
once again the mixture of both keys—as before, with an emphatic 
accent on E major: 

For the first two bars we have pure C major but the following 
six bars lead to the end of the exposition in the orthodox 
dominant. 

The development is shorter and far less complex than usual in 
Bruckner’s first movements and becomes marvellously eloquent 
when the violins play, from bar 159, in long periods, the inver- 
sion of the main theme. It is probably the absence of the accent- 
uated rhythm of the opening which allows the theme to speak in 
an entirely new way. The serenity becomes disturbed at bar 183 
when the second phrase of the first theme introduces its more 
animated rhythm. After a few bars, an accelerando over a pedal 
on B flat introduces a note of agitation, emphasized by the 
absence of the crescendo one would normally associate with 
this kind of transition. 

Suddenly the pedai point on B flat explains itself: at bar 195 
the main theme bursts out in E flat major, strengthened by 
inverted imitations (horns). The greatest impact of power is, 
however, conveyed by the simultaneous, sudden reappearance of 
the characteristic rhythm of the theme. 

The listener may consider this section as a veritable climax. 
However, it only prepares for the true climax which occurs at 
bar 209 when the music swings round with great majesty from 
E flat (the remotest possible region from the home key) to the 
tonic, A major. This magnificent beginning of the recapitulation 
is indeed a climax. It is one of those masterly transitions which, 
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the critics keep telling us, Bruckner had never learned to write. 
The recapitulation is a complete restatement of the three 

groups of themes but for the codetta motif (Ex. 101), which does 
not recur. Instead, we enter, at bar 309, an extensive coda (one 

of Bruckner’s very greatest passages) in which the opening phrase 
of the first theme is used throughout. For four bars we are in A 
major, but thereafter awesome modulations create a world of 
ever more solemn intensity. At the height of a crescendo, the 
opening rhythm joins in (bar 345), but the modulations continue. 
A sudden pianissimo at bar 349 makes its peculiar contribution 
to the general atmosphere of festive expectation, and four bars 
later a new outbreak of fortissimo on the subdominant prepares 
the listener for the finality of the entry of A major at bar 361. A 
triumphant statement of the first phrase of the theme, now 
reduced to pure tonality, closes the movement by completing a 
giant plagal cadence. 

The Second Movement (F major) 

The Adagio opens with a theme in the strings : 

to which an oboe is joined in the fifth bar: while the strings 
repeat the first two bars, the oboe adds a pathetic lament : 

SN sys EN nc 

| =I Dy = - ares 
See ear e Saas Ligcie cee 
lay? fo 

Cresc 

EX. 103 

and brings about a broad, elegiac crescendo that falls away into 
a dark transitional passage, modulating to E major, in which key 
the second theme follows at bar 25. 

This is a Gesangsperiode of remarkable polyphony. Although 
the violoncelli have the leading part, the other instruments— 
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particularly the first violins—play hardly less important contri- 
butions : 

In its last phrase, the theme reaches a climax in C major (which 
key it retains), its hold through a soft sequential passage contain- 
ing diminutions of the first phrase of Ex. 104. 

Towards the end (bar 49), an augmentation of the demi-semi- 
quaver motif accompanies a significant phrase of clarinet and 
bassoon, while the C major darkens into minor. 

The third theme (bar 53) has the character of a funeral march 
in which C minor is blended with A flat. The dotted rhythm in 
its first bar is perhaps an augmentation of the second oboe phrase 
of bars 5 and 6. The theme with its infinitely sad turn to A flat 
major after the fourth bar is the kind of music which Mahler 
wished and attempted to achieve with his typical conscious exertion 
from time to time which, therefore, has led some critics to the pro- 
found observation that occasionally Bruckner anticipates Mahler. 

At bar 69, some developmental treatment of the first theme 
begins. The former bass scales are given to the wood-wind and a 
solo horn plays the opening phrase of Ex. 102. At bar 77, the 
basses invert this phrase and the last eight bars of the section 
bring in the lament of the oboe from the beginning of Ex. 103. 

The recapitulation of all three themes begins with a return to 

F minor at bar 93. The former violin theme is given to the horns 
and then the wood-wind; the expression is raised to a higher 
degree of intensity, particularly by the violins, whose sextuplet 
accompaniment becomes increasingly agitated as the music 
approaches a vastly bigger climax than before. 

The second theme is recapitulated in its entirety in the tonic 
but four bars now suffice to introduce a very brief reminiscence 
of the third theme. 
A transition over a dominant pedal once again makes use of 

the opening phrase of Ex. 104 (inverted) and leads to the beauti- 
ful coda. At bar 157 we hear for the last time the beginning of 
the main theme, and thereafter final improvisations on its former 
bass scales terminate the movement in F major, in a mood of 
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perfect serenity. This is the only one of Bruckner’s Adagios in 
true sonata form and it is a monument to his mastery of this form 
on a vast scale. 

The Third Movement 

The A minor Scherzo of the Sixth Symphony is quite unlike all 
its predecessors. The tense character which is usually associated 
with Bruckner’s Scherzi is here not absent, but very much sub- 
dued. The tempo is not fast and in place of a characteristic, 
striking Scherzo theme, we have here a combination of motifs, 

wood-wind having the main theme proper. 

The first theme in its entirety ends with the four fortissimo bars 
after bar 11 where the important motif of the second violins is 
given to the basses." 

1H. F. Redlich’s remarks on this movement (Bruckner and Mahler, 
P. 95) are quite absurd. Instead of quoting the memorable contribu- 
tion of the second violins and violas to the theme in its definite form, 
he chooses bars 28 and 29 as his thematic illustration. The choice is 
odd, but it enables him to discover the Rhinemaidens from Gédtter- 
daémmerung in Bruckner’s Sixth Symphony! 
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The central development generates a particularly lovable new 
motif : 

EX. 106 

The Trio in C major is slow. Its rhythmical opening theme 
(pizzicato strings) enters, with an unforgettable, beautiful effect, 
in what sounds like the first inversion of the dominant seventh 
chord of D flat. In the third bar, an emphatic entry of the horns 
answers this decisively in C major, but the entry of the wood- 
wind, another two bars later, tries to assert A flat major (with 

what suggests an unexpected echo from the first movement of the 
Fifth Symphony). A final phrase of the strings leads back to a 
half-close in C major (bar 11), the whole group is repeated and 
brought to its conclusion in the tonic. 

The middle section matches the opening phrases in beauty 
and marvellous tonal surprises, but the greatest miracle of all is 
the fact that the key of C is, at the end, so secure as to suggest 
that there have been no modulations at all. 

The Scherzo returns complete. 

The Finale 

The first theme opens the movement in a Phrygian A minor : 

EX."107 

In bar 22, the horns and trumpets interrupt the rather sinister 
flow of the music with an A major ejaculation, but the theme 
continues in its former mood. Four bars later, the horns and 
trumpets interrupt again, this time with insistence. At once, A 
major is established (bar 29): 
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The new lively mood reaches dramatic emphasis and the first 
group of themes remains powerful to its end (bar 63) on the 
dominant of A. 

The second theme enters, with one of Bruckner’s favourite 

mediant modulations, in C major. Again it is a Gesangsthema 
full of rotating counterpoints in which the two most significant 
parts are in the first and second violins. The direction hervortre- 
tend (in relievo) in the second violins is not to be interpreted as 
a real subjugation of the first violins. 

The third theme (bar 125) is divided between a powerful tutti 
on the dominant of E and a dotted wood-wind motif which is 
possibly derived from the oboe theme (Ex. 103) of the second 
movement. 

It is this motif which is used for an extensive final section of 
the exposition which ends at bar 175, with E major established. 

Immediately afterwards, the violoncelli play the first theme 
(Ex. 107) in its original Phrygian setting. Oboe and clarinet reply 
with the beginning of Ex. 109, which very soon afterwards again 
takes the lead in a short section of lively rhythm. At bar 197 F 
major is established, the violoncelli playing the inversion of the 
first theme (Ex. 107). The music continues to move through 
various major keys, now interrupted from time to time by the 
brass with powerful signals from Ex. 108, first on E flat (bar 215) 
and then on E (natural) and F (see bar 225). This inevitably 
creates a gradual rise in tension until at length a great tutti breaks 
out at bar 245, in the tonic key, A major. This may be regarded 
as the start of the recapitulation. A mighty paragraph for the full 
orchestra strides with colossal and deliberate breadth over some 
forty bars, expanding the material of Ex. 108 until it subsides in 
preparation for the restatement of the second group, which now 
begins in the tonic at bar 299. 

Ex. 109 follows (bar 332), this time growing into a weighty 
tutti during which the opening rhythm of the first movement 
makes itself felt (see bar 349). There is considerable doubt about 
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the tonal direction of the music, and questions pervade the air 
(bar 356). Another crescendo is dramatically interrupted by a 
pianissimo on the dominant of B flat minor (bar 371), when sud- 
denly the tonic, even more dramatically, reasserts itself (bar 385) 
in full power. At bar 397 there is a quick hush, as if the music 
does not quite believe itself so very near home, but the end is 
close in sight, and the final blaze of A major finds the trombones 
giving out a grand diatonic version of the main theme of the 
first movement. 

* 

SYMPHONY NO. 7 in E major 

I. Allegro moderato 
II. Adagio. Sehr feierlich und sehr langsam 

III. Scherzo. Sehr schnell 
IV. Finale. Bewegt, doch nicht schnell 

First Movement 

THE violins open the symphony, playing tremolo the third of 
the chord of E major, and in the third bar the first horn and the 
’celli begin to play the long first theme: 

As a tune of twenty-one bars’ length it is the longest of all 
Bruckner themes, a tune of perfect flow and inner unity, travel- 
ling far from the firm E major tonality of its opening and return- 
ing to the home key organically. It will be readily seen that in 
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the great arc of this theme a number of distinct motifs can be 
discerned : the great elevation of the broken E major chord (bars 
1-3 of the theme); the next following phrase; again, bars 10 and 
11. In the course of the examination of the movement, we shall 
often refer to these sections of the main theme and we shall even 
single out less obvious parts, such as bar 5 together with its up- 
beat and the ending of the phrase by the first two notes of bar 6. 

The theme is played twice in succession. Its first statement ends 
without the final E and thus leads over to the entry of violins and 
wood-wind. These repeat the theme to the accompaniment of a 
gradually assembling tutti. In the fourteenth bar of the repeti- 
tion, the theme reaches its climax with a new extension. After 

four bars fortissimo, a soft epilogue ends the first section of the 
movement. The epilogue, however, is still a continuation of the 
tune itself, based as it is on the motif of the climax (bars 38-39). 
We recognize its inversion in bars 41-42, and the two first notes 
of bar 39 inverted in bars 43, 44 and 45. 

Whereas we often have to speak of ‘groups of themes’ in the 
formal elements of Bruckner movements, we have here, in the 
Seventh Symphony, one majestic tune which supplies in its vast 
structure a wealth of material for individual treatment. 

The epilogue to the tune, bars 42—50, serves as a perfect transi- 
tion to the second section of the movement : 

With the entry of the new theme, the background (hitherto one 
of tremolos and long sustained chords) assumes a definite rhythm. 
The section extends from bar 51 to bar 122 and is almost exclu- 
sively composed with the thematic content of the first four bars. 
In effortless singing, the music moves through a wealth of modu- 
lations. Contrapuntal play from subsidiary instruments is added 
to its flow, sometimes enriching the theme, at other times almost 
assuming leadership, and forming its own interlude: an episode 
of a polyphonic sequence (bar 81 f.) in three parts which, al- 
though strongly reminiscent of Johann Sebastian Bach, fits per- 
fectly into the context. 
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Within this second section of the movement, its theme experi- 
ences a full development of its entire structure. Already after bar 
59, when the double basses take the lead, the dotted motif of the 
theme’s last bar gives opportunity for fine improvisation. Once 
the violins take over again (bar 69), it is the melodic turn which 
inspires further exaltation. After the polyphonic interlude, the 
horns intone the original tune with a new air of solemn calm (bar 
89). With the inversion of the theme (bar 103) we arrive imper- 
ceptibly at the transition to the third section of the movement. 
The dotted motif which closes the second theme now becomes 
quite prominent and builds up a crescendo during which a piling 
up of thirds creates an increasingly tense dissonance, whilst a 
firm pedal point on F sharp assures of the approaching solution 
in B. The growth of sound and of dissonant tension seems to pre- 
pare for a thundering climax. However, when the moment comes 
for the dissolving of the dissonance, the third theme enters pian- 
issimo, in sudden calm: 

The impression of ‘calm’ is actually an illusion inasmuch as this 
theme introduces a lively rhythm, so far the first sharp rhythm 
in the movement. This rhythm of the strings is retained 
throughout the rest of the exposition and traces of it are car- 
ried into the first twenty bars of the development section. Despite 
the unceasing continuity of so distinct a rhythm over forty- 
odd bars, the music is by no means static. With bar 131, the 
bass repeats the string portion of the theme and the violins add 
a beautiful melodic motif, Schubertian in its major-minor setting, 

bar 135 (forte) introduces a descending scale motif in the wood- 

wind which, after an extension of two bars, leads to a climax at 

bar 141 with yet a further new motif. 
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and the section ends with two successive augmentations of its 
continuous rhythm, sung by the horns (bars 163-164). 

Talking in terms of sonata form, bar 164 ends the exposition 
and we enter the vast development section. This opens with a 
dialogue between the inversion of bars 1-7 of the first theme 
(Ex. 110) and a derivation of the rhythm of the third theme 
played by a solo flute. In bar 185 the violoncelli introduce in 
broad, singing notes the inversion of the second theme (Ex. 
111). When they intone it for the second time, the inverted 
theme is extended to a long cantilena which is eventually (bar 
210) softly interrupted by the first violins playing a motif deriv- 
ing from the fourth and fifth bar of the second theme (Ex. 111): 

Thus once again this dotted motif serves as a transition, entirely 
different in character now. Here, it leads to the third theme. 

The quotation of the third theme in E minor is a most won- 
derful-sounding episode. The theme itself is played by a high 
flute whilst the basses play simultaneously its inversion in a low 
position. In the exposition, this theme yielded contrapuntal 
combinations with quite a number of tuneful counterparts. 
Here, after two bars, the violins enter with yet a further new 

idea. Theme and counterpart together bring the first section of 
the development to a close. 
A short pause precedes a violent change of atmosphere. So 
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far, the development has been reflective and calm. Now, sud- 
denly, the first three bars of the first theme (inverted) are dra- 
matically introduced in C minor. In bar 249, the beginning of 
the main theme approaches its original form, yet still in C minor, 
but even a second intonation (bar 261) in D minor fails to quote 
the theme beyond its first two phrases. A further shift of tonality 
leads up a semi-tone, to E flat major, and this, by enharmonic 
reading, introduces in bar 281 the original key of E major. Thus, 
the entire episode from bar 234 to 280 prepares with admirable 
economy the return to E major, whilst at the same time the music 
gradually relaxes from its original C minor tension. 

According to the sonata form scheme, bar 281 opens the 
recapitulation. The first theme is again played in its entirety by 
the violoncelli. Already in the preceding quotations of the theme’s 
opening, ecstatic counterpoints of the first violins brought on an 
ever-growing intensity. The entry of the violoncelli is the climax 
of this play between theme and counterpoints, as now the violins 
no longer play freely inverted fragments but a mirror 
reflection of the ’cello tune. At the end of the theme the idea of 
‘recapitulation’ is dispelled. Where the violins took over the 
theme in the exposition, we now get a new improvisation (bars 
303-318) on the first three bars of the theme—a transition, 
full of mystery, which again employs a scale progression 
and which leads to the ‘recapitulation’ of the second theme (bar 
319). This is given entirely new content. Already in its begin- 
ning, when the theme appears in its original form, a completely 
new setting produces a different atmosphere, but soon the music 
goes its new ways and approaches a broad climax of the kind 
which one would not normally expect in a second theme group. 

In bar 363, the third theme is ‘recapitulated’ in a similar way : 
unmistakably we have the original text of its first occurrence, 
but again the character is totally unlike the third theme of the 
exposition. It begins here in G major, modulates freely without, 
however, getting anywhere near the dominant of E major— 
until right at the end we notice that all its modulations are in fact 
a gradual, systematic approach to the main key—difficult perhaps 
to follow in the printed text but sublimely obvious to the ear. 

There cannot be any doubt about tonalities when this section 
ends at bar 391. The basses play the sustained note of E and 

hold on to it for over fifty bars—right to the end of the move- 
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ment. Yet so far it is only a pedal point on E, and we are still 
far from E major. Bars 391-412 comprise a soaring improvisa- 
tion on bars 10 and 11 of the main theme with a highly expres- 
sive contrapuntal motif which the attentive listener will already 
have heard in bars 291, 293 and 295, during the recapitulation 
of the first theme. A close examination of the violoncello part 
reveals derivation from other bars of the main theme towards the 
height of the crescendo. Slowly and solemnly this section grows 
in volume to recede again to pianissimo. And all the time the 
pedal point on E continues. At bar 413 E major sets in with 
glowing sound and the return to the original key of the music 
is celebrated in a final coda improvisation on ‘the first two bars 
of the main theme. 

The Second Movement 

This truly sehr feierliche (‘most solemn’) Adagio opens with 
what is surely the most beautiful music ever written for the 
Wagner tubas. The mournful C sharp minor strains of the first 
three bars are continued by the strings with streams of melodic 
music. It is quite impossible to do justice to this music by des- 
cribing how it leads from profound lament to serene consolation 
and then to a tense pathos. Since the entire section comprises, 
in a wider sense, the first theme, it is unfortunately not even 
possible to quote more than a fraction of the thirty-odd bars : 
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Four bars of brooding, dissonant chromatics lead to the totally 
different world of the second theme, set in 3/4 rhythm in the 
key of F sharp major. 

It will be noticed that the first bar of this theme has a rhyth- 
mical affinity with the corresponding second theme in the Adagio 
of Beethoven’s Ninth Symphony and it seems unlikely that this 
should be mere coincidence. The conductor of the best-known 
recording, Eduard van Beinum, treats this second theme in the 
manner of a friendly, easy allegretto. There is no reason to sup- 
pose that this is the only possible interpretation. It seems much 
more likely that Bruckner here wanted precisely the speed and 
character of the corresponding Beethoven theme (which, too, 
speaks to greatest advantage in unhurried performance). 

The theme is played twice (bar 37 f. and 53 f.) with a middle 
section (bars 45-53) and there follows a most beautiful epilogue 
during which the bass gradually progresses from F sharp to G 
sharp, the dominant of the original key of C sharp minor—once 
again one of those most beautiful and perfect transitions which, 
the critics are wont to say, Bruckner was incapable of writing. 

At bar 77 rhythm and key revert to a repetition of the first 
theme which is now treated to extensive developments. The first 
bar of the theme is singled out for a crescendo iransition (bar 
75 4.) towards a preliminary climax at bar 101, when the first 
phrase of the theme is played in inversion. Bars 105-114 are 
entirely occupied with the first four notes of bar 5. Throughout 
the entire section so far, continuity is assured by the strings and 
more particularly by the important independence of the first 
violins and the bass. A short caesura in bar 114 precedes a first 
development of the whole phrase of bars 4—7 of the main theme. 
Later on in the movement the idea of this section (bars 114— 
132) will be taken up again for a still far more extensive treat- 
ment. At the present, the harmonic progression leads to a pedal 
point on G with the apparent intention of preparing for C minor. 

However, at the crucial moment (bar 133) the second theme 
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returns and the bass of G leads, not to C minor, but to A flat 
major. The tune is assigned to the second violins and the violas 
whilst the first violins play an exquisite counterpoint. Also the 
continuation receives similar new treatment, but it is not now 

followed, as it was before, by a repetition of the main tune. In- 
stead we have, from bars 149 to 156, an entirely new transition 
to the main C sharp minor theme (bar 157). 

The restatement of the main theme introduces an ever-flowing 
accompaniment of passages in the first violins which is to con- 
tinue right up to the coda of the movement. Of the theme itself, 
only the first seven bars are restated. Beginning with the upbeat 
to bar 161 we enter into a magnificent evolution of the fourth 
and fifth bars of the theme, the music ascending to ever loftier 
heights of modulations. Examination of this most inspired pro- 
gression of harmony reveals that it is controlled by a chromatic 
scale (bar 160 E, bar 164 F, bar 166 F sharp, etc.) until we 
arrive at the great climax in C major (bar 177). 

The crash on the cymbals and the contribution of the triangle 
at this grand moment was not originally Bruckner’s own idea 
and for a long time he resisted the brothers Schalk who had 
first thought of it. However, after Nikisch had agreed that this 
could be the right moment for this kind of supreme emphasis, 
Franz Schalk could report triumphantly that at last Bruckner’s 
resistance had been overcome. The part of these two instruments 
was entered in the score. Sometime later, however, it was crossed 

out and marked with the words ‘cancelled’ (gilt nicht). The 
passage is shown in facsimile in the preface to Professor Haas’s 
edition of the work, with the opinion that the cancellation 
mark is written in the composer’s own handwriting. Professor 
Nowak thinks that the handwriting is that of an unknown person. 
Perhaps it is debatable whether this part ought to be included 
in an ‘original version’ and conductors might regard it as ‘ad 
lib.” The purist will, no doubt, prefer to have it struck out. 

A transition of three bars leads over to the significant coda, 

Bruckner’s homage to the memory of Richard Wagner, the 

news of whose death had reached him during the composition 

of the movement. For the first time since the opening of the 

movement we hear some notes from the original extensions of 

the first theme. Bars 13 and 14 of the Adagio are singled out for 

playing the leading part in bars 193-206 of the coda, a section 
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leading to a final quotation of the C sharp minor tuba strains. 

The first phrase of the theme is quoted twice but the horns 

slightly change its melodic line and allow the movement to end 

in serene C sharp major. 

The Third Movement 

The Scherzo is set in A minor and its tense character is estab- 
lished right from the beginning, both by the restless movement 
of the strings and by the trumpet signal with the clarinet’s 
rejoinder : 

, Trumpet 

These three elements supply the thematic material for the entire 
movement. In the middle section inversions and contrapuntal 
treatment by imitation develop the themes: inversion of the 
trumpet theme in bar 109 f., of the clarinet’s rejoinder in bar 
125 f. (bass), of the string ostinato in bar 157 and so forth. 
The trio is slower and a soaring theme provides a marked 

contrast to the swift Scherzo: 

The contrast is emphasized ‘by the remarkable change to F 
major. 

The Finale 

The last movement of this symphony has only vague affinities 
with sonata form; these are traceable in the contrast between the 

first and the second theme and in the transformation of the first 
into the appearance and function of a third theme. 

The opening of the first theme establishes a distinct relation- 
ship with the main theme of the first movement: both begin 
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with the common chord of E major. Here, the second phrase 
appears to change over to C sharp minor, but this is immediately 
reversed. The surprise in modulation happens at the beginning 
of bar 7 where we find a rapid shift of tonality to A flat major: 

Immediately the entire process is repeated in a free restatement 
with a ‘landing point’ in B flat major. There follows an Epilogue, 
entirely written with the first phrase of the theme, and the whole 
group reaches its end in bar 34, in C major. 

Half a bar’s total silence is broken by the soft strains of the 
second theme, a calm chorale, in a wonderful four-part setting. 
The second phrase shifts to B major, a fine instance of Bruckner’s 
favourite modulation of transporting the tonality one tone 
higher : 

The first repeated phrase of this theme remains unchanged 
throughout the movement, only its extensions will vary at each 
of the three appearances. The changing vistas of the Finale 
are produced by thematic work with the first theme. 

The second theme in its original statement ends at bar 50. It 
is followed by an expressive sequence over a pedal point on C, 
as before eventually introducing the chorale (in A flat major). 
Once again the extension of the chorale is followed by a 
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sequence. Towards its end a motif in the bass, repeated four 
times, will be recognized as a quotation of the second, third and 
fourth note of the chorale. 

The silence after the diminuendo is broken by the violent out- 
burst of the third theme—in the form of the often-mentioned 
‘double unison’ : 

As far as one can here talk of sonata form this is indeed the 
third theme. However, its derivation from the first theme is so 
plainly obvious that it would be wrong to be dogmatic on 
nomenclature. When the fortissimo breaks off in bar 112, the 
music reverts very distinctly towards the original formulation 
of the first theme. Great prominence is given to a new setting of 
the short second motif of the first theme, now, however, ending 

with a sixth in place of the original octave. A pedal point on 
C from bar 129 to bar 145 controls the Epilogue to the ‘exposi- 
tion’—if once again we wish to apply a sonata form term. There 
certainly follows now a ‘development section’. 

Bars 145-162 are an improvisation on the second bar of the 
first theme, first inverted, afterwards in the original upward 
formulation. Bars 163-171 are very obviously simply the inver- 
sion of the entire first theme, complete with the surprising modu- 
lation at the end. The following four bars are less easy to trace 
back, but I feel sure that they derive from the inversion of the 
chorale theme. 

With bar 175 we return to the first theme, which now under- 
goes a contrapuntal treatment. The steady crescendo of this 
section leads (bar 191) to a restatement of the tremendous ‘third 
theme’. Its close affinity with the third theme is now even more 
obvious inasmuch as from bar 199 onwards the first two bars of 

the first theme are used in their original text. The immense tutti 
section reaches its climax when the chief phrase of the ‘third 
theme’ breaks off in a dissonance (bar 212). 

After an anxious pause, the tension is relieved by a calm, 
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unchanged restatement of the soft chorale theme—unchanged 
in the strings, but given a slightly heightened note of calm by 
means of new by-play of clarinet and horn during the caesura. 

The restatement of the second theme has a totally different 
epilogue which leads now (bar 247) to a further development of 
the first theme, with strongest emphasis on its concluding 
modulation. 

Gradually it becomes evident that the music is moving to- 
wards its thematic and tonal goal. In bar 271 an augmentation 
of the first theme reminds us of its affinity with the first theme 
of the first movement, but this is only an anticipation. Three 
new starts are made (bars 275, 291, 299), yet all the time we 
feel—and an analysis of the tonal progressions would confirm 
our impression—that we are advancing towards E major. 

At the crucial moment, the extreme fortissimo relapses into 
solemn pianissimo tremolo and the horns intone the first 
theme; it seems indeed as if the orchestra played the beginning 
of the first movement. Throughout the coda, the basses hold on 
to E and the symphony comes to a magnificent, glowing end. 

* 

SYMPHONY NO. 8 in C minor 

Original version edited by R. Haas, with references to the ‘revised 
edition’ prepared by L. Nowak, 1955 

I. Allegro moderato 
II. Scherzo. Allegro moderato 

III. Adagio. Feierlich langsam; doch nicht schleppend 
IV. Finale. Feierlich, nicht schnell 

Tue symphony opens with the main theme of the first group : 
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It will be noticed that this has precisely the rhythm of the 
first theme of Beethoven’s Ninth Symphony. It is impossible 
to know whether this is coincidence or deliberate design; despite 
the rhythmical identity, the character of the theme is, of course, 

entirely different. 
The tonality is at first ambiguous, suggesting B flat minor 

during the initial two phrases and then seeming to approach 
the dominant of C minor. Throughout the first eighteen bars the 
violins play a scale (mostly chromatic) which allows a fleeting 
moment of C minor after bar 18. The next four bars appear to 
lead quite definitely to C minor, but at the crucial moment (bar 
23) the tonality is forced, by a sudden fortissimo entry of the 
opening F’, back to the dominant of B flat minor. 

The theme itself, although so short, will give the composer 
great possibilities for developmental treatment and we shall con- 
stantly refer to Ex. 123 during the discussion of the move- 
ment. 

The first theme is given an extension with the motif: 

which is derived from the last notes of the previous example. 
It introduces once again the duplet-triplet combination which 
Bruckner had used extensively in the Third and Fourth 
Symphonies. 

The first statement of the entire first group ends at bar 22. 
The first two phrases are then repeated, but from bar 31 a note 
of increased intensity is added. Again, at the reappearance of 
Ex. 124 we obtain a brief moment of C minor, but immediately 
afterwards the tremendous power gives way to a brooding repeti- 
tion of the initial notes of Ex. 124. At last, an augmentation of 
these same notes (bars 49-50) allows the second theme to enter 
on the dominant of C minor, a key to which it will return at its 
close (bar 72). 
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The second theme retains the double rhythm of the last 
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trend reaches C minor in bar 58. This is changed to C major by 
the wood-wind who introduce a companion motif to the second 
theme: 

EX 

Already the second phrase begins to modulate and the upward 

changed in the strong reply of horns and strings (bar 63): 
basses play the inversion of Ex. 125 and the upper instruments 
a motif clearly derived from the wood-wind theme of Ex. 126. 
After a repeat (one tone higher) of this two-bar combination of 
two themes, the violins expand this in a triumphant tune: 

The friendly sound of the two wood 

127 EX. 

which is followed by a restatement of Ex. 125. 
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After bar 80, the point at which we might expect a restate- 
ment of the wood-wind motif (Ex. 126), the trombones take the 
lead with a variant of that motif, reminiscence of which also 

remains noticeable in the violins’ expressive reaction (bar 85, 
€tC?): 

At bar 89 an oboe introduces a short transition with the motif : 

which leads smoothly and organically to the third theme in E 
flat minor of the movement. The little by-play of the flute (bars 
93-96) could easily remain unmentioned here. Only later on in 
the movement will our attention be drawn to what the flute is 
playing here, namely the first two notes of the main theme. 

The transition episode from bar 89 does indeed introduce the 
third theme: 

most wonderfully. The third theme, in E flat minor, is once 
again, as practically always with Bruckner, a combination of 
two unisons which in alternation go each their own way and 
merge. 

The crescendo of the fifth and sixth bar (bars 101-102) leads 
to an outburst of dissonant fortissimo. 
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The violins play this fragment of a descending scale, actually the 
strict inversion of the opening of Ex. 125, a theme which gains 
a new meaning altogether at bar 1og. Here an expressive 
crescendo begins which leads towards the termination of the 
exposition. 

From bars 125 to 139 we have one of the longest and most 
breathless dominant suspensions in music, and it delays the final 
E flat close of the exposition in such a way as to give the listener 
(a) a sense of vastness commensurate with and even surpassing 
that of the opening of the symphony and (b) the feeling that 
from this still immensity the music must continue to expand 
with great slowness and breadth. Bruckner, as at every point in 
his greatest conception, is looking both backwards and forwards 
—except, of course, in his beginnings and endings! 

From bar 129 the exposition is almost imperceptibly linked 
with the development section of the movement. Twice the basses 
make as if to play the first theme and the third attempt leads 
to a full statement of the entire first phrase. With a repeated 
playing of the last four notes (compare Ex. 123) the music attains 
almost complete silence. 

Bars 140-164 emphasize the stillness with long double-aug- 
mentations of the first theme. The tubas join in and change in 
their second phrase (bar 156) major to minor—a most significant 
change indeed when tubas are doing it. At bar 161 the oboe 
reacts with great expression to the mournful strains. 

During the crescendo, the bass adds the first two notes of the 
first theme in a way which could very easily, almost obviously 
turn to C minor. Yet, as the transition progresses, it settles on a 
firm pedal on F. The climax comes at bar 225 when the first 
theme is played in augmented power. We are back in the grim 
grip of B flat minor! 

Bar 225 is the start of the recapitulation. The upper instru- 
ments are still holding on to the inversion of the first bar of the 
second theme. At bar 249 a sudden diminuendo reduces the 
tremendous mass of sound to a mysterious pianissimo. Even 
now a high flute continues the extension of the thematically 
isolated first bar of the second theme, in a variant derived from 

bars 227-230, (Ex. 131), and the bass plays the final phrase of 
the first theme (Ex. 123). At bar 255, two trumpets play on the 
note C the rhythm of the entire first theme, whilst flutes and 
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basses repeat their motifs over and over again, in a mood of 
utter exhaustion. 

With the entry of the violins, new strength is given to that final 
phrase of the first theme and an upward progression, crescendo, 
leads to a new climax (bar 271 f.), Here the trumpets play again 
the bare rhythm of the first theme. The defiant power of this 
climax gives way, as before, quite suddenly (bar 278). Since bar 
271 the motif of the strings (i.e. the last notes of the first theme) 
had changed slightly, and here, at bar 279, it is again a flute 
which continues after the collapse of a climax. At bar 283, an 
oboe plays the entire initial phrase of the first theme, answered 
by a free imitation of the clarinet. A trumpet introduces the 
third and fourth phrases of the theme (vide bars 11-17). In bar 
298 the rhythm of the first phrase of the theme—which had 
been in evidence since bar 250—is suddenly released when the 
violins introduce Ex. 124. As in the exposition, this leads over 
to the second theme (bar 311). 

Comparison with the exposition reveals that the recapitulation 
is considerably shorter. After the great violin tune of Ex. 127, 
ten bars suffice to reach the third theme and on this occasion it 
is not preceded by the former transitional episode. 

The third section goes new ways from bar 361. A passage of 
the wood-wind, a powerful succession of steady minims, domin- 

ates a crescendo which leads to the greatest climax of the move- 
ment. At bar 369 the wood-wind minims are played with greatest 
power by unison strings, strengthened by trombones, two horns 
and bassoons. Trumpets and four horns play with overpowering 
insistence the bare rhythm of the first theme and continue even, 
when at bar 385, suddenly the entire orchestra stops (but for 
one further thundering entry of the drums). 

This mighty onset of the coda is suddenly transformed to a 
mood of utter desolation.’ Twice the first phrase of the first theme 
is played by the strings in sorrowful harmony. A clarinet adds 

1 In the first version, however, the mood of defiance persisted and 
the movement ended fortissimo. 
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imitating comments, but these soon come to an end and all that 
is left is a monotonous repetition of the last four notes of the first 
phrase of the theme, otherwise only the ever-decreasing remnants 
of the drum’s beat on C. Bruckner sometimes spoke of this coda 
as of the Totenuhr, the clock in the room where a man lies 
dying : the life declines, but the clock goes on. 

The Second Movement 

The entire Scherzo is built up from the thematic content of the 
first four bars. 

Horns and violins begin : 

All thematic events throughout the movement derive from these 
two examples. These occur almost exclusively in the develop- 
ment section. The exposition is most powerfully composed chiefly 
by the means of restatements of the theme in a variety of keys 
which are usually attained by chromatic approaches. The move- 
ment begins in C minor and the first chromatic scale progression 
begins with bar 7. At letter C (bar 25) a new chromatic move- 
ment begins, with the theme constantly in evidence. The climax 
is reached at bar 33 (A major) with a natural shift to E major 
four bars later. Again after four bars E flat major is established 
and remains for the rest of the exposition. 

Thematic developmental work begins just before bar 65. In 
the drum-beats we recognize the first notes of the horn (Ex. 132) 
and the violin motif follows in its inversion. In bars 67—70 the 
wood-wind is engaged with a free improvisation on the ’cello 
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theme (Ex. 133) and its inversion (first clarinet). The constant 
modulations reach C minor at bar 95 where the inversion of 
Ex. 133 is played with a note of new tranquillity. The bassoon 
adds, in counterpoint, the theme in its original form. The transi- 
tion to the recapitulation follows organically. At bar 115 the 
drums begin a pedal point on C, wood-wind instruments con- 
tinue the play with the inversion of the ’cello theme and at bar 
123 the horn begins to anticipate the recapitulation (bar 135). 
One feels tempted once again to request the critics to admit that 
‘the composer of pauses’ could compose transitions quite nicely 
if he wanted to do so. 

The trio (2/4) is slow and abounds in melodious invention to 
such an extent that an isolated quotation of the first phrase 
would hardly give an idea of the wonderful music. Moreover, 
this is the kind of music which makes analytical investigation 
quite unnecessary. An abundance of invention, excellent instru- 
mentation and inspired changes of tonality combine to delight 
us without any effort on our part. 

The Third Movement 

To the soft syncopations of the warm chord of D flat major 
the violins begin the main theme of the Adagio: 

which culminates in a climax on a chord of A major (first inver- 
sion). The lofty ascent of the melody towards this climax is fol- 
lowed by extraordinarily expressive bars on the violins’ G 
string : 
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whence a further ascent leads to an ecstatic sequence of chords 
the modulations of which have some affinities with the character 
of old modes. From the beginning of the movement to the end 
of Ex. 135 (bar 20) the bass sustains a pedal point on D flat, 
changing to C sharp. 

At bar 28 the first group of themes ends and there follows 
immediately a much-abbreviated repetition, with a new tonal 
direction. 

The second group of themes begins with a fine violoncello 
tune at bar 47: 

by: | a e3 
(2 

Al 

Between its statement and a repetition, the flute (continued by 
the clarinet) plays a descending scale—nothing but a link, yet 
even this simple scale will be used for significant development 
treatment eventually. The repetition of the theme is again fol- 
lowed by such a scale (bar 65, clarinet, B minor). It leads to the 
second theme of the second group, an eloquent ‘chorale’ played 
by the tubas: 

to which the violoncelli respond with a final phrase of the 
group, assisted by important contributions by the first oboe and 
clarinet. 

At bar 81 the time changes to 3/4 and a transition of fourteen 
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bars begins in which the opening sixth of Ex. 136 is of signifi- 
cance. This transition leads to an extended treatment of the first 
theme. Particular attention should be drawn to the fine passage 
at bar 109, where the first motif is played repeatedly by the bars 
whilst the second violins are engaged with the final bars of the 
first theme (see last two bars of Ex. 134); to this the first violins 
add a flowing melodic counterpart of great beauty. A climax 
is reached at bar 125 and here the last two bars of the theme are 
entirely in charge. The first bar of this thematic fragment is 
used for a sequence (bar 129) which leads to a recapitulation of 
the second theme (bar 141). 

As always in Bruckner’s music, recapitulation intensifies the 
thematic statement. Here we have, for instance, right at the 

beginning, at bar 141, a canon imitation played by a clarinet; the 
next phrase of the ’cello tune calls for a new contrapuntal by- 
play of a solo violin. Most striking, however, is the astonish- 
ingly expressive music made with the descending scales which 
here again link the phrases of the theme (bars 149-150 and 
159-160). 

After the recapitulation of the tuba chorale (bar 161 f.) a new 
epilogue follows, again with the opening sixth of Ex. 141 very 
much in evidence. This epilogue leads to an extensive restate- 
ment of the first theme (bar 185 f.). The theme is now played 
by the second violins, the violas have a new flowing 12/8 motif 
as accompaniment and the first violins add most eloquent com- 
ments at each caesura of the theme. Gradually, a climax is 
approached. 
ig Beginning with bar 209, the edition prepared by Robert Haas \ 

_incorporates ten bars from Bruckner’s first version. These ten | 
“bars interrupt, in Bruckner’s typical fashion, the approach to a 
great climax with a new preparatory improvisation on the fifth 
and sixth bars of the main theme. The effect is entirely convinc- 
ing and the omission of the ten bars in L. Nowak’s reprint is 
to be deplored. 

The climax occurs at bar 219 (N. 209) where the grand 
opening phrase of Ex. 135 is played by the trumpets and com- 
pleted by violins and the entire wood-wind. At this point the 
recapitulation of formerly heard music is replaced by a flowing 
violin improvisation. The violas still play the 12/8 motif of bar 
185 f., and in the violin tune we recognize (second half of bar 
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222, N. 212) the second half of bar 5 of Ex. 134 and the melodic 
turn from the second bar of Ex. 135. After four bars, a long 
chromatic progression begins with an extensive crescendo. The 
climax at bar 249 (N. 239) restates Ex. 135 in majestic 
augmentation. 

Immediately afterwards, following a short pause, we enter 
the coda (bar 265, N. 255). The violins play a brief reminiscence 
of the second theme (Ex. 136), to which a solo clarinet adds a 
significant comment, ending with this phrase : 

== 
EX. 138 

This derives from the first theme of the first movement, or, much 
rather, from those last four notes which, in monotonous repeti- 
tion, ended the first movement in the mood of utter desolation. 

Now these four notes sound very different. At bar 269 
(N. 259), the horns begin a wonderful final comment on the first 
theme, and those four notes, taken up and expanded by the 
violins, make a most satisfying contribution to the prevailing 
peacefulness of the music. 

The Finale 

The opening of the Finale is marked by the energy both of the 
accented repeated notes of the unison strings : 

EX. 139 

and of the definite rhythm of the first theme, played by horns 
and trombones : 
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In anticipation of later developments, it is useful to realize that 
bars 5-7 of the theme have a rhythm very close to that of the 
main theme of the first movement. 
A trumpet fanfare (bar 11) terminates the first phrase of the 

theme and everything is repeated. Only at bar 31 is G minor 
established and here the theme is continued by a second phrase. 
This is immediately used for a transitional epilogue. 

Throughout the period of the first theme, the strings have 
continued playing the characteristic accented crotchets. 

A pause separates the first from the second group. The second 
theme, directed to be played more slowly, consists of two stanzas 

which are linked by passages of the basses : 

The free extensions of the theme may be called ‘developmental’; 
we certainly recognize here and there a definite link with some 
detail of the polyphonic setting of the second theme. At bar go, 
the tubas take up the descending scale motif of bar 85, etc., for 
a free ‘variation’. At bar 111 the original tempo is resumed. 
The part of the ’celli is derived from the first two bars of Ex. 141 
(bars 69-70); these two bars are repeated sequentially. At the 
end of the sequence, the violins play an extension of the double 
bass link of bar 83 f. 

From letter H (bar 123) begins the Epilogue of the second 
group, during which gradually the dominant of E flat is 
approached. The bass introduces a new rhythm, a steady crotchet 
rhythm, which anticipates that of the third theme, an anticipa- 
tion carried further at bar 131 when the drums actually play 
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the tonic-dominant quavers with which the strings are to play 
in the third theme (bar 135) in E flat minor. 

This third theme is, once again, a contrapuntal double unison of 
the kind which from time to time unites for a few notes of 
definite unison. 

The pulsating rhythm of this theme comes to a sudden stop at 
bar 158 and a solemn, slow theme is played as an epilogue: 

Immediately the oboe repeats the last four bars whilst pizzicato 
violins resume the rhythm of Ex. 142. A strong bass adds weight 
to a short melodic addition to the theme (bar 175 f.). 

At bar 183 the rhythm of Ex. 142 is reintroduced with even 
greater emphasis than ever before and the brass adds, on one note, 

the rhythm of the main theme. To the unrelenting rhythm of the 
crochets, the brass enlarges on this reminiscence without, how- 

ever recalling the real text of the first theme. The strings remain 
still engaged with the consecutive crochet rhythm during a transi- 
tion (bar 231, N. 215) during which soft chords of the horns 
retain something of the short dotted rhythm of the previous 
music, but the formerly so energetic motifs now attain perfect 
tranquillity. 1G 

Preceding the horn passage after bar 231 (N. 215), the edition 
of Robert Haas includes a lovely, extended transition taken from 
the first version. sail 
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ie 
At bar 247 (N. 2 31), Ex. 143 is repeated with great emphasis 

(and a significant horn link between the two stanzas). _Immedi- 
‘ately afterwards (bar 260, N. 239), three flutes play softly the 
entire first phrase of the main theme (Ex. 140); the former 
trumpet flourish is now played softly by a solo clarinet in E flat 
major. Thereafter we hear four variations of the first four bars 
of Ex. 143. The fourth of these (bar 285, N2265) will be recog- 
nized, as an inversion, in the bass. At this point, the violins begin 
a new melodic idea, its opening mood reflective but soon giving 
way to the rising tension in the bass. Calm is soon restored and 
from bar 305 (N 7385) onwards the rhythm of the third theme 
dominates again. In a climax after bar 321 (N. 7301) the third 
theme is played in its original form by the wood-wind, whilst 
horns and trombones play simultaneously the second stanza of 
the first theme (bars 31-36). The development of this contra- 
puntal meeting of two themes continues to bar 365 (N. 345). 
Here developmental treatment continues. Bars 365-406 (N°345— 
386) are concerned with the main theme (Ex. 140), omitting the 
first two bars. From bar 407 (N. 387) the entire theme is quoted 
and introduces further treatment of the ‘development’ kind. At 
bar 449 (N. 429) the opening rhythm (Ex. 139) is reintroduced 
and with bar 457 (N. 437) we reach, as it were, the true recapi- 
tulation of the entire first theme. Free extensions follow, quite 
different from the corresponding section after, the opening of the 
movement, but these lead, by bar 567 (N. 547), to a recapitula- 
tion of the second theme. Again after a few bars of true recapi- 

, tulation the music continues along new paths and the reintro- 
duction of the third theme at bar 621 (N.~583) has its former 
rhythmical strength considerably reduced. The counter-unison 
of the wood-wind is absent and new syncopations give the 
passage a totally different sound. 

There are considerable differences in the two editions through- 
out the pages between the recapitulations of the second and the 
third theme. Preceding letter Oo, Robert Haas incorporated, | 
again with absolutely convincing result, fourteen bars from the | 
first version. Also, the eight bars (Haas) preceding the recapitula| 
tion of the third theme are, beyond any doubt, superior in the | 
first version to the six bars in the second version as printed i in | 
Nowak’s score. 

At bar 651 (N. 617) the preceding ascent of tonalities reaches 
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a point where a pedal on G sets in. Trombones and trumpets 
play the first theme of the first movement, but the rest of the 
orchestra continues in its organic, steady approach to the coda 
(bar 685, N. 643). Violins play a calm, ascending quaver motif 
and horns, drums and bass combine in a solemn statement of the 

opening of the first theme. In majestic calm_the composition 
approaches its culmination. At bar 717 (N. 678), horns bring in 
the main theme of the Scherzo, ten bars later in canonic imita- 

tion, whilst the trumpets play an extended version of their spec- 
tacular flourish. Thus we arrive at the last two pages of the score 
where the first theme of all four movements in combination, 

reduced to terms of the C major common chord, bring the work 
to a magnificent end. 

* 

SYMPHONY NO. g in D minor 

I. Feierlich, Misterioso 

II. Scherzo. Bewegt, lebhaft. 
Trio. Schnell 

III. Adagio. Langsam, feierlich 

BRUCKNER’S last symphony is unfinished inasmuch as it ends 
with the third movement, the Adagio. It is most fortunate indeed 
that the work was designed with the Scherzo as the second move- 
ment, as the symphony thus ends in sublime beauty, without any 
impression of fragmentary conclusion. The scant sketches for the 
planned Finale show some contrapuntal intentions but it is not 
possible to deduce what kind of ending the composer would have 
wished for the work. When he came to realize that the strength 
would probably not be given him to complete the symphony, he 
would occasionally recommend the Te Deum to be played after 
the third movement. He even worked for a while on a transition 
to the Te Deum, but it appears that the loss of tonal equilibrium 
disturbed him too deeply (the Te Deum stands in C major) for 
him to carry out the idea. Bruckner reverted to what was, 
naturally, the original plan: to compose a Finale. He used 
every moment of strength, but such moments were rare. The 
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manuscripts of the sketches show how his hand became weaker 

and weaker. 
There can be no doubt that Bruckner considered the symphony 

unfinished. It was alien to his nature to end a symphony other- 
wise than with an assertion of virility and power. The Adagio 
ending is now familiar to us. Further, accustomed as we are to 
several symphonies with such endings, we are less disturbed by a 
quiet ending than Bruckner must have been: Tchaikovsky’s 
‘Pathetique’, Brahms’s Third or Mahler’s Ninth, for instance. 

Certainly, neither Bruckner nor Beethoven would ever have 
chosen to end a symphony in such a manner. 

The sketches to the Finale are, as we have said, too slight to be 

of practical use and the idea of a transition to the Te Deum was 
given up by Bruckner as unsatisfactory. One may still consider 
the possibility of playing the symphony in the first part of a con- 
cert and to perform the Te Deum after the interval. 

The First Movement 

There can be no doubt that, although Bruckner’s conception 
of a large symphonic first movement has its origin in sonata form, 
his actual procedures are such as to create, sometimes, a new 

type of organism. The sonata symmetries and thematic treat- 
ments are there indeed (which is why I have adhered to sonata 
terminology as a useful signpost to the main points of reference), 
but the nature of Bruckner’s thought sometimes becomes basically 
alien to the dramatic-athletic character of true sonata style. Con- 
sequently critics have been apt to seize upon the external sem- 
blances and to miss the deeper processes. 

Dr. Robert Simpson has described the first movement of the 
Ninth Symphony as consisting of three great sections—State- 
ment, Expanded Counterstatement, and Coda; this gives a simple 
impression of the fundamentally static nature of Bruckner’s mar- 
moreal idea, and is verifiable by careful tonal analysis. Reference, 
however, to sonata terms can do no harm so long as the reader 
does not associate these terms with what he is used to in Beet- 
hoven and Brahms, and may even help him to remember the 
salient points in the manner of a mnemonic. Accordingly I have 
retained such terms. 

The first movement opens, pianissimo, with a unison tremolo 
on D, played by the strings, strengthened in the third bar by the 



209 NOTES TO THE SYMPHONIES 4 a 

in awesome solemnity the first theme, which departs in its final 
wood-wind. Beginning with the fourth bar, eight horns announce 

phrase from D minor: 

ty 

144 EX. 

air of solemnity. There follows a deeply disturbed epilogue with 
this motif of the violins: 

The firm assertion of the ending phrase does not herald a lasting 

145 EX. 

with an agitated reaction from the wood-wind : 

> 

146 EX. 
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From time to time, at conspicuous moments, the ever-shifting 

‘modulations’ lead to a brief return to D minor (bars 39 and 51). 
Rising tension, both in harmony and dynamics, leads to the 

climax of the unison theme: 

which once again asserts D minor. The unison theme is given a 
mighty addition which terminates everything so far heard with 
absolute finality : 

This last example is not included in the restatement of the first 
group of themes at the beginning of the recapitulation, but be- 
comes very important in the coda. 

The tremendous finality of the cadence is followed by a chaotic 
episode in which a short motif is tossed about among the wood- 
wind instruments, whilst the strings play agitated pizzicato scales. 

Fi, 
> > 

Ob. 

EX. 149 

Yet the entire section remains dominated by a pedal point on D. 
What the listener tends to interpret as an epilogue to the for- 
tissimo theme of Ex. 147-148 is in fact, formally speaking, the 
transition to the second theme. 

At bar 97 the D of the long pedal point reveals itself as the 
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long-prepared subdominant of A major, the key which dominates 
the entire second section. 

After the final bar 98 in which the drums and violas alone 
remain with the pedal point D, the strings sing the wonderful 
second theme: 

is particularly memorable until the tuneful flow of music returns 
to the A major theme. As in the first group of themes, the tonality 
remains in control over the entire section notwithstanding the 
fact that we never remain in an obvious A major for longer 

than a few bars. 
The entire section is filled with wave after wave of exaltation 

until the music moves into a mysterious echoing passage based 

on the following figure : 

which settles darkly on a six-four chord of A, without the third 
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(bar 161). Then, anticipated by the last example, comes the third 

theme: 

On paper it appears to be in D minor, but this is really the sub- 
dominant of A, and not a tonic in its own right, a fact finally 
confirmed by the restless tonality of this group and its eventual 
establishment of F major at bar 219. 

The entire group (bars 167-227), with the impressive thematic 

extensions : 

is characterized by a compelling inner unity. A double line at 
the end of bar 226 indicates the end of the entire first section of 
this movement and, if it is right to apply here sonata form terms, 
we now enter the development section. 

The development treatment begins (bars 227-276) with the 
first theme of the movement (Ex. 144). The pedal point on F, 
which had begun at the end of the third theme group, at bar 219, 
carries over into the development, but consistent chromatic 
counterpoints prevent the music from settling in any clearly 
established key until, at bar 253, we attain A minor. Here, the 
wood-wind continues its developmental treatment of the first 
theme (Ex. 144) whilst the first violins play a figure which is 
clearly to be heard as a free inversion of the second violins’ part 
of the second theme (Ex.150). Indeed, the undisturbed A minor 

sounds seem to introduce something of the second theme’s peace- 
ful note. However, the brief interjection of the horns at bars 255 

and 259 reintroduce the short motif of Ex. 149 which attains a 
disturbing prominence after bar 261. The final phrase of Ex. 144 

takes command and the disturbing vision of Ex. 149 vanishes as 
quickly as it had come up. 
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The next section, comprising bars 277-302, develops the com- 
panion of the third theme (Ex. 154) to a by-play of pizzicato 
strings which also derives from the second violins’ accompaniment 
to the second theme. 
A pause precedes a further section (bar 303). To the accom- 

paniment of motifs somewhat reminiscent of the polyphony of 
the second theme (Ex. 150), the ’celli—and later other instru- 
ments—introduce Ex. 145 in broad, expressive play, giving it an 
entirely new meaning. Gradually, however, this motif regains its 
former agitated character. At bar 321 it is rejoined by the 
ominous octave motif of Ex. 146 and in a crescendo, far more 
tense and alarming than the corresponding bars in the exposition, 
we approach the extended quotation of the unison climax of Ex. 
147 (bar 333). This begins in D minor, but phrase by phrase the 

tonality is shifted far afield. 
The octave of the unison theme (Ex. 147) remains the leading 

motif in a slower section, beginning with bar 355, whilst the 
strings play an improvisation beginning with a firm, rhythmical 
reminiscence of the beginning of the first theme (Ex. 144). At bar 
366 the triplet from the unison theme (Ex. 147) joins in and 
instantaneously the music enters into a state of agitation, rising 
to visions of frightful terror. 

After two bars of the drum’s diminuendo (bars 398—399) it is 
the very same triplet from the unison theme which changes from 
terrified agitation to gentle comfort. Simultaneously a pedal point 
on A adds the note of reassured tonality and we approach the 
quotation of the second group of themes (Ex. 150) in D major. 
Weare now clearly in the middle of a recapitulation that has been 
in progress for a long time. 

Comparison of this recapitulation of the second group with its 
original appearance in the exposition reveals, apart from the 
different key, considerable alteration in the scoring of the back- 
ground. The total impression made is, however, hardly changed 
at all. Significant changes occur only right at the end, at bar 450. 
The transition leading to the third theme is now entirely re- 
composed. The second tune of the group (Ex. 151) leads straight 
towards the end of the section, not as before, to a return of the 

main tune. By this means, the recapitulation of the section is 
considerably shortened. 

Neither is the third theme now introduced by a preliminary 
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episode anticipating its tune. Careful comparison with the ex- 
position once again shows differences in setting. Already the 
third bar goes new ways, but soon the theme reverts to its original 
text. The climax and everything that follows is entirely different, 
changes being obviously justified by the approach of the coda. 
The coda itself is preceded by a solemn sequence (bar 505 f.) 
which links the remote tonalities of the last section with D minor. 
Over a firm pedal on D (bar 519) the two viclins engage the 
triplet from the unison theme (Ex. 147): 

3 

habs 4 

3 

EX. 155 

To this accompaniment, the clarinet plays a signal-like motif 

evolved from the end-phrase of the first theme (bar 1g f.). At bar 
531, the solemn modulations from Ex. 148 join, first in majestic 
repose but soon yielding (bar 539) to the increased nervous ten- 

sion of the pulsating strings. The solution of the resulting dis- 
sonance occurs in bars 499-501, the same tremendous cadence as 
before in bars 74—75, but augmented and now with truly irresis- 
tible strength. From bar 551, D minor remains firmly in com- 
mand, emphasized by the superimposed diminished ninth, power- 
fully blazoned forth by the trumpets. 

The Second Movement 

An eerie dissonance, played by one oboe and three clarinets, 
indicates from the outset the character of this Scherzo. 

Violins and violoncelli play the notes of the chord, descending 
and ascending, in pizzicato: 



NOTES TO THE SYMPHONIES 215 

and the pizzicato playing is resumed as before. 
From bar 23 the clarinets break the hitherto sustained chord 

into crochets. The thematic rendering of the dissonant chord by 
the pizzicato strings frees itself from the mere statement of the 
chord in broken notes. Simultaneously a crescendo sets in and 
the harmonic shifts occur more rapidly. 

Hitherto the tonality of the music has remained quite unde- 
fined. A variety of analytical theories are available which pro- 
nounce on the nature of the opening chord, on its subsequent 
alterations and its root relation to D minor, all of them convinc- 

ing and each different from the others. To the less initiated it is 
not until bar 42 that the tonality of the Scherzo becomes clear. 
Here, a powerful statement of the tonic forces the dissonance to 
remain in closer touch with D minor: 

The dissonant chord remains, in one form or another, in evi- 

dence throughout the entire movement and the character of the 
music alternates between incorporeal ghostliness and defiant 
assertion. In the whole Scherzo there is only one brief period of 
relief when an oboe tries to lend the thematic rendering of the 
chord a friendly sound (bar 119 f.). After bar 135 the oboe even 
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tries with a new melodic idea, but these timid suggestions remain 

ineffectual. From bar 147 onwards nervous tension sets in again 

and by bar 160 the thundering unison D brings us back to the 

former visions of unrelieved terror. 

The Trio (3/8) is extremely fast and an uncannily clear F 

sharp major replaces the tonal complexities of the Scherzo. The 

first violins play a rapidly ascending passage to which the flutes 

add this motif : 

The deceptive ease of the harmony is slightly but significantly 
disturbed by a new motif which the violins add to their staccato 

The fantastic swiftness of these apparitions have some external 
likeness to a Mendelssohnian Scherzo and have misled many 
a commentator into the use of such terms as ‘elfin dance’. 
In fact, the Trio brings no relief at all from the evil eeriness of 
the Scherzo, which it only intensifies by different means. Robert 
Simpson’s epithets ‘icily compelling and repellent’ seem the per- 
fect description. 

The trio has an important second theme: 

which seems to beg for relief from the ghostly visitations, but even 
here chromatic uneasiness allows no relaxation. 

The Scherzo is repeated unchanged. 
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The Third Movement 

The profoundly eloquent first theme with which unaccom- 
panied violins open the movement (harmony is introduced at the 
end of the initial motif), moves in hardly definable chromatic 
tonalities until in the seventh bar it attains the key of E major: 

As soon as this solution has been found after the chromatic search 
for tonal certainty, a chromatic scale in the tremolo violins dom- 
inates an uneasy epilogue in which the opening phrase of the 
theme (oboe and horn) together with the second bar of the theme 
(clarinet with violas) timidly play imitations. A rapid crescendo 
leads to a crisis in bar 17 in which two chords of the sevenths are 
piled one on top of the other. To the resulting dissonance the 
horns add with strength : 

—a motif derived from the first bar of the main theme. 
A momentary attempt (bars 19 and 20) to escape from these 

dissonances proves fruitless: there is a second outburst, soon to 
recede to a pianissimo which makes the painful dissonance even 
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more restless. Throughout the entire section, a jerky rhythm 
makes a further contribution to the general sound of despair. 

At bar 29, the tubas add a sorrowful comment : 

and the sound of the music loses much of its terror although the 
jerky rhythm refuses to be banished. 

At bar 45 the key changes to A flat major and in broad 
strength the second theme sets in: 

An important melodic extension is added at bar 57, beginning in 
the key of G flat major and followed, after bar 65, with two 
quotations of the former tune (Ex. 166). Bars 69-76 conclude 
the first section of the movement. At bar 77 we return to the 
signature of E major and the entire first theme is repeated, pre- 
cisely in its original setting at the beginning of the movement. 

Immediately afterwards a development treatment begins. At 
bar 85 the violins play the theme one note higher than formerly 
and during the first two bars a flute adds the inversion. The end 
of the theme, formerly so strong and assertive when arriving at its 
true tonality, introduces a diminuendo, thereby giving the theme 
a totally new character. 

Bar 93 introduces B minor as a departure point. To the 
accompaniment of majestic scales in the bars, trumpets play four 
times the opening phrase of the first theme with a wood-wind 
imitation in the intervening bars, two further quotations of this 
phrase, pianissimo, by the oboes leads to an extension of the first 
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theme’s development. From bar 105, the first two bars are 
quoted in their entirety by the bass with important counterstate- 
ments of both violins. A scale progression extending over a whole 
octave leads by bar 121 to a fresh outburst of the former crisis : 
the same dissonance, the same jerky rhythm and again Ex. 164 
as the thematic link with the first theme. 

This time the dissonant episode leads not to the main part of 
the second theme but to a free recapitulation of its melodic exten- 
sion (bar 129—as formerly bar 57), a contrast totally different 
from the sad strains of the tuba theme in the earlier section. At 
bar 140, the expressive and melodious music comes suddenly to 
a halt. 

There follows a further developmental section in which 
another fragment of the first theme is used: from the middle of 
its second bar to the phrase that carries over into the fourth bar. 
The first statement is serene and strong (bars 140-144), but then 
agitation sets in: for the next six bars the same fragment of the 
first theme ascends as a canon of the fifth, but serenity returns at 
bar 150 when the upbeat of the fragmentary motif inspires a new 
melodic thought for a sequence of four bars. 

Suddenly the full string orchestra introduces a new theme of 
wonderful strength : 

It most certainly derives from the tuba theme, Ex. 165, with 
whom it shares the melodic line of a descending scale in its initial 
phrase. 

Immediately afterwards, however, the music reverts to 
further treatment of the first theme (bar 163 f.), the first phrase 
of which is used for an ascending sequence leading to a recapitu- 
lation of the second theme (Ex. 166) in augmentation. Here at 
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last the key of E is firmly established and is followed by a gradu- 
ally ascending sequence of keys, reaching its summit at bar 181, 
when a free inversion of the first phrase appeases the mounting 

tension. 
From bar 187, trombones and tubas begin a solemn crescendo 

with a steadily modulating motif derived from the opening phrase 
of the augmented second theme, strengthened by a powerful scale 
in sustained minims by the trumpets and, perhaps even more 
important, by a highly significant bass. 

From bar 173, when the augmented second theme was intro- 
duced, an accompaniment of demi-semi-quavers was noticed, 
playing almost consistently with the interval of semitones. This 
figuration has constantly continued to make its significant con- 
tribution to the progress of the music. 

At bar 199 the ever-increasing solemnity of the preceding 
passages reaches its climax, when trombones and basses play with 
the greatest power the opening phrase of the first theme. How- 
ever, it is not the expected climax of solemn calm: the semitone 
figuration of the violins has reached its climax, too, and intro- 

duces a disturbing dissonance. More than the dissonance, it is 
the unceasing vibrating ostinato which, formerly assisting the 
sheer majesty of sound, now dominates the entire tutti with its 
nervous frenzy. No solution is offered to the paroxysm of disson- 
ance and restlessness—a background to the power of the ever- 
repeated opening phrase of the first theme. A sustained pause of 
dangerous silence follows. 

After this, very gradually and ever more perceptibly, the har- 
mony gains ease and warmth. All the time we still hear the 
beginning of the first theme. The first violins play pianissimo an 
ascending chromatic scale. In bar 219, the violas join in with the 
semitone demi-semi-quavers (now altogether assisting the ever- 
increasing serenity) and the violin’s octaves on E recall the ‘jerky 

rhythm’ which wrought such terror early in the movement. In 
bar 224 the first flute unites the end phrase of the first theme with 
this transfiguration of former terror. For a few bars, the sustained 
E gives way to a calm chromatic descent; however, already 
during its progress, at bar 227, the bass holds on to E as a pedal 
point until, at bar 231, E major is attained. 

To a gentle play around the triad of E major in the strings, the 
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tubas bring greetings from the Adagio of the Eighth Symphony.’ 
The flute plays once again (somewhat freely) the end phrase of 
the first theme and, lastly, the horns quote the elevated opening 
of the Seventh Symphony. Bruckner’s last completed page ends 
in a valedictory transfiguration of his own music. 

1 See music example at page 122. 
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A Calendar of Composition and Revision 
(The Symphonies) 

SYMPHONY NO. 1 

FIRST (‘LINZ’) VERSION 

14 May 1865. First Movement finished. 
27 January to 14 April 1866. Composition of the Second Movement. 
23 January 1865 (1.30 a.m.). Trio to Scherzo finished. 
25 May 1865. Scherzo finished. 
26 July 1866 Finale finished. 

SECOND (‘VIENNA’) VERSION 

27 October 1890 to 12 January 1891. First Movement (some 
further revisions in March and April, 1890). 

18 August to 24 October 1890. Second Movement. 
5 July to 17 August 1890. Third Movement. 
12 March to 29 June 1890. Finale. 
First performance: May 1868 in Linz under Bruckner. 

SYMPHONY NO. 2 
FIRST VERSION 

11 October 1871 to 8 July 1872. First Movement. 
19 to 25 July 1872. Second Movement finished. 
16 to 18 July 1872. Third Movement finished. 
28 July to 11 September 1872. Finale finished. 
Revisions: 1873, 1875-1876 and 1877, 1878-1879, 1891. 
First performance: 26 October 1873 in Vienna under Bruckner. 
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SYMPHONY NO. 3 
FIRST VERSION 

Autumn 1872. Beginning. 
23 February 1873. Sketch of First Movement finished. 
24 February 1873. Beginning of the Second Movement. 
2 March 1873. Second Movement finished in sketch. 
11 March 1873. Scherzo begun. 
24 May 1873. Second Movement finished. 
16 July 1873. First Movement finished. 
1 August 1873. Finale begun. 
31 August 1873. Finale finished in sketch. 
31 December 1873. Finale finished. 
1874. Some ‘extensive improvements’ (Bruckner). 

SECOND VERSION 

October 1876. Adagio revised. 
27 January 1877. Revision of Finale finished. 
28 April 1877. Second version finished. 
1878. Further revision. 

THIRD VERSION 
1 August to 17 September 1888. Revision of Finale. 
24 September to 17 November 1888. Revision of First Movement. 
10 February to 4 March 1889. Revision of Third Movement. 
17 February to 27 February 1889. Revision of Second Movement. 
First performance: 16 December 1877 in Vienna under Bruckner. 

SYMPHONY NO. 4 

FIRST VERSION 
2 January to 24 January 1874. First Movement in sketch. 
21 March 1874. First Movement finished. 
10 April to 7 July 1874. Second Movement. 
13 June to 25 July 1874. Scherzo. 
go July to 12 August 1874. Finale in sketch. 
22 November 1874. Symphony finished. 

SECOND VERSION 
18 January to 25 June 1878. Revision of First Movement. 
26 June to 31 July 1878. Revision of Second Movement. 
30 September 1878. Revision of Finale finished. 
19 November 1879 to 5 June 1880. Further revisions of the Finale. 
December 1878. New Scherzo. 
Further revisions: 1880 (Finale), 1887, 1889. 
First performance: 20 February 1881 in Vienna under Richter. 
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SYMPHONY NO. 5 

14 February 1875. Beginning (with the Second Movement). 
3 March 1875. Beginning of First Movement. 
16 to 17 March 1875. Sketch for the Scherzo. 
16 April 1875. Scherzo finished. 
18 April to 22 June 1875. Trio. 
23 June to 6 November 1875. Finale. 
16 May 1876. Symphony ‘finished’. 
19 May to 5 August 1877. First Movement improved. 
g August 1877. First Movement ‘entirely finished’. 
11 August 1877. Some revision of the Second Movement finished. 
4 January 1878. Second Movement definitely finished. 
First performance: April 1894 in Graz under Schalk. 

SYMPHONY NO. 6 

24 September 1879 to 27 September 1880. First Movement in 
orchestral score. 

22 November 1880. Second Movement finished. 
17 December 1880 to 17 June 1881. Scherzo. 
28 June to 3 September 1881. Finale. 
First performance: February 1883 in Vienna under Jahn (Second 

and Third Movements only). 

SYMPHONY NO. 7 

23 September 1881. First beginning. 
14 July 1882. Sketch to Scherzo finished. 
12 August 1882. Scherzo finished in score. 
16 October 1882. Another entry on the score to the Scherzo: 

‘finished’, 
29 December 1882. First Movement finished. 
22 January 1883. Sketch of Adagio finished. 
21 April 1883. Adagio finished in score. 
10 August 1883. Sketch of Finale finished. 
5 September 1883. Symphony finished. 
First performance: 30 December 1884 in Leipzig under Ntkisch. 

SYMPHONY NO. 8 
FIRST VERSION 

1st October 1884. Sketch of First Movement. 
16 February 1885. Sketch of Adagio. 
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23 July 1885. Sketch of Scherzo. 
25 August 1885. Sketch of original Trio. 
g July and 16 August 1885. Sketches of Finale. 
7 February 1886. First Movement finished. 
19 October 1886. Scherzo finished. 
24 October 1886. A further entry ‘finished’ on Scherzo. 
26 August 1886. Adagio finished. 
4 September 1887. Symphony finished (Letter to H. Levi). 

REVISED EDITION 
4 March to 8 May 1889. Revision of Adagio. 
31 July 1889. Finale finished. 
25 September 1889. Scherzo finished. 
29 January 1890. First Movement finished. 
10 February 1890. ‘Finished’. 
28 February 1890. ‘Entirely finished’. 
10 March 1890. ‘Entirely finished’. 
First performance: 18 December 1892 in Vienna under Richter. 

SYMPHONY NO. 9g 

21 September 1887. Beginning. 
4 April 1889. Sketch of Scherzo. 
April 1891. Beginning of First Movement in score. 
14 October 1892. First Movement finished. 
23 December 1893. Further entry ‘finished’. (First Movement). 
27 February 1893. Scherzo finished. 
31 October 1894. Adagio finished. 
30 November 1894. Revision of Adagio finished. 
First performance: February 1903 in Vienna under Lowe. 
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The Works of Anton Bruckner 

A. CHURCH MUSIC 

1835 Pange Lingua in C for choir in four parts. (Revised 1891.) 
1842 (ca.) Mass in C for contralto, choir, two horns and organ. 
1843 (?) Libera in F, for choir and organ. 
1843 Tantum ergo in D for choir. 
1844 Choral Mass in F minor. 
1845 (ca.) Two Asperges me for choir and organ. 
1845 Five Tantum ergo for choir and organ. 
1848 Tantum ergo in A for choir and organ. 

Requiem in D minor for soli, choir and orchestra. (Finished 
11 March 1849, revised in 1892.) 

1850 (ca.) 114th Psalm for choir in five parts and trombones. 
Missa pro Quadragesima for choir and trombones. (Sketch 
only.) 
Mass in E flat major. (Sketch only.) 

1852 (ca.) 22nd Psalm for choir and piano. 
1853 Magnificat for soli, choir and orchestra. 
1854 (ca.) Tantum ergo in B flat for choir, instruments and organ. 
1854 Libera in F minor for choir in five parts, three trombones and 

organ. 
Mussa solemnis in B flat minor for soli, choir and orchestra. 

1856 Ave Maria in F for soli, choir and organ. 
1861 Ave Maria for choir in seven parts. (Composed as an addition 

to a Mass by Lotti.) 



THE WORKS OF ANTON BRUCKNER 227 

1863 112th Psalm for choir and organ. 
1864 Mass No. 1 in D minor. (Composed between July and 29 

September 1864; revised 1876.) 
1866 Mass No. 2 in E minor. (Finished 25 November 1866; revised 

1882.) 

1867 Mass No. 3 in F minor. (Composed between 14 September 
1867 and g September 1868; revised 1876, 1881, 1890.) 

1868 Inveni David Offertorium for men’s chorus and four trom- 
bones. 
Pange lingua in the Phrygian mode for chorus. 
Jam lucts for choir. 
Asperges me for choir. 

1869 Locus iste, Gradual for choir. 
1878 Tota pulchra in E flat for baritone solo, choir and organ. 
1879 Os iusti for choir in seven parts. 
1881 Te Deum. (Composed from May 1881 to 7 March 1884; 

revised from 28 September 1883 to 2 May 1885.) 
1882 Ave Maria in F for contralto solo and organ. 
1884 Christus factus est, Gradual for choir in five parts. 

Christus factus est for choir in six parts with strings or 
trombones. 

1884 Saluum face regem for choir. 
1885 Ecce sacerdos for choir in seven parts, three trombones and 

organ. 
Virga Jesse floruit for choir. 

1892 Vexilla regis for choir. 
150th Psalm for soprano solo, choir and orchestra. (Finished 
29 June 1892.) 

B. OTHER VOCAL WORKS 

1843 Tafellied for men’s chorus. 
1845 (ca.) Herz Jesu Lied and O du liebes Jesukind. (N.B.: A. Orel 

has raised doubts whether these are Bruckner’s compositions.) 
1845 Vergissmeinnicht, Cantata for four soli, choir in eight parts 

and piano. (Three versions.) 
Das Lied vom deutschen Vaterland for male chorus. 

1846 Stdndchen for male chorus. 
Festlied for male chorus. 

1847 (ca.) Dir, Herr, will ich mich ergeben for chorus. 
1847 Der Lehrstand for chorus. 
1848 In jener letzten der Ndchte for chorus. 

Sternschnuppen for male chorus. 
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1851 Frihlingslied for voice and piano. 
Two Motti for male chorus. 
Das edle Herz for male chorus. 
Entsagen, Cantata for soli, chorus and organ. 

1852 Two Totenlieder for chorus. 
Die Geburt for male chorus. 
Auf Bruder, Cantata for soli, chorus and orchestra. 

1854 Vor Arneth’s Grab for male chorus and three trombones. 
Lasst Jubelklange laut erklingen for male chorus and wind 
instruments. (Three versions with textual alterations.) 

1855 Auf Bruder, auf, die Saiten zur Hand, Cantata for soli, choir 
and orchestra. 
St. Jakob spross aus edlem Stamm for soli, choir and piano. 
Des Dankes Wort sei mir gegonnt for male chorus and soli. 

1858 (ca.) Amaranths’ Waldeslieder for soli and piano. 
1861 Am Grabe for male chorus. 
1862 Du bist wie eine Blume for solo quartet. 
1862 (ca.) Das edle Herz for chorus. 
1862 Preiset den Herrn, Cantata for soli, choir and wind orchestra. 
1863 Germanenzug for male chorus and wind orchestra. 
1864 Um Mitternacht for contralto solo, male chorus and piano. 

Herbstlied for male chorus, two soprano soli and piano. 
1866 Der Abendhimmel for male chorus. 

O konnt ich dich begliicken for male chorus and soli. 
Vaterlandisches Weinlied for male chorus. 
Vaterlandsliebe for male chorus and soli. 

1868 Motto for male chorus. 
1868 (ca.) Im April for solo and piano. 

Mein Herz und deine Stimme for solo and piano. 
Herbstkummer for solo and piano. 

1870 Mitternacht for tenor solo, male chorus and piano. 
1876 Das hohe Lied for soli and male chorus. 
1877 Trosterin Musik for male chorus and organ. 

Abendzauber for male chorus, yodel solo and horn quartet. 
1878 Zur Vermdahlungsfeier for male chorus. 
1882 Sdngerbund for chorus. 
1886 Um Mitternacht for tenor solo and chorus. (Second compo- 

sition.) 
1890 Trdumen und Wachen for tenor solo and male chorus. 
1892 Das deutsche Lied for male chorus and wind instruments. 
1893 Helgoland for male chorus and orchestra. 
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Cc. INSTRUMENTAL WORKS 

(For the Revisions of the Symphonies see Appendix I) 

1862 Four orchestral pieces (Marches). 
1862-1863 Symphony in F minor. 
1863 Overture in G minor. 
1865 Two military marches. 
1865-1866 Symphony No. 1 in C minor. 
1869 Symphony in D minor. 
1871-1872 Symphony No. 2 in C minor. 
1873 Symphony No. 3 in D minor. 
1874 Symphony No. 4 in E flat major. 
1875 Symphony No. 5 in B flat major. 
1879 String Quintet. 
1879-1881 Symphony No. 6 in A major. 
1881-1883 Symphony No. 7 in E major. 
1884-1886 Symphony No. 8 in C minor. 
1891-1896 Symphony No. g in D minor. (The Third Movement 

completed in 1894.) 
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many who use them as tools, but comprehend little of their basic structure. 
Author uses his wide knowledge of non-mathematica! fields in brilliant ex- 
position of differential equations, matrices, group theory, logic, statistics, 
problems of mathematical foundations, imaginary numbers, vectors, etc. 
Original publication. 2 appendixes. 2 indexes. 65 ills. 322pp. 53% x 8. 

Paperbound $2.00 
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THE MUSIC OF THE SPHERES: THE MATERIAL UNIVERSE — FROM ATOM 
TO QUASAR, SIMPLY EXPLAINED, Guy Murchie 

Vast compendium of fact, modern concept and theory, observed and calculated 
data, historical background guides intelligent layman through the material 
universe. Brilliant exposition of earth’s construction, explanations for moon’s 

craters, atmospheric components of Venus and Mars (with data from recent 
fly-by’s), sun spots, sequences of star birth and death, neighboring galaxies, 

contributions of Galileo, Tycho Brahe, Kepler, etc.; and (Vol. 2) construction 
of the atom (describing newly discovered sigma and xi subatomic particles), 
theories of sound, color and light, space and time, including relativity theory, 
quantum theory, wave theory, probability theory, work of Newton, Maxwell, 
Faraday, Einstein, de Broglie, etc. “Best presentation yet offered to the in- 
telligent general reader,” Saturday Review. Revised (1967). Index. 319 illus- 
trations by the author. Total of xx + 644pp. 534 x 814. 

Vol. 1 Paperbound $2.00, Vol. 2 Paperbound $2.00, 
The set $4.00 

Four LECTURES ON RELATIVITY AND SPACE, Charles Proteus Steinmetz 

Lecture series, given by great mathematician and electrical engineer, generally 
considered one of the best popular-level expositions of special and general 
relativity theories and related questions. Steinmetz translates complex mathe- 
matical reasoning into language accessible to laymen through analogy, example 
and comparison. Among topics covered are relativity of motion, location, time; 
of mass; acceleration; 4-dimensional time-space; geometry of the gravitational 
field; curvature and bending of space; non-Euclidean geometry. Index. 40 
illustrations. x + 142pp. 53% x 81f. Paperbound $1.35 

How to KNow THE WILD FLowERS, Mrs. William Starr Dana 

Classic nature book that has introduced thousands to wonders of American 

wild flowers. Color-season principle of organization is easy to use, even by 
those with no botanical training, and the genial, refreshing discussions of 

history, folklore, uses of over 1,000 native and escape flowers, foliage plants 

are informative as well as fun to read. Over 170 full-page plates, collected from 

several editions, may be colored in to make permanent records of finds. Revised 

to conform with 1950 edition of Gray’s Manual of Botany. xlii 4+ 438pp. 
534 X 814. Paperbound $2.00 

MANUAL OF THE TREES OF NORTH AMERICA, Charles Sprague Sargent 
Still unsurpassed as most comprehensive, reliable study of North American 

tree characteristics, precise locations and distribution. By dean of American 

dendrologists. Every tree native to U.S., Canada, Alaska; 185 genera, 717 species, 
described in detail—leaves, flowers, fruit, winterbuds, bark, wood, growth 

habits, etc. plus discussion of varieties and local variants, immaturity variations. 

Over 100 keys, including unusual 11-page analytical key to genera, aid in 
identification. 783 clear illustrations of flowers, fruit, leaves. An unmatched 
permanent reference work for all nature lovers. Second enlarged (1926) edition. 
Synopsis of families. Analytical key to genera. Glossary of technical terms. 
Index. 783 illustrations, 1 map. ‘Total of g82pp. 534 x 8. 

Vol. 1 Paperbound $2.25, Vol. g Paperbound $2.25, 
The set $4.50 
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Ir’s FuN TO MAKE THINGS From SCRAP MATERIALS, 

Evelyn Glantz Hershoff 
What use are empty spools, tin cans, bottle tops? What can be made from 
rubber bands, clothes pins, paper clips, and buttons? This book provides 
simply worded instructions and large diagrams showing you how to make 
cookie cutters, toy trucks, paper turkeys, Halloween masks, telephone sets, 

aprons, linoleum block- and spatter prints — in all 399 projects! Many are easy 
enough for young children to figure out for themselves; some challenging 
enough to entertain adults; all are remarkably ingenious ways to make things 
from materials that cost pennies or less! Formerly “Scrap Fun for Everyone.” 
Index. 214 illustrations. 373pp. 534 xX 814. Paperbound $1.50 

SyMBOoLIc Locic and THE GAME OF Locic, Lewis Carroll 
“Symbolic Logic” is not concerned with modern symbolic logic, but is instead 
a collection of over 380 problems posed with charm and imagination, using 
the syllogism and a fascinating diagrammatic method of drawing conclusions. 
In “The Game of Logic” Carroll’s whimsical imagination devises a logical game 
played with 2 diagrams and counters (included) to manipulate hundreds of 

tricky syllogisms. The final section, ‘““Hit or Miss” is a lagniappe of 101 addi- 
tional puzzles in the delightful Carroll manner. Until this reprint edition, 
both of these books were rarities costing up to $15 each. Symbolic Logic: 
Index. xxxi + 199pp. The Game of Logic: g6pp. 2 vols. bound as one. 53% x 8. 

Paperbound $2.00 

MATHEMATICAL PUZZLES OF SAM LoyD, PARTI 

selected and edited by M. Gardner 

Choice puzzles by the greatest American puzzle creator and innovator. Selected 
from his famous collection, “Cyclopedia of Puzzles,” they retain the unique 

style and historical flavor of the originals. There are posers based on arithmetic, 
algebra, probability, game theory, route tracing, topology, counter and sliding 

block, operations research, geometrical dissection. Includes the famous “14-15” 

puzzle which was a national craze, and his ‘Horse of a Different Color” which 

sold millions of copies. 117 of his most ingenious puzzles in all. 120 line 
drawings and diagrams. Solutions. Selected references. xx + 167pp. 53% x 8. 

Paperbound $1.00 

STRING FIGURES AND How To Make THEM, Caroline Furness Jayne 

107 string figures plus variations selected from the best primitive and modern 
examples developed by Navajo, Apache, pygmies of Africa, Eskimo, in Europe, 
Australia, China, etc. The most readily understandable, easy-to-follow book in 

English on perennially popular recreation. Crystal-clear exposition; step-by- 
step diagrams. Everyone from kindergarten children to adults looking for 
unusual diversion will be endlessly amused. Index. Bibliography. Introduction 
by A. C. Haddon. 17 full-page plates, 960 illustrations. xxiii + 4o1pp. 534 x 814. 

Paperbound $2.00 

PAPER FOLDING FoR BEGINNERS, W. D. Murray and F. J. Rigney 
A delightful introduction to the varied and entertaining Japanese art of 

origami (paper folding), with a full, crystal-clear text that anticipates every 

difficulty; over 275 clearly labeled diagrams of all important stages in creation. 
You get results at each stage, since complex figures are logically developed 
from simpler ones. 43 different pieces are explained: sailboats, frogs, roosters, 
etc. 6 photographic plates. 279 diagrams. g5pp. 554 x 83%. Paperbound $1.00 
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PRINCIPLES OF ART HISTORY, 

H. Wol fflin 
Analyzing such terms as “baroque,” ‘classic,’ “neoclassic,’ “primitive,” 
“picturesque,” and 164 different works by artists like Botticelli, van Cleve, 
Diirer, Hobbema, Holbein, Hals, Rembrandt, Titian, Brueghel, Vermeer, and 

many others, the author establishes the classifications of art history and style 
on a firm, concrete basis. This classic of art criticism shows what really 
occurred between the 14th-century primitives and the sophistication of the 
18th century in terms of basic attitudes and philosophies. “A remarkable 
lesson in the art of seeing,” Sat. Rev. of Literature. Translated from the 7th 
German edition. 150 illustrations. 254pp. 614 x 94. Paperbound $2.00 

PRIMITIVE ART, 
Franz Boas 

This authoritative and exhaustive work by a great American anthropologist 
covers the entire gamut of primitive art. Pottery, leatherwork, metal work, 
stone work, wood, basketry, are treated in detail. Theories of primitive art, 

historical depth in art history, technical virtuosity, unconscious levels of pat- 

terning, symbolism, styles, literature, music, dance, etc. A must book for the 
interested layman, the anthropologist, artist, handicrafter (hundreds of un- 

usual motifs), and the historian. Over goo illustrations (50 ceramic vessels, 
12 totem poles, etc.). 376pp. 53% x 8. Paperbound $2.25 

THE GENTLEMAN AND CABINET MAKER’S DIRECTOR, 

Thomas Chippendale 
A reprint of the 1762 catalogue of furniture designs that went on to influence 
generations of English and Colonial and Early Republic American furniture 
makers. The 200 plates, most of them full-page sized, show Chippendale’s 

designs for French (Louis XV), Gothic, and Chinese-manner chairs, sofas, 

canopy and dome beds, cornices, chamber organs, cabinets, shaving tables, 

commodes, picture frames, frets, candle stands, chimney pieces, decorations, etc. 

The drawings are all elegant and highly detailed; many include construction 

diagrams and elevations. A supplement of 24 photographs shows surviving 

pieces of original and Chippendale-style pieces of furniture. Brief biography 
of Chippendale by N. I. Bienenstock, editor of Furniture World. Reproduced 
from the 1762 edition. 200 plates, plus 19 photographic plates. vi + 249pp. 
9lZ x 1214. Paperbound $3.50 

AMERICAN ANTIQUE FURNITURE: A BOOK FOR AMATEURS, 

Edgar G. Miller, Jr. 

Standard introduction and practical guide to identification of valuable 
American antique furniture. 2115 illustrations, mostly photographs taken by 

the author in 148 private homes, are arranged in chronological order in exten- 
sive chapters on chairs, sofas, chests, desks, bedsteads, mirrors, tables, clocks, 

and other articles. Focus is on furniture accessible to the collector, including 
simpler pieces and a larger than usual coverage of Empire style. Introductory 
chapters identify structural elements, characteristics of various styles, how to 
avoid fakes, etc. “We are frequently asked to name some book on American 
furniture that will meet the requirements of the novice collector, the begin- 
ning dealer, and .. . the general public. . . . We believe Mr. Miller’s two 
volumes more completely satisfy this specification than any other work,” 
Antiques. Appendix. Index. Total of vi + 1106pp. 77% X 103/. 

Two volume set, paperbound $7.50 
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‘THE BAD CHILD’s BOOK OF BEASTS, MORE BEASTS FOR WORSE CHILDREN, 

and A MorAL ALPHABFT, H. Belloc 

Hardly and anthology of humorous verse has appeared in the last 50 years 

without at least a couple of these famous nonsense verses. But one must see 

the entire volumes — with all the delightful original illustrations by Sir Basil 

Blackwood — to appreciate fully Belloc’s charming and witty verses that play 

so subacidly on the platitudes of life and morals that beset his day — and ours. 
A great humor classic. Three books in one. Total of 157pp. 534 x 8. 

Paperbound $1.00 

Tue Devit’s DicTIOoNARY, Ambrose Bierce 

Sardonic and irreverent barbs puncturing the pomposities and absurdities of 

American politics, business, religion, literature, and arts, by the country’s 

greatest satirist in the classic tradition. Epigrammatic as Shaw, piercing as 
Swift, American as Mark Twain, Will Rogers, and Fred Allen, Bierce will 

always remain the favorite of a small coterie of enthusiasts, and of writers 

and speakers whom he supplies with “some of the most gorgeous witticisms 
of the English language” (H. L. Mencken). Over 1000 entries in alphabetical 
order. 144pp. 534 x 8. Paperbound $1.00 

THE COMPLETE NONSENSE OF EDWARD LEAR. 

This is the only complete edition of this master of gentle madness available 

at a popular price. A Book of Nonsense, Nonsense Songs, More Nonsense 

Songs and Stories in their entirety with all the old favorites that have delighted 
children and adults for years. The Dong With A Luminous Nose, The Jumblies, 

The Owl and the Pussycat, and hundreds of other bits of wonderful nonsense. 

214 limericks, 3 sets of Nonsense Botany, 5 Nonsense Alphabets, 546 drawings 
by Lear himself, and much more. 320pp. 53% x 8. Paperbound $1.00 

‘HE Wit AND HuMoR OF Oscar WILDE, ed. by Alvin Redman 

Wilde at his most brilliant, in 1000 epigrams exposing weaknesses and 

hypocrisies of “civilized” society. Divided into 49 categories—sin, wealth, women, 

America, etc.—to aid writers, speakers. Includes excerpts from his trials, books, 

plays, criticism. Formerly “The Epigrams of Oscar Wilde.” Introduction by 

Vyvyan Holland, Wilde’s only living son. Introductory essay by editor. 26o0pp. 
534 xX 8. Paperbound $1.00 

A CHILD’s PRIMER OF NATURAL History, Oliver Herford 

Scarcely an anthology of whimsy and humor has appeared in the last 50 years 
without a contribution from Oliver Herford. Yet the works from which these 
examples are drawn have been almost impossible to obtain! Here at last are 
Herford’s improbable definitions of a menagerie of familiar and weird animals, 
each verse illustrated by the author's own drawings. 24 drawings in 2 colors; 
24 additional drawings. vii + g5pp. 614 x 6. Paperbound $1.00 

THE BROWNIES: THEIR Book, Palmer Cox 

The book that made the Brownies a household word. Generations of readers 
have enjoyed the antics, predicaments and adventures of these jovial sprites, 
who emerge from the forest at night to play or to come to the aid of a deserving 
human. Delightful illustrations by the author decorate nearly every page. 

24 short verse tales with 266 illustrations. 155pp. 654 x gly. 

Paperbound $1.50 
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THE PRINCIPLES OF PSYCHOLOGY, 

William James 

The full long-course, unabridged, of one of the great classics of Western 
literature and science. Wonderfully lucid descriptions of human mental 

activity, the stream of thought, consciousness, time perception, memory, imag- 
ination, emotions, reason, abnormal phenomena, and similar topics. Original 

contributions are integrated with the work of such men as Berkeley, Binet, 

Mills, Darwin, Hume, Kant, Royce, Schopenhauer, Spinoza, Locke, Descartes, 

Galton, Wundt, Lotze, Herbart, Fechner, and scores of others. All contrasting 

interpretations of mental phenomena are examined in detail—introspective 
analysis, philosophical interpretation, and experimental research. “A classic,” 
Journal of Consulting Psychology. ““The main lines are as valid as ever,” 
Psychoanalytical Quarterly. ‘Standard reading ...a classic of interpretation,” 

Psychiatric Quarterly. 94 illustrations. 1408pp. 53% x 8. 

Vol. 1 Paperbound $2.50, Vol. 2 Paperbound $2.50, 
The set $5.00 

VISUAL ILLUSIONS: THEIR CAUSES, CHARACTERISTICS AND APPLICATIONS, 

M. Luckiesh 
“Seeing is deceiving,’ asserts the author of this introduction to virtually every 
type of optical illusion known. The text both describes and explains the 
principles involved in color illusions, figure-ground, distance illusions, etc. 
100 photographs, drawings and diagrams prove how easy it is to fool the sense: 
circles that aren’t round, parallel lines that seem to bend, stationary figures that 

seem to move as you stare at them — illustration after illustration strains our 
credulity at what we see. Fascinating book from many points of view, from 
applications for artists, in camouflage, etc. to the psychology of vision. New 
introduction by William Ittleson, Dept. of Psychology, Queens College. Index. 
Bibliography. xxi 4+ 252pp. 53% x 814. Paperbound $1.50 

’ 

FADS AND FALLACIES IN THE NAME OF SCIENCE, 

Martin Gardner 

This is the standard account of various cults, quack systems, and delusions 

which have masqueraded as science: hollow earth fanatics. Reich and orgone 
sex energy, dianetics, Atlantis, multiple moons, Forteanism, flying saucers, 

medical fallacies like iridiagnosis, zone therapy, etc. A new chapter has been 

added on Bridey Murphy, psionics, and other recent manifestations in this 
field. This is a fair, reasoned appraisal of eccentric theory which provides 

excellent inoculation against cleverly masked nonsense. ‘Should be read by 

everyone, scientist and non-scientist alike,’ R. T. Birge, Prof. Emeritus of 

Physics, Univ. of California; Former President, American Physical Society. 

Index. x + 365pp. 534 x 8. Paperbound $1.85 

ILLUSIONS AND DELUSIONS OF THE SUPERNATURAL AND THE OCCULT, 

D. H. Rawcliffe 

Holds up to rational examination hundreds of persistent delusions including 
crystal gazing, automatic writing, table turning, mediumistic trances, mental 

healing, stigmata, lycanthropy, live burial, the Indian Rope Trick, spiritualism, 
dowsing, telepathy, clairvoyance, ghosts, ESP, etc. The author explains and 
exposes the mental and physical deceptions involved, making this not only 

an exposé of supernatural phenomena, but a valuable exposition of char- 
acteristic types of abnormal psychology. Originally titled ‘““The Psychology of 
the Occult.” 14 illustrations. Index. 551pp. 534 x 8. Paperbound $2.25 
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Fairy TALE CoLvections, edited by Andrew Lang 
Andrew Lang’s fairy tale collections make up the richest shelf-full of traditional 

children’s stories anywhere available. Lang supervised the translation of stories 

from all over the world—familiar European tales collected by Grimm, animal 

stories from Negro Africa, myths of primitive Australia, stories from Russia, 

Hungary, Iceland, Japan, and many other countries. Lang’s selection of trans- 

lations are unusually high; many authorities consider that the most familiar 

tales find their best versions in these volumes. All collections are richly deco- 
rated and illustrated by H. J. Ford and other artists. 

THE BLUE Farry BOOK. 37 stories. 138 illustrations. ix + 3gopp. 53% x 814. 
Paperbound $1.50 

THE GREEN Farry Book. 42 stories. 100 illustrations. xiii + 366pp. 53% 
x 814. Paperbound $1.50 

THE BROWN Fairy Book. 32 stories. 50 illustrations, 8 in color. xii + 

350PP. 53% X BY. Paperbound $1.50 

THE Best TALES OF HOFFMANN, edited by E. F. Bleiler 
10 stories by E. T. A. Hoffmann, one of the greatest of all writers of fantasy. 
The tales include ‘““The Golden Flower Pot,” “Automata,” “A New Year’s Eve 

Adventure,” “Nutcracker and the King of Mice,’ “Sand-Man,” and others. 

Vigorous characterizations of highly eccentric personalities, remarkably imagi- 

native situations, and intensely fast pacing has made these tales popular all 
over the world for 150 years. Editor’s introduction. 7 drawings by Hoffmann. 
XXXIi + 419pp. 534 x 814. Paperbound $2.00 

GHOST AND Horror STORIES OF AMBROSE BIERCE, 

edited by E. F. Bleiler 
Morbid, eerie, horrifying tales of possessed poets, shabby aristocrats, revived 
corpses, and haunted malefactors. Widely acknowledged as the best of their 
kind between Poe and the moderns, reflecting their author’s inner torment 

and bitter view of life. Includes “Damned Thing,” ‘““The Middle Toe of the 
Right Foot,” “The Eyes of the Panther,” “Visions of the Night,” “Moxon’s 
Master,” and over a dozen others. Editor’s introduction. xxii 4+ 1g99pp. 53% 
x 814. Paperbound $1.25 

THREE GoTHIc NOVELS, edited by E. F. Bleiler 
Originators of the still popular Gothic novel form, influential in ushering in 
early 19th-century Romanticism. Horace Walpole’s Castle of Otranto, William 
Beckford’s Vathek, John Polidori’s The Vampyre, and a Fragment by Lord 
Byron are enjoyable as exciting reading or as documents in the history of 

English literature. Editor’s introduction. xi + 2g91pp. 534 x 814. 

Paperbound $2.00 

Best GuosT Stories OF LEFANU, edited by E. F. Bleiler 
Though admired by such critics as V. S. Pritchett, Charles Dickens and Henry 
James, ghost stories by the Irish novelist Joseph Sheridan LeFanu have 
never become as widely known as his detective fiction. About half of the 16 
stories in this collection have never before been available in America. Collec- 
tion includes “Carmilla’” (perhaps the best vampire story ever written), “The 
Haunted Baronet,” “The Fortunes of Sir Robert Ardagh,” and the classic 
“Green Tea.” Editor’s introduction. 7 contemporary illustrations. Portrait of 
LeFanu. xii + 467pp. 53% x 8. Paperbound $2.00 
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EASY-TO-DO ENTERTAINMENTS AND DIVERSIONS WITH COINS, CARDS, 
STRING, PAPER AND MATCHES, R. M. Abraham 

Over 300 tricks, games and puzzles will provide young readers with absorbing 
fun. Sections on card games; paper-folding; tricks with coins, matches and 

pieces of string; games for the agile; toy-making from common household 

objects; mathematical recreations; and 50 miscellaneous pastimes. Anyone in 
charge of groups of youngsters, including hard-pressed parents, and in need of 
suggestions on how to keep children sensibly amused and quietly content 
will find this book indispensable. Clear, simple text, copious number of delight- 
ful line drawings and illustrative diagrams. Originally titled “Winter Nights’ 
Entertainments.” Introduction by Lord Baden Powell. 329 illustrations. v + 

186pp. 53% X 81f. Paperbound $1.00 

AN INTRODUCTION TO CHESS Moves AND TACTICS SIMPLY EXPLAINED, 

Leonard Barden 

Beginner’s introduction to the royal game. Names, possible moves of th 
pieces, definitions of essential terms, how games are won, etc. explained in 

3o-odd pages. With this background you'll be able to sit right down and play. 
Balance of book teaches strategy — openings, middle game, typical endgame 
play, and suggestions for improving your game. A sample game is fully 
analyzed. True middle-level introduction, teaching you all the essentials with- 
out oversimplifying or losing you in a maze of detail. 58 figures. 102pp. 
534 x 84. Paperbound $1.00 

LASKER’S MANUAL OF CHESS, Dr. Emanuel Lasker 

Probably the greatest chess player of modern times, Dr. Emanuel Lasker held 
the world championship 28 years, independent of passing schools or fashions. 

This unmatched study of the game, chiefly for intermediate to skilled players, 
analyzes basic methods, combinations, position play, the aesthetics of chess, 

dozens of different openings, etc., with constant reference to great modern 
games. Contains a brilliant exposition of Steinitz’s important theories. Intro- 
duction by Fred Reinfeld. Tables of Lasker’s tournament record. 3 indices. 
308 diagrams. 1 photograph. xxx + 349pp. 534 x 8. Paperbound $2.25 

COMBINATIONS: THE HEART OF CHESS, Irving Chernev 
Step-by-step from simple combinations to complex, this book, by a well- 
known chess writer, shows you the intricacies of pins, counter-pins, knight 
forks, and smothered mates. Other chapters show alternate lines of play to 

those taken in actual championship games; boomerang combinations; classic 

examples of brilliant combination play by Nimzovich, Rubinstein, ‘Tarrasch, 
Botvinnik, Alekhine and Capablanca. Index. 356 diagrams. ix + 245pp. 
534 X 814. Paperbound $1.85 

How To SoOLve CuHEss PROBLEMS, K. S. Howard 

Full of practical suggestions for the fan or the beginner — who knows only the 
moves of the chessmen. Contains preliminary section and 58 two-move, 46 

three-move, and 8 four-move problems composed by 27 outstanding American 
problem creators in the last 30 years. Explanation of all terms and exhaustive 

index. “Just what is wanted for the student,” Brian Harley. 112 problems, 
solutions. vi + 171pp. 53% x 8. Paperbound $1.35 
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SOCIAL THOUGHT FROM LORE TO SCIENCE, 

H. E. Barnes and H. Becker 

An immense survey of sociological thought and ways of viewing, studying, 

planning, and reforming society from earliest times to the present. Includes 

thought on society of preliterate peoples, ancient non-Western cultures, and 

every great movement in Europe, America, and modern Japan. Analyzes hun- 

dreds of great thinkers: Plato, Augustine, Bodin, Vico, Montesquieu, Herder, 
Comte, Marx, etc. Weighs the contributions of utopians, sophists, fascists and 

communists; economists, jurists, philosophers, ecclesiastics, and every 19th 
and goth century school of scientific sociology, anthropology, and social psy- 
chology throughout the world. Combines topical, chronological, and regional 

approaches, treating the evolution of social thought as a process rather than 
as a series of mere topics. “Impressive accuracy, competence, and discrimina- 

tion .. . easily the best single survey,” Nation. Thoroughly revised, with new 

material up to 1960. 2 indexes. Over 2200 bibliographical notes. Three volume 

set. Total of 1586pp. 53% x 8. 
Vol. 1 Paperbound $2.75, Vol. 2 Paperbound $2.75, Vol. 3 Paperbound $2.50 

The set $8.00 

A History oF HistoricAL WRITING, Harry Elmer Barnes 

Virtually the only adequate survey of the whole course of historical writing 

in a single volume. Surveys developments from the beginnings of historiog- 
raphy in the ancient Near East and the Classical World, up through the 

Cold War. Covers major historians in detail, shows interrelationship with 
cultural background, makes clear individual contributions, evaluates and 
estimates importance; also enormously rich upon minor authors and thinkers 
who are usually passed over. Packed with scholarship and Jearning, clear, easily 
written. Indispensable to every student of history. Revised and enlarged up 
to 1961. Index and bibliography. xv + 442pp. 534 x 814. Paperbound $2.50 

JOHANN SEBASTIAN BACH, Philipp Spitta 

The complete and unabridged text of the definitive study of Bach. Written 

some 70 years ago, it is still unsurpassed for its coverage of nearly all aspects 
of Bach’s life and work. There could hardly be a finer non-technical introduc- 
tion to Bach’s music than the detailed, lucid analyses which Spitta provides 

for hundreds of individual pieces. 26 solid pages are devoted to the B minor 
mass, for example, and 30 pages to the glorious St. Matthew Passion. This 
monumental set also includes a major analysis of the music of the 18th century: 
Buxtehude, Pachelbel, etc. “Unchallenged as the last word on one of the 

supreme geniuses of music,” John Barkham, Saturday Review Syndicate. Total 
of 1819pp. Heavy cloth binding. 534 x 8. 

Two volume set, clothbound $13.50 

BEETHOVEN AND His NINE SYMPHONIES, George Grove 

In this modern middle-level classic of musicology Grove not only analyzes all 

nine of Beethoven’s symphonies very thoroughly in terms of their musical 
structure, but also discusses the circumstances under which they were written, 

Beethoven’s stylistic development, and much other background material. This 

is an extremely rich book, yet very easily followed; it is highly recommended 
to anyone seriously interested in music. Over 250 musical passages. Index. 

Vili +. 407pp. 53% x 8. Paperbound $2.00 
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‘THREE SCIENCE FICTION NOVELS, 
John Taine 

Acknowledged by many as the best SF writer of the 1920’s, Taine (under the 
name Eric Temple Bell) was also a Professor of Mathematics of considerable 
renown. Reprinted here are The Time Stream, generally considered Taine’s 

best, The Greatest Game, a biological-fiction novel, and The Purple Sapphire, 
involving a supercivilization of the past. Taine’s stories tie fantastic narratives 
to frameworks of original and logical scientific concepts. Speculation is often 
profound on such questions as the nature of time, concept of entropy, cyclical 
universes, etc. 4 contemporary illustrations. v + 532pp. 534 X 83%. 

Paperbound $2.00 

SEVEN SCIENCE FICTION NOVELS, 
H. G. Wells 

Full unabridged texts of 7 science-fiction novels of the master. Ranging from 
biology, physics, chemistry, astronomy, to sociology and other studies, Mr. 
Wells extrapolates whole worlds of strange and intriguing character. “One 
will have to go far to match this for entertainment, excitement, and sheer 
pleasure .. .’New York Times. Contents: The Time Machine, The Island of 
Dr. Moreau, The First Men in the Moon, The Invisible Man, The War of the 

Worlds, The Food of the Gods, In The Days of the Comet. 1015pp. 534 x 8. 
Clothbound $5.00 

28 SCIENCE FicTION STORIES OF H. G. WELLS. 
Two full, unabridged novels, Men Like Gods and Star Begotten, plus 26 short 

stories by the master science-fiction writer of all time! Stories of space, time, 

invention, exploration, futuristic adventure. Partial contents: The Country of 

the Blind, In the Abyss, The Crystal Egg, The Man Who Could Work Miracles, 
A Story of Days to Come, The Empire of the Ants, The Magic Shop, The 

Valley of the Spiders, A Story of the Stone Age, Under the Knife, Sea Raiders, 

etc. An indispensable collection for the library of anyone interested in science 
fiction adventure. g28pp. 53% x 8. Clothbound $4.50 

THREE MARTIAN NOVELS, 

Edgar Rice Burroughs 
Complete, unabridged reprinting, in one volume, of Thuvia, Maid of Mars; 
Chessmen of Mars; The Master Mind of Mars. Hours of science-fiction adven- 

ture by a modern master storyteller. Reset in large clear type for easy reading. 

16 illustrations by J. Allen St. John. vi + 490pp. 53% x 81/. 
Paperbound $1.85 

AN INTELLECTUAL AND CULTURAL HISTORY OF THE WESTERN WORLD, 

Harry Elmer Barnes 

Monumental 3-volume survey of intellectual development of Europe from 

primitive cultures to the present day. Every significant product of human 

intellect traced through history: art, literature, mathematics, physical sciences, 

medicine, music, technology, social sciences, religions, jurisprudence, education, 

etc. Presentation is lucid and specific, analyzing in detail specific discoveries, 

theories, literary works, and so on. Revised (1965) by recognized scholars in 
specialized fields under the direction of Prof. Barnes. Revised bibliography. 
Indexes. 24 illustrations. Total of xxix +4 1318pp. 
Vol. 1 Paperbound $2.00, Vol. 2 Paperbound $2.00, Vol. 3 Paperbound $2.00, 

The set $6.00 



CATALOGUE OF DOVER BOOKS 

HEAR ME TALKIN’ TO YA, edited by Nat Shapiro and Nat Hentoff 
In their own words, Louis Armstrong, King Oliver, Fletcher Henderson, Bunk 

Johnson, Bix Beiderbecke, Billy Holiday, Fats Waller, Jelly Roll Morton, 

Duke Ellington, and many others comment on the origins of jazz in New 

Orleans and its growth in Chicago’s South Side, Kansas City’s jam sessions, 
Depression Harlem, and the modernism of the West Coast schools. Taken 

from taped conversations, letters, magazine articles, other first-hand sources. 
Editors’ introduction. xvi + 429pp. 534 X 81. Paperbound $2.00 

THE JOURNAL OF HENRY D. THOREAU 
A 25-year record by the great American observer and critic, as complete a 
record of a great man’s inner life as is anywhere available. Thoreau’s Journals 
served him as raw material for his formal pieces, as a place where he could 

develop his ideas, as an outlet for his interests in wild life and plants, in 
writing as an art, in classics of literature, Walt Whitman and other con- 

temporaries, in politics, slavery, individual’s relation to the State, etc. The 
Journals present a portrait of a remarkable man, and are an observant social 
history. Unabridged republication of 1g06 edition, Bradford Torrey and 
Francis H. Allen, editors. Illustrations. Total of 1888pp. 834 x 1214. 

Two volume set, clothbound $25.00 

A SHAKESPEARIAN GRAMMAR, E. A. Abbott 

Basic reference to Shakespeare and his contemporaries, explaining through 
thousands of quotations from Shakespeare, Jonson, Beaumont and Fletcher, 
North’s Plutarch and other sources the grammatical usage differing from the 
modern. First published in 1870 and written by a scholar who spent much of 
his life isolating principles of Elizabethan language, the book is unlikely ever 
to be superseded. Indexes. xxiv + 511pp. 534 X 81%. Paperbound $2.75 

FOLK-LoRE OF SHAKESPEARE, T. F. Thistelton Dyer 

Classic study, drawing from Shakespeare a large body of references to super- 
natural beliefs, terminology of falconry and hunting, games and sports, good 
luck charms, marriage customs, folk medicines, superstitions about plants, 

animals, birds, argot of the underworld, sexual slang of London, proverbs, 

drinking customs, weather lore, and much else. From full compilation comes 

a mirror of the 17th-century popular mind. Index. ix + 526pp. 534 x 814. 

Paperbound $2.50 

THE NEW VARIORUM SHAKESPEARE, edited by H. H. Furness 
By far the richest editions of the plays ever produced in any country or 
language. Each volume contains complete text (usually First Folio) of the 
play, all variants in Quarto and other Folio texts, editorial changes by every 
major editor to Furness’s own time (1900), footnotes to obscure references or 
language, extensive quotes from literature of Shakespearian criticism, essays 
on plot sources (often reprinting sources in full), and much more. 

HAMLET, edited by H. H. Furness 
Total of xxvi + gospp. 534 x 814. Two volume set, paperbound $4.75 

TWELFTH NIGHT, edited by H. H. Furness 
Index. xxii + 434pp. 53% x 814. Paperbound $2.25 



CATALOGUE OF DOVER BOOKS 

La BOHEME BY GIACOMO PUCCINI, 

translated and introduced by Ellen H. Bleiler 
Complete handbook for the operagoer, with everything needed for full enjoy- 
ment except the musical score itself. Complete Italian libretto, with new, 
modern English line-by-line translation—the only libretto printing all repeats; 
biography of Puccini; the librettists; background to the opera, Murger’s La 
Boheme, etc.; circumstances of composition and performances; plot summary; 

and pictorial section of 73 illustrations showing Puccini, famous singers and 
performances, etc. Large clear type for easy reading. 124pp. 534 X 814. 

Paperbound $1.00 

ANTONIO STRADIVARI: His LIFE AND WorRK (1644-1737), 
W. Henry Hill, Arthur F. Hill, and Alfred E. Hill 

Still the only book that really delves into life and art of the incomparable 
Italian craftsman, maker of the finest musical instruments in the world today. 
The authors, expert violin-makers themselves, discuss Stradivari’s ancestry, his 

construction and finishing techniques, distinguished characteristics of many 

of his instruments and their locations. Included, too, is story of introduction 

of his instruments into France, England, first revelation of their supreme 
merit, and information on his labels, number of instruments made, prices, 

mystery of ingredients of his varnish, tone of pre-1684 Stradivari violin and 
changes between 1684 and 1690. An extremely interesting, informative account 
for all music lovers, from craftsman to concert-goer. Republication of original 

(1902) edition. New introduction by Sydney Beck, Head of Rare Book and 
Manuscript Collections, Music Division, New York Public Library. Analytical 
index by Rembert Wurlitzer. Appendixes. 68 illustrations. 30 full-page plates. 
4 in color. xxvi + 315pp. 534 X 814. Paperbound $2.25 

MusIcAL AUTOGRAPHS FROM MONTEVERDI TO HINDEMITH, 

Emanuel Winternitz 
For beauty, for intrinsic interest, for perspective on the composer’s personality, 
for subtleties of phrasing, shading, emphasis indicated in the autograph but 
suppressed in the printed score, the mss. of musical composition are fascinating 
documents which repay close study in many different ways. This 2-volume 

work reprints facsimiles of mss. by virtually every major composer, and many 
minor figures—196 examples in all. A full text points out what can be learned 

from mss., analyzes each sample. Index. Bibliography. 18 figures. 196 plates. 

Total of 170pp. of text. 774 x 1034. 
Vol. 1 Paperbound $2.00, Vol. 2 Paperbound $2.00, 

The set $4.00 

J. S. BAcu, 

Albert Schweitzer 
One of the few great full-length studies of Bach’s life and work, and the 
study upon which Schweitzer’s renown as a musicologist rests. On first appear- 

ance (1911), revolutionized Bach performance, The only writer on Bach to 
be musicologist, performing musician, and student of history, theology and 
philosophy, Schweitzer contributes particularly full sections on history of Ger- 
man Protestant church music, theories on motivic pictorial representations 
in vocal music, and practical suggestions for performance, Translated by 
Ernest Newman. Indexes. 5, illustrations. 650 musical examples. Total of xix 

+ g28pp. 53% x 81f. Vol. 1 Paperbound $2.00, Vol. 2 Paperbound $2.00, 
The set $4.00 



CATALOGUE OF DOVER BOOKS 

Tue MeEtTHOps OF ETHics, Henry Sidgwick 
Propounding no organized system of its own, study subjects every major 
methodological approach to ethics to rigorous, objective analysis. Study dis- 

cusses and relates ethical thought of Plato, Aristotle, Bentham, Clarke, Butler, 
Hobbes, Hume, Mill, Spencer, Kant, and dozens of others. Sidgwick retains 
conclusions from each system which follow from ethical premises, rejecting 
the faulty. Considered by many in the field to be among the most important 
treatises on ethical philosophy. Appendix. Index. xlvii + 528pp. 534 x 8Y. 

Paperbound $2.50 

TEUTONIC MyTHOLOGy, Jakob Grimm 

A milestone in Western culture; the work which established on a modern 

basis the study of history of religions and comparative religions. 4-volume 
work assembles and interprets everything available on religious and folk- 
loristic beliefs of Germanic people (including Scandinavians, Anglo-Saxons, 

etc.). Assembling material from such sources as Tacitus, surviving Old Norse 

and Icelandic texts, archeological remains, folktales, surviving superstitions, 

comparative traditions, linguistic analysis, etc. Grimm explores pagan deities, 

heroes, folklore of nature, religious practices, and every other area of pagan 

German belief. To this day, the unrivaled, definitive, exhaustive study. Trans- 

lated by J. S. Stallybrass from 4th (1883) German edition. Indexes. Total of 

Ixxvil + 1887pp. 534 X 81f/. Four volume set, paperbound $10.00 

THE I CHING, translated by James Legge 

Called “The Book of Changes” in English, this is one of the Five Classics 
edited by Confucius, basic and central to Chinese thought. Explains perhaps 
the most complex system of divination known, founded on the theory that all 
things happening at any one time have characteristic features which can be 
isolated and related. Significant in Oriental studies, in history of religions and 
philosophy, and also to Jungian psychoanalysis and other areas of modern 
European thought. Index. Appendixes. 6 plates. xxi + 448pp. 534 x 814. 

Paperbound $2.75 

History OF ANCIENT PHILOSOopPHy, IW. Windelband 

One of the clearest, most accurate comprehensive surveys of Greek and Roman 

philosophy. Discusses ancient philosophy in general, intellectual life in Greece 
in the 7th and 6th centuries B.C., Thales, Anaximander, Anaximenes, Herac- 

litus, the Eleatics, Empedocles, Anaxagoras, Leucippus, the Pythagoreans, the 

Sophists, Socrates, Democritus (20 pages), Plato (50 pages), Aristotle (70 pages), 

the Peripatetics, Stoics, Epicureans, Sceptics, Neo-platonists, Christian Apolo- 

gists, etc. 2nd German edition translated by H. E. Cushman. xv + 393pp. 

53% xX 8. Paperbound $2.25 

THE PALACE OF PLEASURE, Willian Painter 

Elizabethan versions of Italian and French novels from The Decameron, 

Cinthio, Straparola, Queen Margaret of Navarre, and other continental sources 

— the very work that provided Shakespeare and dozens of his contemporaries 
with many of their plots and sub-plots and, therefore, justly considered one of 
the most influential books in all English literature. It is also a book that any 
reader will still enjoy. Total of cviii 4 1,224pp. 

Three volume set, Paperbound $6.75 



CATALOGUE OF DOVER BOOKS 

THE WONDERFUL WIZARD OF OZ, L. F. Baum 
All the original W. W. Denslow illustrations in full color—as much a part of 
“The Wizard” as Tenniel’s drawings are of “Alice in Wonderland.” “The 
Wizard” is still America’s best-loved fairy tale, in which, as the author expresses 
it, “The wonderment and joy are retained and the heartaches and nightmares 
left out.” Now today’s young readers can enjoy every word and wonderful pic- 
ture of the original book. New introduction by Martin Gardner. A Baum 
bibliography. 23 full-page color plates. vili 4+ 268pp. 53% x 8. 

Paperbound $1.50 

THE MARVELOUS LAND OF Oz, L. F. Baum 

This is the equally enchanting sequel to the “Wizard,” continuing the adven- 

tures of the Scarecrow and the Tin Woodman. The hero this time is a little 

boy named Tip, and all the delightful Oz magic is still present. This is the 
Oz book with the Animated Saw-Horse, the Woggle-Bug, and Jack Pumpkin- 

head. All the original John R. Neill illustrations, 10 in full color. 287pp. 
53% X 8. Paperbound $1.50 

ALICE’s ADVENTURES UNDER GROUND, Lewis Carroll 

The original Alice in Wonderland, hand-lettered and illustrated by Carroll 
himself, and originally presented as a Christmas gift to a child-friend. Adults 
as well as children will enjoy this charming volume, reproduced faithfully 

in this Dover edition. While the story is essentially the same, there are slight 

changes, and Carroll’s spritely drawings present an intriguing alternative to 
the famous Tenniel illustrations. One of the most popular books in Dover’s 
catalogue. Introduction by Martin Gardner, g8 illustrations. 128pp. 534 x 814. 

Paperbound $1.00 

THE Nursery “ALIcrE,” Lewis Carroll 

While most of us consider Alice in Wonderland a story for children of all 

ages, Carrol] himself felt it was beyond younger children. He therefore pro- 
vided this simplified version, illustrated with the famous Tenniel drawings 
enlarged and colored in delicate tints, for children aged “from Nought to 
Five.” Dover’s edition of this now rare classic is a faithful copy of the 1889 

printing, including go illustrations by Tenniel, and front and back covers 

reproduced in full color. Introduction by Martin Gardner. xxiii + 67pp. 

614 x Ol. Paperbound $1.50 

THE STORY OF KING ARTHUR AND His KNIGHTS, Howard Pyle 

A fast-paced, exciting retelling of the best known Arthurian legends for young 
readers by one of America’s best story tellers and illustrators. The sword 

Excalibur, wooing of Guinevere, Merlin and his downfall, adventures of Sir 

Pellias and Gawaine, and others. The pen and ink illustrations are vividly 

imagined and wonderfully drawn. 41 illustrations. xviii + gigpp. 614 x glA. 

Paperbound $1.50 

Prices subject to change without notice. 

Available at your book dealer or write for free catalogue to Dept. Adsci, 
Dover Publications, Inc., 180 Varick St., N.Y., N.Y. 10014. Dover publishes more 

than 150 books each year on science, elementary and advanced mathematics, 

biology, music, art, literary history, social sciences and other areas. 
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(continued from front flap) 

Letters to Nimrod From Edward Elgar, edited by Percy Young. 
Clothbound $8.00 

Zoltan Kodaly, Percy M. Young. Clothbound $6.50 

Ding Dong Bell: A First Book of Nursery Songs, Percy M. Young 
and Edward Ardizzone. Clothbound $3.50 

DOVER OPERA GUIDE 
AND LIBRETTO SERIES 
Containing full libretto, translation, biography of composer, musi- 
cal notes, illustrations, etc. 

Carmen, Georges Bizet, translated and introduced by Ellen Bleiler. 
$1.00 (tent.) 

Lucia di Lammermoor, Gaetano Donizetti, translated and intro- 
duced by Ellen Bleiler. $1.00 (tent.) 

Don Giovanni, Wolfgang Amadeus Mozart, translated and intro- 
duced by Ellen Bleiler. $1.00 

La Bohéme, Giacomo Puccini, translated and introduced by Ellen 

Bleiler. $1.00 

Aida, Giuseppe Verdi, translated and introduced by Ellen Bleiler. 
$1.25 

MUSIC FACSIMILES 
This outstanding series offers students exact reproductions of the 
original manuscripts of important works. 

Two- and Three-Part Inventions, Johann Sebastian Bach, edited by 
Eric Simon. $1.00 (tent.) 

Piano Sonata No. 32, Opus III, Ludwig van Beethoven, edited by 
Eric Simon. $1.00 (tent.) 

24 Preludes, Opus 28, Fryderyk Chopin, edited by Eric Simon. $1.00 
(tent.) 

Eine Kleine Nachtmusik, Wolfgang Amadeus Mozart, edited by 
Eric Simon. $1.00 (tent.) 

Unfinished Symphony, Franz Schubert, edited by Eric Simon. $1.00 
(tent.) 

Paperbound unless otherwise indicated. Prices subject to change 
without notice. Available at your book dealer or write for free 
catalogues to Dept. Mus, Dover Publications, Inc., 180 Varick St., 
N. Y., N. Y. 10014. Please indicate field of interest. Each year Dover 
publishes over 150 classical records and books on art, philosophy, 
languages, literature, humor, history, religion, science, engineer- 
ing, mathematics, chess, puzzles and other areas. 



THE LIFE AND SYMPHONIES OF 

ANTON BRUCKNER 
Erwin Doernberg 

“Bruckner composes like a drunkard,” was a contemporary verdict 
by one of Hanslick’s party; but the great conductor Artur Nikisch 
said of Bruckner’s Seventh Symphony, “Since Beethoven there has 
been nothing that could even approach it.” Controversy over Anton 
Bruckner (1824-1896) has not yet died away, but there is little 

doubt that his-piace in music history is an important one. Yet, 
surprisingly, this is the first book in English devoted exclusively 
to him. 

Dividing the book into two parts, Erwin Doernberg deals first with 
Bruckner’s life, and then comments extensively on his symphonies. 
In the first part, Doernberg describes Bruckner’s childhood in the 
country, his unpretentious education, his religious convictions, and 
his abilities as organist and teacher. He tells of Bruckner’s musical 

influences, his struggles to achieve a personal style, his heart- 
breaking disappointments (the conductor of the Vienna Philhar- 
monic returned the Second Symphony as “unplayable”’), his in- 
creasingly warm reception by the public, the agonies caused him 
by the hostility of the powerful critic Eduard Hanslick (a full 
chapter describes Hanslick’s character and career), and finally the 
tragic simultaneity of rising fame and declining health. 

In part two, the “improvements” (rearrangements, re-orchestra- 
tions, etc.) made on the symphonies by well-meaning friends are 
extensively discussed, together with the story of the hunt for the 
original manuscripts. All eight finished symphonies and the un- 
finished Ninth are closely analyzed. 

An engrossing, sympathetic portrait, this biography also succeeds in 
telling Bruckner’s story against the background of the dominant 
features of 19th-century musical life: the Brahms-Wagner contro- 
versy, and the character and power of the critic Hanslick. 

Unabridged, unaltered republication of the Ist (1960) edition. 
Foreword by Robert Simpson. Appendices: Calendar of Composition 
and Revision (the Symphonies) ; Works of Anton Bruckner. Select 
Bibliography. Index. 9 illustrations. xii + 235pp. 53% x 81%. 

T1390 Paperbound $2.25 

A DOVER EDITION DESIGNED FOR YEARS OF USE! 

We have made every effort to make this the best book possible! Our 
paper is opaque, with minimal show-through; it will not discolor 
or become brittle with age. Pages are sewn in signatures, in 
the method traditionally used for the best books, and will not drop 
out, as often happens with paperbacks held together with glue. 
Books open flat for easy reference. The binding will not crack or 
split. This is a permanent book. ‘ksergry JRUONeN VeELAsSNY oy) JO sNpxeplig ay) jo Asayno? s9UYNIG UOIUY “AW Jo OrOYd JOA0D 
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