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The Torch Keeps Passing 
 

EARLIER THIS YEAR the music world lost one of its icons, 
Stanisław Skrowaczewski. A conductor and composer of 
international acclaim, he was particulary renowned for his 
Bruckner, which he himself cherished. In recognition, this issue of 
the Journal devotes several pages to the maestro, including tributes 
from the individuals who knew him well. 

 
Inevitably, such a passing makes one reflect on the 

significance of similar losses recently. In just the past few years, 
several conductors who have brought their greatness to Bruckner 
has been lost: Kurt Masur, Nikolaus Harnoncourt, Lorin Maazel, 
and Wolfgang Sawallisch. And since the start of the new 
millenium, Günter Wand, Carlo Maria Giulini, and Takashi 
Asahina are included on the list. Going to press, news of Jefferey 
Tate’s passing has been announced. 

 
But with such loss makes one also appreciate the passing of 

the torch that occurs. The "old guard" – Blomstedt, Haitink, 
Barenboim, Janowski, Davies, Venzago, Mehta – continue to thrill 
audiences with performances of epic grandeur. The "established 
maestros" – Jansons, Bolton, Gatti, Young, Schaller, van Zweden, 
Bosch, Thielemann, Welser-Möst – bring a steady flow of 
Bruckner in the concert hall, maturing as their personal signatures 
are defined. 

 
Most excitedly remain the "new guard" – Andris Nelsons (in 

Boston and Leipzig), Yannick Nézet-Séguin (near complete cycle), 
Gustavo Gimeno (promising start, 1 & 7), Robin Ticciati (F minor 
Mass & 4), Daniel Harding (London SPCM premiere) – whose 
Bruckner performances are just coming to light, with remarkable 
results, as reviews in the current issue reveal. 

 
Losses are tragic and irreplaceable. But the torch continues to 

pass with tremendous promise. 
MC 

The views expressed in the Journal are 
not necessarily those of the editors. 
Copyright remains with the 
contributors. 
Silhouette by Otto Böhler 
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THE BRUCKNER JOURNAL - Online 
Readers are reminded of the Journal's presence on the Internet: 
 
A newly designed website has been launched to replace the previous one. Much of the familiar content has 
been enhanced; indices to current and previous issues expanded; download links of many past volumes are 
available as PDFs; content of upcoming and previous Readers Conferences available. Of course, subscription 
information and payment links are also available. The website remains in development as content is being 
transferred. Your comments and suggestions are always welcome. Please visit us: 

www.brucknerjournal.com 
 
Additionally, The Bruckner Journal now has a presence on Facebook. The page will be periodically updated 
with information pertinent and of interest to our readers. A page for posting by subscribers has also been set 
up with the intent to develop a discussion forum of like-minded individuals. Once you “like” our Facebook 
page, clicking the “Sign Up” button allows you to access the discussion page, which is otherwise private. We 
look forward to you joining us: 

https://www.facebook.com/brucknerjournal/ 
 
    
 

BRUCKNER IN A DIGITAL AGE 
 

Despite general practice, the Internet contains more than just Facebook, Twitter, and cat videos. Luckily, 
it also contains a vast wealth of material to enrich, entertain, and educate those who are able to mine its riches. 
From time to time, I'd like to take the opportunity to direct readers not only to those websites useful for 
Bruckner information, but also how to retrieve this information once a website is reached. Sometimes the 
barrier is language; sometimes just difficulty with the website layout. 

In this first series, attention is directed to websites providing digital reproductions of original documents. 
Most often this consists of original editions, autograph manuscripts, and earlier publications, many of which 
are being made available for the first time to the public without the complexity of attempting to requisition the 
original. 

For this publication, I have taken the liberty of generating shorthand URLs for the websites' results 
obtained from my searches (tinyurl.com), as the string of digits generated by some sites can often be too 
cumbersome to include in print. This should make it easier for readers to reproduce the searches. However, it 
is expected that the websites themselves will change over time, so more generalized instructions are also 
provided. 

Finally, as much of the information online pertaining to Bruckner is in German, I have found using 
browsers with built-in "on-the-fly" translation invaluable, such as Google Chrome. 
 
 
Wienbibliothek Digital 
http://www.digital.wienbibliothek.at/ 

Formerly known as Wiener Stadt- und Landesbibliothek (Vienna City 
and State Library), the Wienbibliothek im Rathaus (Vienna Library in the 
City Hall) has established an online presence which it describes as a "digital 
free-hand library" ("hand-free": Freihandbibliothek). Among the numerous 
culturally-relevant Viennese manuscripts that can be observed and 
downloaded, several autograph Bruckner manuscripts are available. Included 
are pages of the Ninth Finale and sketches of the first three movements, the 
1878 Finale of the Fourth (Volkfest) and Trio from the Scherzo (Tanzweise 
während der Mahlzeit auf der Jagd ), the Study Symphony (00), March, and Overture. Vocal works such as 
Helgoland, Tafellied (Table Song) for male choir, Wie bist du Frühling gut und tre (song), Salvum fac 
populum tuum (motet). Also available are curiosities such as manuscripts of Harmonic Studies 
(Harmonielehre – Studien). 
 
https://tinyurl.com/Bruckner-wienbibliothek 
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The tinyurl should take you to the relevant page featuring Bruckner results. If problems are encountered: 
from the Home page, select "Music Manuscripts (Musikhandschriften)" in the left sidebar; the results on the 
next page may be sorted, best as "author/collaborator (autor/beteiligte)" to reach Bruckner in alphabetical 
order. 
 
Österreichische Akademie der Wissenschaften (ÖAW) 
http://www.bruckner-online.at/ 

The Austrian Academy of Sciences initiated its comprehensive 
resource for online Bruckner research in 2013. Since that time, the 
site has expanded to include 750 autograph manuscripts with over 
9,000 high-quality digital scan to view (downloads are not 
available). An expansion of this project will be the Bruckner-
Lexikon, scheduled to launch in June 2017 (as of this writing). 
 

At its most basic, the site contains comprehensive information on the life of Bruckner, including timelines 
through various "periods" (childhood, St. Florian, Linz, Vienna); a catalogue of works; and a searchable 
database of bibliographies, by author.  Detailed information about the works includes first editions, the grey 
cover editions under Haas, the blue cover editions under Nowak, and the start of the current New Complete 
Edition. The First and Haas editions contain high-quality images (by clicking on the "camera" icon). 
 
https://tinyurl.com/Bruckner-OAW-first  •  [http://www.bruckner-online.at/?page_id=870] 
https://tinyurl.com/Bruckner-OAW-Haas  • [http://www.bruckner-online.at/?page_id=533] 
https://tinyurl.com/Bruckner-OAW-Nowak  •  [http://www.bruckner-online.at/?page_id=706] 
 

The deepest riches are to be found in the search database of works. Here one can search not only by work 
(including WAB number), but also by autograph source, archive, copyist, editor, etc. The results typically 
contain scans of the material (once again, clicking the camera icon). 
 
https://tinyurl.com/Bruckner-OAW-database  •  [http://www.bruckner-online.at/?page_id=620] 
 

From the main Database page (Werk – Datenbank), select the composition to be searched from the WAB 
dropdown menu, then click Search (Suchen). Results of all available sources will follow. The search can be 
narrowed using the dropdown menus for Autograph Source (Signaturensuche) and/or Archive/Library (Archiv 
/ Bibliothek). Free text boxes are also provided for additional refinement. 
 
Österreichische Nationalbibliothek (ÖNB) 
https://www.onb.ac.at/en/ 

The Austrian National Library maintains an extensive searchable 
online database. It also allows for the selection of pages in English or 
German language layout. The search function is somewhat less accessible, 
being less intuitive than the previous websites discussed. However, the 
results for Bruckner yield over 500 items, including manuscripts, books, and documents. All of the items are 
viewable online; some are downloadable (albeit with ÖNB watermark) and others can be requisitioned. 
 
https://tinyurl.com/Bruckner-ONB  [mostly manuscript results] 
https://tinyurl.com/ONB-Bruckner  [with additional non-manuscript results] 
 

The tinyurl should take you to the relevant page featuring Bruckner results. If problems are encountered: 
from the Home page, enter "bruckner, anton" into search bar, then press search. The results page will contain 
all references; for strictly digital results, click the "Digital" tab on the results page. An "advanced search" page 
also exists to enter multiple search criteria simultaneously. 
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Stanisław Skrowaczewski 
(1923-2017) 

 

 
Reverential are those moments when the passing of someone so inimitable occurs that the moment can be 

experienced with great sadness and yet be felt with inestimable awe for his or her legacy. This occurred on 21 
February 2017 when the artistic world lost Stanisław Skrowaczewski. Throughout his 93 years, 
Skrowaczewski was larger than life, conducting the world's premier ensembles, collaborating with iconic 
musicians, and composing works of lasting significance. 

Although his repertoire was extensive, readers of these pages are surely aware that Skrowaczewski 
endowed us with a remarkable legacy of what he referred to as his "beloved" Bruckner. From an early age, 
this composer more than any other held a central place in Skrowaczewski's defining character, as detailed in 
Dr. Frederick Edward Harris Jr.'s seminal biography Seeking the Infinite (CreateSpace, 2011). Walking 
through his hometown of Lwów's city center, the 7-year-old Skrowaczewski was transfixed by the music 
coming from an open window, recalling later, "It was the same shock that someone who believes would have 
from seeing God in front of him". Falling into a trancelike state, he remained bedridden for two days, later 
stating, "I was in heaven – the world didn't exist for me". That music was the Adagio of Bruckner's Seventh. 
"Since that moment I was fascinated with Bruckner", he recalled, forever changing the man and those of us 
who would later come to experience his performances. It was fitting that his final performance with his 
cherished Minnesota Orchestra was the Eighth Symphony in October 2016, in celebration of his 93rd birthday. 
And that his final recording was also the Eighth, captured live with the Yomiuri Nippon Orchestra. 

In April 2012, the Bruckner Society of America had the privilege 
of awarding Maestro Skrowaczewski with the Kilenyi Medal of 
Honor. Society Executive Secretary John Berky made the 
presentation before a full house at Orchestra Hall after a performance 
of the Eighth with the Minnesota Orchestra. The remarkable love 
expressed by those in attendance was emblematic of the artistic 
community at large.  

Contained on the following pages are tributes from those who 
knew and experienced the Maestro, in words more fitting than any 
others that can be expressed by this editor. 

Skrowaczewski’s final concert in Japan. He conducted Bruckner 8 with the Yomiuri Nippon 
Symphony Orchestra at the Tokyo Opera City Concert Hall on 23 January 2016. 

Photo credit: Yomiuri Nippon Symphony Orchestra 

John Berky congratulating 
Stanislaw Skrowaczewski 

Photo credit: www.abruckner.com 
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Tributes 
 
 

 
 
 
 
 

 
 
 

 
 
 

“The	entire	Minnesota	Orchestra	family	is	deeply	grieved	at	the	loss	
of	our	iconic	Conductor	Laureate	Stanisław	Skrowaczewski.	He	was	
such	an	important	conductor	for	the	Minnesota	Orchestra,	as	well	as	
many	of	 the	world’s	 other	 great	orchestras,	and	we	 greatly	 respect	
his	 legacy.	 Maestro	 Skrowaczewski’s	 mark	 on	 the	 Minnesota	
Orchestra	 was	 significant	 and	 continued	 well	 beyond	 his	 years	 as	
music	 director.	 He	 lived	 in	 the	 Twin	 Cities,	 and	 I	 was	 personally	
always	happy	to	see	him	visit	rehearsals	at	Orchestra	Hall.	I	learned	
many	special	things	about	Bruckner’s	music	from	Stanisław	and,	last	
October,	 I	 was	 privileged	 to	 hear	 his	 grand	 performances	 of	
Bruckner’s	 Symphony	 No.	 8.	 He	 was	 a	 consummate	 musician	 and	
conductor,	and	he	will	be	greatly	missed.”	
-	Osmo	Vänskä,	music	director,	Minnesota	Orchestra	

“Stan	was	an	ardent	advocate	for	letting	music	speak	for	itself	and	for	the	musicians	
who	 bring	 it	 to	 life.	 Even	 in	 his	 final	 years,	 the	 robust	 energy	 he	 brought	 to	 the	
podium	was	an	example	for	us	all.	I	will	miss	his	warmth,	his	deep	knowledge,	and	
the	way	he	drew	inspired	performances	from	the	orchestra	year	after	year."		
-	Greg	Milliren,	associate	principal	flute	

“When ‘Skrovi’ conducts many works it feels like the composer is listening! His 
interpretation of Wagner’s Prelude and Love Death from Tristan and Isolde has 
shattered my expectations for that piece every time with him. I don’t think even 
Wagner could have imagined a more colorful, dynamic and moving interpretation, 
the scope of emotion and architecture was so immense!” 
- Anthony Ross, principal cello 

“In	 April	 of	 2012,	 I	 had	 the	 honor	 of	
playing	principal	Wagner	Tuba	 in	 a	 few	
performances	 of	 Bruckner’s	 8th	
Symphony	with	Maestro	Skrowaczewski	
conducting.	 At	 the	 end	 of	 the	 concert	
Skrovi	came	back	to	the	horn	section	as	
we	 were	 having	 our	 picture	 taken.	 We	
asked	him	to	join	in	the	photo	(which	he	
gladly	 did),	 and	 after	 the	 group	photo	 I	
asked	 him	 if	 I	 might	 get	 a	 photo	 with	
him.	 Since	 I	 was	 holding	 the	 Wagner	
Tuba,	 he	 insisted	 that	 he	 should	 also	
hold	one.	The	joy	in	his	face	says	it	all	—	
he	was	having	the	time	of	his	life!”	
-	Ellen	Dinwiddie	Smith,	horn		

“I vividly remember Maestro Skrowaczewski’s hands. They pulled him to the podium 
from backstage while seeming to be electrified by some inner source. In contrast, 
they could be gently and softly expressive. I am grateful for the deep friendship we 
shared as musicians with our ‘Stan’ and for his unbridled joy when he was with us at 
Orchestra Hall. His willingness to speak truth and his unwavering commitment to the 
service of music and our community will live on.” 
- Wendy Williams, flute 
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PRESS RELEASE: Stanisław Skrowaczewski (1923-2017) 

It is with deep sadness that we announce the 
death of Stanisław Skrowaczewski on 21 
February 2017, at the age of 93.  

During his long and highly distinguished 
career, Stanisław Skrowaczewski 
commanded a rare position on the musical 
scene worldwide as both a renowned 
conductor and highly regarded composer. 
Skrowaczewski conducted the world’s major 
orchestras and collaborated with some of the 
musical giants of the 20th century, including 
Shostakovich, Lutosławski, Penderecki and 
Andrzej Panufnik. Revered in particular for his 
interpretations of his “beloved” Bruckner, 
Skrowaczewski’s last concerts were in 
October 2016 when, on the occasion of his 
93rd birthday, he conducted memorable 
performances of Bruckner Symphony No.8 
with the Minnesota Orchestra, where he was 
Music Director for 19 years. He matched 
Leopold Stokowski in years of public 
performance and, in October 2015, he 
became the oldest conductor ever to perform 
at London’s Royal Festival Hall, in Bruckner's 
Symphony No. 5 with the London 
Philharmonic Orchestra. The performance 
was released on the LPO label in 2016, one 
of Skrowaczewski’s last recordings.  

Born in 1923 in Lwów, Poland, 
Skrowaczewski began piano and violin 
studies at the age of four and composed his 
first symphonic work at seven. He played and 
conducted Beethoven’s Third Piano Concerto 
at the age of 13. Despite severe artistic 
censorship from the first Soviet occupation 
(1939-41), Skrowaczewski enjoyed Lwów’s 
flourishing cultural scene during his formative 
years, and immersed himself in the city's 
musical life. During this period, 
Skrowaczewski learned English and followed 
the progress of the Second World War by 
listening secretly to the BBC. In 1941 he 
suffered a hand injury from a bomb explosion 
during the Nazi assault on the city which 
ended his keyboard career, at which point he 

decided to focus on composing and 
conducting.  

Following the war, Skrowaczewski moved to 
Kraków, the new musical centre of Poland, 
and through his conducting and compositions 
was hailed a future star by the most prominent 
Polish composers of the time, including 
Andrzej Panufnik and Witold Lutosławski 
(whose Concerto for Orchestra he conducted 
in its U.S. premiere in 1958). In 1946 he 
became Music Director of the Wrocław 
(Breslau) Philharmonic, and then Music 
Director of the Silesian State Philharmonic of 
Katowice (1949-54), the Kraków Philharmonic 
(1954-56), and permanent conductor of the 
Warsaw National Philharmonic Orchestra 
(1956-59). In the 1940s Skrowaczewski 
studied in Paris with Nadia Boulanger, during 
which time he joined the avant-garde 
composers' organization Groupe Zodiaque. In 
1948 he conducted the Paris premiere of 
Shostakovich’s Fifth Symphony with 
L’Orchestre Philharmonique de Radio France. 
A few years later Shostakovich heard a 
Skrowaczewski performance of the Fifth 
Symphony and he praised the young 
maestro’s interpretation.  

After many years working in isolated 
communist Poland, a breakthrough came in 
1956 when Skrowaczewski won the Santa 
Cecilia Competition for Conductors in Rome. 
This award led to an invitation by conductor 
George Szell to conduct the Cleveland 
Orchestra in 1958, a significant moment which 
marked the next chapter of Skrowacewski’s 
international career. Engagements with the 
New York Philharmonic Orchestra amongst 
others followed and in 1960, at the age of 36, 
he became Music Director of the Minneapolis 
Symphony Orchestra (now the Minnesota 
Orchestra), a position he held for 19 years. It 
was at this point that he left Poland to become 
a U.S. citizen, having lived through the 
Second World War and three occupations of 
Lwów. 



The Bruckner Journal   Vol. 21 no. 2    July 2017 
 

7 
 

During the 1960s Skrowaczewski made many 
debuts with major orchestras including the 
Royal Concertgebouw, London Symphony, 
Chicago Symphony, Boston Symphony, Los 
Angeles Philharmonic, Munich Philharmonic, 
and Vienna Philharmonic orchestras, as well 
as with the Vienna State Opera and 
Metropolitan Opera (New York). In particular, 
he became a regular guest-conductor of the 
Philadelphia Orchestra and the Cleveland 
Orchestra, where he returned most recently in 
2015, and the Berlin Philharmonic, where he 
returned most recently in 2011.  

From 1984 to 1991 Skrowaczewski was 
Principal Conductor of The Hallé in 
Manchester with whom he toured Europe and 
the U.S. and recorded extensively, working 
with them regularly thereafter. In 2007 he was 
appointed Principal Conductor of the Yomiuri 
Nippon Symphony Orchestra in Japan and 
conducted them every year since, most 
recently as their Honorary Conductor 
Laureate. From 1979 he served as Conductor 
Laureate for the Minnesota Orchestra, 
conducting them annually for 56 seasons, an 
unprecedented length in the history of major 
American orchestras. In 2015 he was made 
Conductor Laureate of the Deutsche Radio 
Philharmonie Saarbrücken Kaiserslautern, 
following a long relationship and many 
celebrated recordings, including the complete 
Bruckner, Brahms, Schumann and Beethoven 
symphonies for Arte Nova Classics (now 
Oehms Classics). These received enormous 
critical acclaim and joined an extensive 
discography with other orchestras including 
the Yomiuri Nippon Symphony for Columbia 
Records, NHK Symphony, Minnesota, Royal 
Concertgebouw, London Philharmonic, 
London Symphony and Berlin Philharmonic 
orchestras, Deutsches Symphonie-Orchester 

Berlin, Orchestre National de France, 
Philharmonique de Radio France and The 
Hallé.  

Skrowaczewski’s compositions have been 
performed and recorded widely and have 
received critical acclaim, with his Concerto for 
Orchestra (1985) and Passacaglia 
Immaginaria (1995) both being nominated for 
the Pulitzer Prize. Recent compositions 
include the widely performed Music for Winds 
(2009) and King Lynn and His 3 Naughty 
Kobolds (2014) for cellist Lynn Harrell. During 
the last year of his life he was composing a 
requiem for orchestra and chorus.  

The recipient of numerous accolades, 
Skrowaczewski was awarded the Knight’s 
Cross of Polonia Restituta, one of Poland’s 
highest decorations, and has six Honorary 
Doctorates, awarded most recently by the 
universities of Minnesota and Wrocław, the 
New England Conservatory of Music and the 
Karol Szymanowski Academy of Music, 
Katowice. He is also the recipient of the 
Bruckner Society of America’s Kilenyi Medal 
of Honor and the Gold Medal of the Mahler-
Bruckner Society, as well as five ASCAP 
Awards for his programming of contemporary 
music.  

A comprehensive account of Skrowaczewski’s 
life and work can be found in Seeking the 
Infinite: The Musical Life of Stanisław 
Skrowaczewski, by Frederick Harris, Jr.  

Stanisław Skrowaczewski died on 21 
February 2017 in Minneapolis. He was born 
on 3 October 1923 and in 1956 he married 
Krystyna Emma Jarosz, who died in August 
2011. He is survived by their two sons Paul 
and Nicholas, and their daughter Anna. 

Intermusica Artists' Management 
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Tributes 
	
“The	musicians	and	management	of	the	Hallé	are	deeply	saddened	to	
hear	 of	 the	 death	 of	 our	 friend	 Stanisław	 Skrowaczewski,	who	 has	
died	at	the	age	of	93.	
‘Stan’	 to	almost	everyone	 in	 the	music	world,	was	an	extraordinary	
figure,	gentle	yet	determined	and	popular	with	both	orchestras	and	
audiences.	
He	 was	 the	 Hallé’s	 Principal	 Conductor	 from	 1984	 to	 1991,	 performing	 with	 the	 Orchestra	 in	
Manchester	and	 throughout	 the	UK,	as	well	as	on	 tours	 in	Europe,	South	America	and	 the	United	
States.	After	he	retired	as	Principal	Conductor	he	continued	to	be	a	most	welcome	Guest	Conductor,	
visiting	the	orchestra	every	two	years,	his	last	appearance	being	in	2014.	
He	was	as	gifted	a	composer	as	he	was	a	conductor,	writing	his	first	symphonic	work	at	seven.	He	
studied	with	Nadia	Boulanger	and	co-founded	the	avant-garde	Groupe	Zodiaque.	Stan	was	no	less	
accomplished	as	a	pianist,	performing	Beethoven’s	Third	Piano	Concerto	at	thirteen;	his	career	as	a	
soloist	only	arrested	by	a	hand	injury	sustained	during	the	Second	World	War.	
Stan	had	remarkable	 insight	 into	the	work	of	many	composers,	none	more	so	than	Bruckner.	The	
Hallé	will	celebrate	Stan’s	life	during	our	concert	on	Thursday	4	May,	which	includes	a	performance	
of	Bruckner’s	Ninth	Symphony	and	a	special	pre-concert	tribute	to	our	former	Principal	Conductor.	
Stanisław	Skrowaczewski	will	be	 remembered	 for	many	memorable	performances	 in	Manchester	
both	 in	 the	 Free	 Trade	 Hall	 and	 The	 Bridgewater	 Hall	 and	 for	 his	 indomitable	 spirit	 and	 good	
humour.	
Our	thoughts	are	with	his	family	and	his	many	friends	across	the	world.”	
-	John	Summers,	Chief	Executive,	Hallé	Concerts	Society	

 
“The London Philharmonic Orchestra had the privilege of some 
extraordinary performances with Stanisław Skrowaczewski at Royal 
Festival Hall over the last few years  and to have been able to release 
on our own label Bruckner Symphonies 3, 5 and 7 derived from live 
recordings of these concerts. He was more than admired and 
respected by the players: he was, in the true sense of the word, 
revered. Admiration for his sheer stamina and love of music and 

making music. Respect for a lifetime of incredible knowledge and experience which brought 
to every performance a real understanding of the repertoire. Reverence, because every 
concert was an “event”, the concert you don’t forget. He will live long in our memories and 
we have the shared joy of music making with him, held for us and everyone on the Bruckner 
recordings, to sustain our love and appreciation of him.” 
- Tim Walker, Chief Executive and Artistic Director, London Philharmonic Orchestra 

 
 
“All	 the	members	of	Yomiuri	Nippon	Symphony	Orchestra	are	 filled	
with	 deep	 sorrow	 to	 hear	 about	 the	 passing	 of	 Maestro	 Stanisław	
Skrowaczewski.	
We	 were	 always	 deeply	 impressed	 by	 Maestro’s	 sincere	 attitude	
toward	music.	YNSO	has	performed	with	Mo.	Skrowaczewski	all	 the	
symphonies	by	Bruckner,	of	whom	he	 is	known	as	one	of	 the	 finest	
interpreters	 in	 the	 world,	 as	 well	 as	 symphonies	 by	 Beethoven,	 Schumann,	 Brahms,	
Shostakovich,	 etc.	 Led	 by	 Maestro’s	 passionate	 and	 uncompromising	 baton,	 YNSO	 has	
achieved	a	dramatic	improvement	in	artistic	quality.	
It	goes	without	saying	how	much	his	music	was	loved,	and	is	loved	by	Japanese	audience.	In	
addition	to	the	brilliant	achievements	in	concerts,	Maestro	has	collaborated	with	YNSO	for	
as	many	as	13	CDs,	which	are	praised	as	milestones	in	the	history	of	orchestras	in	Japan.	
We	would	like	to	offer	our	deepest	condolences	to	his	family.”	
-	Yomiuri	Nippon	Symphony	Orchestra	
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“Stanisław Skrowacewski had a life deeply enriched by his beloved family and by his 
undiminished brilliance as a conductor.  Very few maestros have maintained their full power 
and profound integrity until such a great age. Engraved on my memory is his last concert in 
London as recently as October 2015; aged well over 90, his sight no longer good enough to 
follow a score, he conducted from memory a magnificent performance with the London 
Philharmonic Orchestra of the mighty Bruckner 5th Symphony at the Royal Festival Hall.  It 
was deeply moving to observe and enjoy that extraordinary interpretive power which stayed 
with him to such a very great age. The audience was overwhelmed with emotion.  I will 
always remember also his many wonderful performances of my late husband's Nocturne, the 
last in 2016 in Sao Paulo, Brazil.  Across the world, his admirers will remember with affection 
his nobility and musical passion.  He will live on in our memories and our affection. His was 
an idealism that all young musicians should strive for themselves to attain.” 
- Lady Camilla Panufnik 

	
	
“I will never forget the first time I ever heard a Bruckner symphony live in concert…It was in 
Montreal, and Maestro Skrowaczewski was conducting the Ninth. It made such an impression on 
me. I owe a lot of my devotion to this composer to the way Maestro Skrowaczewski conducted 
his music, with humility, spirituality, clarity, and with a total engagement. Rest In Peace, 
Maestro, and thank you for all you did for Music.” 
- Yannick Nézet-Séguin 
	

 
* all comments used with permission* 

Program pages from the Memorial Service for Maestro Stanisław Skrowaczewski, which 
was held at Orchestra Hall in Minnesota on Tuesday, March 28, 2017. The Service 
included personal tributes to Maestro Skrowaczewski, as well as special musical 
performances, including the Adagio from Bruckner’s Seventh Symphony, performed by 
Music Director Osmo Vänskä and the Minnesota Orchestra. 
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Report: The 2017 Tenth Biennial Readers Conference 
Hertford College, University of Oxford 

31 March – 1 April 2017 
 

CELEBRATING THE JOURNAL'S TWENTIETH YEAR of publication, the Tenth Biennial Readers 
Conference represented milestones of its own. Since the First Readers Conference at University of 
Nottingham in 1999, the program has remained under the direction of Journal founding associate editor Dr. 
Crawford Howie. And many of the authors whose papers have been presented have remained constant over 
the years, including Andrea Harrandt and William Carragan. This year, however, also saw the changing of 
some of the Conferences stalwarts, as long-time editor Ken Ward and founding managing editor, Raymond 
Cox, retired. 

 
Although Oxford University was on term break, the campus was vibrant with activity as prospective 

students and their families toured the historic grounds. Spring was very much alive during this first weekend 
in April, the green landscape being inviting for those of us from across the pond still dealing with snow and 
ice. As has been the case for the last several conferences, Hertford College provided inviting surroundings that 
welcomed visitors from across the globe, even holding up construction work during the event. 

 
With some 40 readers in attendance from as far away as California, the Conference began its opening 

programs on Friday evening. The opening remarks belonged to retired editor Ken Ward. Taking over for 
founding editor Peter Palmer, Ken brought the Journal to its highly-regarded level of prestige over his 12 
years of tenure. Having been at the helm of the Journal for over half of these Conferences, his remarks carried 
extra significance as they also served as his farewell address. All in attendance were moved by the moment, 
none more so than Ken himself, for whom the Journal had become a passion and labor of love; the emotion in 
his words was palpable. 

 
By way of appreciation, Ken Ward and Raymond Cox were presented 

gifts of gratitude by the remaining Journal editorship for their years of 
leadership and expertise. Presentations were made by Crawford Howie to Ken 
at the opening on Friday and to Raymond at the Saturday opening. In addition 
to the words of gratitude expressed, each was presented with a box set of the 
Bruckner symphonies recorded by Daniel Barenboim and the Staatskapelle 
Berlin, each signed by the conductor during the Bruckner Cycle at Carnegie 
Hall earlier this year. Additionally, each received a bronze medal designed by 
Humberto J. Mendes made in Portugal. These unique items are as one-of-a-
kind as the individuals to whom they were presented. 

 
As the papers presented at the Conference will be published in this and subsequent issues of the Journal, 

only a few comments will be provided here. Malcolm Hatfield made the first presentation of Friday evening 
with his paper entitled Towards a New Progressive Analytic Description of Bruckner's Character. Not unlike 
the topic of his versions and revisions, the subject of Bruckner's character is often accompanied by misleading 
phrases, such as "rustic" and "simpleton". As Mr. Hatfield pointed out, the subject is much more complex. His 
comprehensive thoughtful analysis demonstrates a composer with internal conflict that in the end was 
anything but simple. 

 
Prior to the next paper, members of the Bruckner Society of America who were in attendance presented 

their Kilenyi Medal of Honor to conductor Gerd Schaller. Postponed from an event scheduled earlier this year 
during the Bruckner Cycle in New York City due to illness, Society President Benjamin Korstvedt and 
Executive Secretary John Berky made the presentation with additional Board members Eric Lai, Neil Schore, 
and myself present. As stated by Prof. Korstvedt: 

 
The board is awarding the Kilenyi Medal to you in recognition of your long advocacy of 

Bruckner’s music and, above all, for the excellent series of Bruckner performances you have 
led in Ebrach and other locations in Europe. We salute you in particular for seeking versions 
and variants that would otherwise have remained unheard. Your recordings of these benefit 
and inform Bruckner enthusiasts worldwide, and for this you deserve both our admiration 
and gratitude. 
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The concluding paper for the Friday evening session was by Benjamin Korstvedt, The Path to the 

'Homeric Seas': A New Aspect of Bruckner's Style, c.1880, and was also presented at last year's BrucknerTage 
as part of its concentration on the Sixth symphony. The title references Donald Tovey's remark regarding the 
coda of the first movement of the Sixth: "one of the greatest passages Bruckner ever wrote … passing from 
key to key beneath a tumultuous surface sparkling like the Homeric seas." Professor Korstvedt points to the 
central place the Sixth occupies in Bruckner's compositional style, starting his Second Creation Period (2. 
Schaffensperiode, 1879-87) and how the time around 1880 saw the transition from the composer's First 
Reworking Period (1. Umarbeitungsperiode, 1875-80). It was during this time that revisions of the earlier 
symphonies were finished and new compositions, the Sixth and the new Finale of the Fourth, were completed. 
Many aspects are explored, including the move away from the expanding contrapuntal style that reached its 
peak in the Fifth. It is planned that this presentation may see an online multi-media presence coincident with 
its publication in the Journal. 

 
The Saturday session began in the morning with a paper presented by Andrea Harrandt that was near and 

dear to attendees from the UK, 'Herr Bruckner is evidently not a Samson on the Organ.' A Journey to London 
and Bruckner's relationship with England. Published in the present issue of the Journal, her paper discusses 
the conflicting reception of Bruckner during his sole visit to London in 1871 and his subsequent performance 
history. During this presentation, Dr. Harrandt also took the opportunity to preview the upcoming Bruckner-
Lexikon, scheduled to launch online this summer (and referenced in this issue, "Bruckner in a Digital Age"). 

 
Julian Horton followed with his paper, The Finale of Bruckner's Seventh Symphony and the Problem of 

the Reversed Recapitulation. His presentation demonstrating the complex aspects of this movement was 
enlightening. The detailed analysis provided a perspicuous explanation for a problem many of us have heard 
but have had a difficult time expressing, especially regarding the harmonic tensions created. Professor Horton 
conveyed a challenging topic, stimulating engaging conversation among the attendees. 

 
As one of the editors of the New Complete Edition, Paul Hawkshaw discussed an editorial problem 

probably not appreciated by most readers. In his paper, 'Between a Snowflake and a Hailstorm': Thoughts on 
Bruckner's Accent and Staccato Markings, Professor Hawkshaw demonstrated the complexity of interpreting 
Bruckner's markings in the composer's hand. Not only is the distinction between the markings for accents and 
staccato subtle or unclear due to the clarity of the marking in the score itself, but also due to its apparent 
change in meaning amongst sources. We all came to appreciate that even the most seemingly mundane tasks 
an editor faces have challenges few of us realized. 

 
The conclusion of the morning session was ushered in by Miguel Ramirez's paper, 'This is the rule. Of 

course, I don't compose that way': Bruckner, Sechter and the Theory/Practice Dichotomy. Discussing 
Bruckner's compositional style in relation to his own studies and teachings to his students, the presentation 
detailed instances in which Bruckner broke away from the rigidity of theory to achieve results in practice: first 
know the rules, then comes compositional freedom. 

L-R: John Berky, Benjamin Kostvedt, 
Gerd Schaller 
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Following lunch, the afternoon session began with a presentation by one of the other editors of the New 
Complete Edition, Thomas Röder. His paper, Early Allusions to Wagner's Music in Bruckner's First 
Symphony, provided an insightful analysis disclosing references to Tannhäuser and Tristan und Isolde. Eric 
Lai followed with his paper, Clemens Krauss as Bruckner Interpreter. As an early interpreter of Bruckner in 
performance, influences by Nikisch and Schalk were discussed. Some 60 instances were noted; most common 
were performances of the Third, followed by the Eighth, with no instances of the Second or Sixth noted. 

 
Although he was unable to travel to Oxford for the Conference, William Carragan's paper, The Bruckner 

Brand, Part 2: The Five-Part Song Form, was presented by Benjamin Korstvedt. A continuation of the 
concept of the Part 1 paper that was published in the previous March 2017 issue of the Journal, Professor 
Carragan has published his Conference paper on his website. Readers are encouraged to peruse the paper 
there: 
http://carragan.com/composer-anton-bruckner/the-bruckner-brand/part-2-the-five-theme-exposition/ 
http://tinyurl.com/Carragan-BB2 [created for convenience] 
 

Journal associate editor, Crawford Howie, gave the concluding presentation of the Conference. Coincident 
with the evening performance, his paper Bruckner's Songs: A Pathway to Discovering his own Voice as a 
Composer is published in the current issue. The evening concert was performed in the Hertford College 
Chapel and featured all published Bruckner songs, as well as works Schumann and Schubert. With Crawford 
Howie on piano, the songs were performed by Raymond Armstrong, tenor with the Scottish Opera. Mr. 
Armstong's performance was exceptional, not only in regards his interpretations of these rarely heard songs 
which were insightful (many of which were UK premieres). But also for his commentary between songs, 
personal and reflective, relating to his own experience with Bruckner. The gorgeous Chapel proved to be an 
ideal venue for the evening. Open to the public, the near-capacity crowd provided an enthusiastic ovation at 
the conclusion of the concert, appreciative of the exceptional quality of the performance they experienced. 
 

 
Of course, food, drink and camaraderie were in abundance during the conference. From the tea and coffee 
breaks on the Hertford grounds itself, to the meals and after hours get-togethers in the friendly local pubs, all 
in attendance were able to engage in conversations and share experiences with old and new acquaintances. 
From the most recognized scholar to even the most casual Bruckner enthusiast, the Conference brought all 
together for two days of memorable fellowship. 
 
 
 
 
Readers are invited to visit the Journal website for further coverage of the 2017 Readers Conference, including photos of 
the event: http://brucknerjournal.com/conferences/2017conference.htm 
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"Herr Bruckner is evidently not a Samson on the organ": 
A journey to London and Buckner’s relationship with England 

 
Andrea Harrandt, Vienna 

 
*Presented at the Tenth Biennial Bruckner Journal Readers Conference, Hertford College, Oxford, 1 April 2017 

 
 
"In England the name of Anton Bruckner, which is not to be found in any biographical musical dictionary, 
either English or foreign, that we have been able to consult, will probably only be familiar to a few from the 
fact that on the occasion of the opening of the Royal Albert Hall, in 1871, he was one of a number of foreign 
organists who, by invitation, repaired to this country with the view of exhibiting their skill upon the newly 
erected organ of the Royal Albert Hall and that of the Crystal Palace." 

- Charles Ainsley Barry in 1886.1 
 

As this is a conference celebrating the 20th anniversary of The Bruckner Journal, I thought it would be of 
interest to discuss the wide-ranging theme "Bruckner and England". This will not only deal with Bruckner’s 
journey to London but also with the relations he probably had in Vienna to English people and the early 
reception of his works in England in his lifetime. 
 
Bruckner in London 
 

Bruckner was not one of the 
great travellers of his time. He 
used to spend his holidays in 
Upper Austria and rarely in 
foreign countries except in 
Bayreuth, Munich, Berlin and 
once in Switzerland. 

Of special interest are his 
journeys to France in 1869 and 
to England in 1871, which were 
not for holiday. He travelled as 
an organist to compete with 
other European organists. 

In 1871 he was selected to 
represent Austria in London for 
a series of demonstration 
concerts on the newly installed Henry Willis organ in the Albert Hall which was inaugurated by Thomas W. 
Best (1826-1897). "It was the wish of the Commissioners that the opening of the organ should be signalised 
by performances by artists representing the various musical schools of Europe."2 

About Bruckner’s journey to London much detailed literature exists, also in English, for example the 
excellent biography written by Crawford Howie.3  

 
As Bruckner did not speak a word of English he tried to get someone to travel with him: 
- On July 13, 1871 he wrote to Anton Reißleithner in Linz to ask him to be his travelling companion4 
- There is also the rumour that P. Otto Fehringer from Seitenstetten travelled with him5 
- Carl Kratzl (1852-1904), Bruckner’s student at the conservatory, may also have been his companion6 
                                                        
1 Anton Bruckner, in: The Musical World June 1, 1886, p. 322. 
2 The Orchestra 18. 8. 1871, quoted from Crawford Howie, Anton Bruckner – A documentary Biography. Volume 1. 

From Ansfelden to Vienna. Lampeter 2002, p. 250. 
3 Howie, vol. 1, p. 241-259. 
4 Briefe I, 710713. 
5 Benedikt Wagner, Anton Bruckner und Seitenstetten, in: 3. Jahresbericht ds Öffentlichen Stiftsgymnasiums der 

Benediktiner in Seitenstetten, Schuljahr 1996/96 [Juni 1997], p. 141. 
6 See Thomas Aigner, Carl Kratzls Abschlussprüfung bei Anton Bruckner, in: Anton Bruckners Wiener Jahre. Wiener 

Bruckner-Studien 1. Wien 2009, p. 13 f. 

Royal Albert Hall, opening March 29, 1871 
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- But it seems that Franz Zimmermann from Nuremberg was his companion as we can read in a letter from 
Zimmermann to Bruckner from 1st of December 1871 about his "dear travelling companion to England"7 

 
Bruckner’s leave was granted on 17th July. He left Vienna on 20th July, travelled to Nuremberg and 

arrived in the metropolis of London on 29th July 1871, at Charing Cross Station. 
Bruckner stayed at the Deutscher Gasthof Seyd in 39 Finsbury Square. This was a German hotel managed 

by German innkeepers for German people.8 
 

On his first evening in London he went to the Royal 
Albert Hall to see and also to play the organ. Papers like the 
Morning Post and London Daily News and Pall Mall 
Gazette and Bell’s Weekly Messenger announced on 29 July 
1871 "Herr Anton Bruckner, Court organist at Vienna … 
has arrived in London to play on the great organ of the 
Royal Albert Hall …" 

 
The Musical Standard wrote on 5 August: "Herr Anton 

Bruckner, court organist in Vienna, and Professor in the 
Conservatory of that city, has arrived in London to play on 
the great organ of the Royal Albert Hall. Herr Bruckner is 
celebrated for his classical improvisations on the works of 
Handel, Bach and Mendelssohn".9 Bruckner played on 1st, 
2, 3, 4, 5, 7 and 8 of August in Royal Albert Hall; Howie 
published all Bruckner programmes in his book.10 Bruckner 
played music by Bach, Handel, Mendelssohn Bartholdy and 
his own improvisations. The Key reported11: "The court 
organist of Vienna, Anton Bruckner, was third at the organ 
and announced specially as great in 'extemporaneous 
performances‘. We were told that 'Herr Bruckner’s strong 
points are classical improvisations on the works of Handel, 
Bach, and Mendelssohn". He has given us a grand 
extempore Fantasia, which although not very original in 

thought as design, was clever, remarkable for its canonic counterpoint, and for the surmounting of much 
difficulty in the pedal passages." 
 
Some information about the other organists: 
- Georg Wilhelm Heintze (1849-1895) from Stockholm was chosen by the Royal Swedish Music Academy 

to represent Sweden in London. He became the "foremost Swedish organist of his time"12 and in 1871 his 
organ repertoire included more than 50 works. 

- Johann Georg Herzog (1822-1909) was director of the institute of church music in Erlangen, Germany. 
- Ludvig Mathias Lindeman (1812-1887) was organist in Kristiania (nowadays Oslo) and founded the 

Norwegian Music School in 1883. About "Ludvig Mathias Lindemans orgelreise til London" we can read 
on the Lindeman homepage13 where also Bruckner is mentioned. 

- Alphonse Mailly (1833-1918), organist and composer from Brussels where he was professor at the 
Conservatory. 

- Edward Adolf Tod (1839-1872) from the conservatory in Stuttgart. 
- Friedrich Lux (1820-1892) composer and organist; also music director and conductor of the Mainzer 

Liedertafel. 

                                                        
7 Briefe I, 711201. 
8 Announcement in the Allgemeine Zeitung Munich 1846, p. 1046. 
9 Quoted from Howie vol. 1 p. 244; This was also announced in King's County Chronicle from Ireland (2. 8. 1871) and in 

Bucks Herald  (Buckinghamshire,  5. 8. 1871). 
10 Howie vol. 1, p. 244 f. 
11 28. 8. 1871. 
12 www.swedishmusicalheritage,com/composers/heintze-wilhelm 
13 http://lindemanslegat.no 
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- János (Johann) Lohr from Budapest (1828-1892)14 who was born in Eger, Hungary, and studied in Prague. 
It is interesting to know that Lohr attended the first performance of Bruckner’s Fourth Symphony in 
Vienna on 20th February 1881. In August 1882, he had a organ recital in St. Florian and compelled 
Bruckner to enter a competition. 

 
There was some criticism about the 

foreign organists in The Musical 
Standard15: "We trust the authorities will 
not disregard these remarks – that they 
will bring forward some good English 
organists, and a more careful selection 
from those eminent in other countries" 
and  "We presume that when the foreign 
organists have been heard, the way may 
be opened to English talent …" wrote 
The Musical World.16 In the article of 
August 19, 1871 the named 
"International Congress of Organists" is 
mentioned. The Fremden-Blatt in 
Vienna reported on August 18, 1871: 
"The normally cool London public 
honored the distinguished artist with 
enthusiastic applause. After finishing his 
programme he [Bruckner] was obliged 
to play some more improvisations … the 
Royal Commission attested the greatest 
satisfaction and some art-loving ladies 
congratulated him with the most 
complimentary expressions …" 

 
As he was successful in Albert Hall, Bruckner was invited to play some organ recitals in the Crystal 

Palace on 19, 21, 22, 23 and 28 August. The organist of the Crystal Palace was James Coward (1824-1880) 
who dedicated his Ten Glees and a Madrigal to Bruckner.17 

On 14 August Die Presse in Vienna 
announced a parade of German working 
associations from Finsbury Square to the 
Crystal Palace where on 21 August a 
"Great National German Festival" took 
place for German Unification. Part of the 
programme was also a "Solo for the 
Organ (Improvisation) Herr Anton 
Bruckner Court Organist of Vienna".18  

On 17th of August the Linzer 
Volksblatt reported about the "organ 
contest in London" and that Bruckner 
won the prize which was donated by the 
Queen. 

After the concerts in Crystal Palace, 
Bruckner wrote to Moritz von Mayfeld 
on 23 August: "Just finished. Have given 
ten concerts, six in Albert Hall, four in 
the Crystal Palace. Tremendous 

                                                        
14 Zenei lexikon. II. vol. Budapest 1965, p. 490. 
15 12. 8. 1871. 
16 19. 8. 1871. 
17 Thanks to Dr. Friedrich Buchmayr, Stift St. Florian. 
18 Göll.-A. 4/1, S. 161. 

Albert Hall Organ: newspaper illustration Leipzig November 18, 1871 

Crystal Palace 
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applause, always unending. Encores required, i.e. often I had to play two extra improvisations at the end … 
Many compliments, congratulations, invitations …"19 and he added: "Unfortunately the 'Times' critic is in 
Germany, with the result that hardly anything has been written about me yet. Please be so good as to inform 
the 'Linzer Zeitung' …"  

The Viennese born musicologist and critic Mosco Carner (1904-1985) writes about this20: "The postscript 
betrays clearly that Bruckner attached some importance to having his recitals noticed by the critics. As a 
matter of fact, the important dailies published nothing but the bare announcements. It was summer and these 
recitals, given mainly for the benefit of visitors to the Exhibition, were apparently not taken very seriously by 
music critics." About Bruckner’s last concert on 28 August the Musical Standard reported21: "On Monday last 
an excellent ballad concert was given … Mr. Manns, as usual conducted. There were two organ performances 
during the day, one by Herr Brückner [sic], Court organist of Vienna …" One item of the programme was also 
Mr. Blondin, a tightrope walker. 

We do not know what impressions Bruckner had about the big city of London, as Mosco Carner wrote22: 
"What impression was made on Bruckner by London as a town we do not know." Between the performances 
in Albert Hall and Crystal Palace Bruckner had time enough to make sightseeing in London. He was 
interested in the Tower, especially in the prisons, and liked to travel on the large London buses. 

On 29 August Bruckner left London, and on first of September The Monthly Musical Record wrote about 
the organ performances at the Royal Albert Hall23: 

 
"Among the most interesting recent musical events must be considered the performances which, since the 
completion of the great organ in the Albert Hall … have been given on that instrument by various foreign 
players, and by Mr. Best, the organist of the hall … One word, in conclusion, on what we cannot help 
considering a piece of flagrantly bad taste. Herr Bruckner’s performances were heralded by a 'puff 
preliminary', announcing that his 'strong points are classical improvisations on the works of Bach, Handel, 
and Mendelssohn'. We do not know who was responsible for this announcement; but if Herr Bruckner is a 
modest man (and we have no reason to assume the contrary), the fact of his being puffed in that way would be 
sufficient to clip wings of his imaginations at once. If these are his 'strong points', Herr Bruckner is evidently 
not a Samson on the organ. His improvisations, when we heard him, were musicianly, and nothing more. As 
we are anxious not to be personal, we should not have adverted to this matter were it not, in a manner, forced 
upon our notice by the way in which it was advertised. Herr Bruckner is a very respectable player; but really 
great improvisations are productions peculiar to genius, and of that we perceived no proof …"  
 
On the other hand the Morning Post of 1st September 1871 wrote: "The performances of this disciple of art 
are truly excellent, and quite worthy of the land of Haydn and Mozart …." 

In 1886 Charles Barry remembered24: "Here it may be recalled that, on the occasion of his improvising at 
the Crystal Palace, he played in so inspired a manner, and was so carried away by his feelings, that the 
blowers were unable to supply the necessary amount of wind that he required." 

On the occasion of a jublilee in St. Florian the Wiener Kirchenzeitung25 mentioned "the celebrated 
Viennese organ virtuoso Professor Bruckner, who was recently in London". Also the Zeitschrift für 
katholische Kirchenmusik26 No 9 of 1871 announced in big letters that Bruckner conquered all others in 
London on the organ.27 

Only a few days later a hitherto unknown letter was published by a certain Carl Kurzweil28 on 26th of 
September 1871 in the Blätter für Musik, Theater und Kunst. He reflected on the reports from London and 
sent the copy of a letter he had received from William T. Best. Best confirmed that there has not been any 
                                                        
19 Briefe I, 710823, quoted from Howie vol. 1, p. 255. 
20 Mosco Carner, Anton Bruckner’s Organ Recitals in France and England, in: The Musical Times February 1937, p. 

118. 
21 2. 9. 1871, p. 229. 
22 Mosco Carner, Anton Bruckner’s Organ recitals. 
23 International Exhibition – Organ performances at the Royal Albert Hall, in: The Monthly Musical Record September 

1, 1871, p. 123. 
24 Anton Bruckner, in: The Musical Times June 1, 1886, p. 323. 
25 9. 9. 1871. 
26 No 9 of 1871. 
27 Likewise the Linzer Volksblatt reported on the 22nd of September 1871 that at the great organ contest in London 

Bruckner had driven the best-known artists in the world from the field and that he could claim the first place. 
28 In 1901, Carl Kurzweil who was chief cashier at the Vienna Jockey Club died at the age of 60 in Vienna, see Neues 

Wiener Tagblatt 23. 10. 1901. 
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competition between the organists and because of this there was no prize. Best wrote: "Though I heard Mr. 
Bruckner one or two times playing it does not seem to fit to make a judgement about him." - One more proof 
for the different opinions about Bruckner in London and Vienna! 

In Bruckner’s possession was a copy of Best’s organ pieces, nowadays housed in St. Florian.29 
 

Bruckner’s relationships with Englishmen in Vienna and contacts to England 
 

In London, Bruckner got to know Charles Ainslie Barry (1830-1915) who studied music at the 
universities of Cologne and Leipzig, and also at Dresden, where the studied with Ignaz Moscheles in 1856/57. 
He returned to England in 1858, where he held an appointment as organist and choirmaster.30 From 1863 to 
1879 he was music critic of the Manchester Guardian. He also edited the Monthly Musical Record. But he 
also was a composer and, among other works, composed a symphony. 

Bruckner had met him again in Bayreuth in 1891, as Barry wrote in 1902 to August Göllerich concerning 
his article in the Musikalisches Wochenblatt about the first performances in London 31: 

 
"He was so warm in thanking me for this, when I … met him in Bayreuth, that I felt quite afraid for the 

troubles it had given me – I do not think that any other of his works have been performed in England!" 
 
In 1874/75, a certain Charles King from Windsor was a student at the conservatory of music in Vienna. 

He came to Vienna at the age of 28 and studied only for a few months and was excluded in April 1875 
because he did not pay the fee. It seems that he arrived in Vienna on October 20, 1874 as we can read in the 
newspapers: "Ch. King, Priv[atier], London" and he lived in the Hotel Lamm on Wiedner Hauptstraße.32 

Hermann Steudner (or Steudner-Welsing) born in 1857, studied with Bruckner at the Conservatory of 
Music from 1871 to 1876 when he was the only one to get a diploma for the organ. From 1891 to 1901 
Hermann Steudner-Welsing lived in Liverpool where he was director of the College of Music. In 1901 he 
returned to Vienna where he founded a music school.33 It is not known whether he was in further contact with 
Bruckner or if he promoted his works in Liverpool. In 1896 Steudner was one of the mourners bearing a 
wreath at Bruckner’s funeral. 

Little is known about Errard Vincent. Bruckner mentioned him first in 1880 when Vincent translated 
Bruckner’s petitions for honorary doctorates at the universities of Cambridge, Philadelphia and Cincinnati.34 
He worked as an English teacher in Vienna and an interpreter for the courts of justice, and an English tutor for 
the young archdukes. The Bruckner literature did not treat him very well, Göllerich-Auer stamped him as a 
"Jew coming from Berlin"35 and Derek Watson wrote about him36: "A mysterious 'Englishman' appeared in 
this year and extorted a sum of money from him having raised his hopes for a Cambridge doctorate." 

 
Vincent died in Vienna in March 1899 at the age of 68 and was buried in a Protestant cemetery. An 

obituary called him "a known person in the Viennese learned world".37  
 
Bruckner’s music in England during his lifetime – early reception 
 
"It was suggested that he undertake a concert tour throughout England either then or the following year."38 
Bruckner was in possession of an article from The Morning Advertiser of 1st of September 187139: "The 
London public has fully acknowledged Herr Bruckner’s perfect execution, and many have expressed a hope 
                                                        
29 Thanks to Dr. Friedrich Buchmayr, Stift St. Florian. 
30 James D. Brown and Stephen S. Stratton, British Musical Biography. A Dictionary of Musical Artists, Authors and 

Composers born in Britain and its colonies. Birmingham 1897, p. 32. 
31 London 21. 3. 1902, in: Wien ÖNB F28.Göllerich.91. 
32 Fremden-Blatt 20. 10. 1874, Neues Fremden-Blatt 20. 10. 1874 – Thanks to Dr. Ingrid Fuchs, Archiv der Gesellschaft 

der Musikfreunde, for sending me the register of Charles King at the conservatory. 
33 (Hermann Steudner-Welsing +), in: Neues Wiener Tagblatt 16. 5. 1913; Hermann Steudner-Welsing +, in: Deutsches 

Volksblatt 16. 5. 1913. 
34 See also Rolf Keller, Das „amerikanische Ehrendoktorat“ für Anton Bruckner, in: Bruckner-Symposion „Anton 

Bruckner – Persönlichkeit und Werk“. Linz 1992. Bericht. Linz 1995, p. 78 ff. 
35 Göll.-A. 4/2, p. 126. 
36 Derek Watson, Bruckner. London 1975 p. 38 f. 
37 Wiener Salonblatt 11. 3. 1899. 
38 Quoted from Howie vol. 1, p. 256. 
39 Wien, ÖNB Musiksammlung Mus.Hs.6009, fol. 52. 
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that this first visit may not be the last. We join in the wish, and indeed add another, namely, that Herr 
Bruckner may publish some of his most successful compositions for the benefit and enjoyment of the musical 
public, who, we are sure, would be very pleased to become better acquainted with the works of this thorough 
artist".40 
 

We find the name of 'Manns' in one of 
Bruckner’s pocket almanacs. August Manns 
(1825-1907) was a German born musician and 
had been conductor of the Crystal Palace since 
1854. "Pursuing Mann’s suggestion that he 
should send one of his own music to be 
performed in London"41, Bruckner decided to 
send the D minor Mass to England. James A. 
Wright who was secretary of the executive 
committee confirmed that he received 
Bruckner’s score and letter.42 But the D minor 
Mass never was performed. 

It took more than 15 years until Bruckner’s 
music was performed in England. Hans Richter 
planned to conduct the Seventh Symphony on 
21 of June 1886. Obviously Bruckner planned 
to go to London again as he wrote to Wilhelm 
Floderer in April 188643 and to Hermann Levi 
in June44: "I am anxious about London!" 

The Musical Times published an article by 
Charles Ainslie Barry about the composer, his 
life and works with the conclusion45: "We 
hope, therefore, that it will not be long before 
the Te Deum, as well as the Symphony, is 
brought to a hearing in England." 

On 26 June 1886 The Graphic reported about the "much-talked-of seventh symphony by Anton Bruckner, 
an Austrian musician who, after sixty-one years of toil and hardship, suddenly leaped to fame in Germany last 
year …" The Seventh was not performed; Bruckner was sad and wrote to Levi46: "Herr Richter performed 
nothing. Of course Hanslick was in London …" In Richter’s diary we can read that Eduard Hanslick and 
Wilhelm Gericke were in London in June 1886.47 

Almost one year later this symphony was performed on 23th May 1887 in St. James’s Hall: "Mr. Richter 
satisfied the long standing curiosity of amateurs about Anton Bruckner’s Seventh Symphony – a work that has 
gone the round of applauding Germany, and was promised in London last year, but, for some reason or other, 
then withheld … Reasons may be found in its extreme length." The Musical World48 remarked "skill and 
scholarship" but had to notice "That Bruckner in a certain sense imitates Wagner, one realises after listening 
to a few bars of that composer’s Symphony in E, No 7. There is the same vastness of design …" The Scherzo 
seems to be "a mixture of the 'Valkyrie’s Ride' and the first movement of Beethoven’s Ninth Symphony". The 
Musical Times49 had to concentrate "more upon its length rather than its content …" 

It seems that Charles Barry wrote to Bruckner about the performance, but no letter exists. Bruckner 
reported to Theodor Helm50: "Mr. Barry from London wrote to tell me that Richter conducted a masterly 
performance of my 7th Symphony in front of a large audience and that the work had given him enormous 
                                                        
40 Also the Neue Freie Presse of 10th September 1871 referred to this article's statement that the London public hoped to 

see Bruckner once again and that this visit was not the last. 
41 Quoted from Howie vol. 1, p. 257 f. – See also letter from Henry Y. D. Scott, in: Briefe I, 720312. 
42 Briefe I, 720610. 
43 Briefe I, 860413. 
44 Briefe I, 860604. 
45 Anton Bruckner, in: The Musical Times June 1, 1886, p. 324 
46 Briefe I, 860709/4. 
47 Christopher Fifield, Hans Richter. True artist and true friend. New edition. Woolbridge 2016, p. 222. 
48 28. 5. 1887. 
49 1. 6. 1887.  
50 Briefe II, 870602, quoted from Howie vol. 2, p. 544. 
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pleasure and aroused his deepest admiration. There is no indication in his letter of how the public responded 
…" But the Musical Times did write about "the audience listening with unmistakable coldness, or else going 
away". 

Four years later, on 29 June 1891, the Third Symphony was performed, being the last part of a programme 
with music by Haydn and a lot of Wagner.51 The Manchester Guardian described the symphony as "little 
more than a sonorous medley of Wagnerian reminiscences"52, but compared the music with Beethoven: "Herr 
Bruckner here has the advantage of Beethoven; he has a bigger band, and he makes all possible use of it … 
But it is one of the most remarkable examples of which we are aware of the giant’s robe in music." 

Why did Richter not conduct more music by Bruckner in England? He did a lot of German music like 
Bach, Beethoven, Brahms and Wagner. 

"On the 4th ult. Anton Bruckner celebrated his seventieth birthday, when the worthy master received the 
hearty congratulations of his numerous friends", reported The Musical Times in October 1894. Also other 
papers referred to the birthday of  "Dr. Anton Bruckner, the musical composer and organist"53, The Era called 
him "a very simple old gentleman".54 

Also many papers reported about Bruckner’s death.55 Already on 13 October the London Evening 
Standard wrote: "Herr Anton Bruckner died on Sunday in Vienna ….", the Yorkshire Evening Post56: "Anton 
Bruckner, the distinguished musical composer" and the Glasgow Herald about "the well-known Austrian 
composer, Anton Bruckner"57 and Leeds Mercury about the "famous Austrian composer".58 Again Bruckner 
was compared closely to Richard Wagner: "Anton Bruckner, Wagnerian disciple, who wrote long and 
elaborate symphonies after Wagner’s manner, has died in Vienna …"59 The Era (London)60 called him "a 
personal friend and great admirer of Richard Wagner …" 

 
The Musical Times61 was "aware that to many amateurs in this country the remarkable Austrian 

composer, if not heard of for the first time, will be little more than a name … in his symphonies the form has 
been expanded to its utmost limits: they are orchestral trilogies or tetralogies" and they made the conclusion: 
"Bruckner’s compositions are as yet but little known in England. He visited London in 1871, when he gave a 
series of recitals, and his Seventh Symphony was produced at a Richter Concert at St. James’s Hall in 1887." 

 
In 1895 Henry Wood (1869-1944) founded the Promenade Concerts. Only one day before the 

Birmingham performance of the Te Deum, Wood conducted Bruckner's Seventh Symphony on 15th October 
1903 in the Queen’s Hall at Langham Place, which had opened in 1893.62 The London Daily wrote about the 
composer63: "Anton Bruckner, who enjoys considerable reputation in his native Austria, and of whom his 
fellow-countrymen often speak the Adagio composer …" The Musical Times did not mention this 
performance. The public rebuffed the symphony, so as late as 1934 Wood conducted only the Adagio from 
this symphony.64 By the way, Henry Wood visited the Bayreuth Festival in 1886. 

Already in 1893 Austrian papers like the Steyrer Zeitung and Alpenbote reported about a forthcoming 
performance of the Te Deum in Birmingham which Richter performed as late as on 16 October 1903 at the 
                                                        
51 Concert programme from Paul Cummings, Hans Richter’s conducting career in England, 1877-1911. Thesis, San 

Francisco State University 1992, p. 227. 
52 8. 7. 1891, quoted from Howie vol. 2, p. 629. 
53 Exeter and Plymouth Gazette 6. 9. 1894, Nottingham Evening Post  5. 9. 1894, Dundee Evenening Telegraph  (Angus, 

Scotland), Leeds Mercury 7. 9. 1894. 
54 The Era  (London ) 20. 10. 1894. 
55 The British Newspaper Archive www.britishnewspaperarchive.co.uk. See also Yorkshire Post and Leeds Intelligencer 

14. 10. 1896, The Globe 15. 10. 1896, London Daily News 16. 10. 1896, Lancashire Evening Post 16. 10. 1896, Leigh 
Chronicle and Weekly District Advertiser (Greater Manchester) 23. 10. 1896. 

56 15. 10. 1896. 
57 16. 10. 1896 
58 16. 10. 1896. 
59 Yorkshire Post and Leeds Intelligencer 21. 10. 1896. 
60 24. 10. 1896. 
61 1. 11. 1896. 
62 See http://www.bbc.co.uk/events with the list of the Proms. 
63 16. 10. 1903. 
64 Patrick Bahners, The Last Week of the Proms (5). Die zweiundzwanzig großen Geheimnisse, in: Frankfurter 

Allgemeine Zeitung 9. 9. 2010. On 31 August 1934 Wood conducted only the Adagio. It was not until 1961 that the 
complete Seventh Symphony appeared on a Proms programme. In 1937 Henry Wood conducted the first recording of 
the Overture in G minor for Decca. – See also David Singerman, Bruckner at the Proms, in: The Bruckner Journal Vol. 
21 no. 1 March 2017, p. 32 f. 
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Birmingham Triennial Music Festival in the Town Hall65, and for the first time in England. The critic in The 
Musical Times66 referred to a report of the Duisburg Festival where the Te Deum was performed in May 1903: 
"A great deal has been written about the composer: of his music, however, little is known in England … There 
is a certain rough energy in the Te Deum, and some of the phrases for choir or soli are beautiful if not 
particularly novel; the music however cannot lay claim to an special originality." The Globe67 wrote: "It is 
difficult to understand how the Te Deum by Anton Bruckner, with which the concert opened, ever found its 
way into the programme at all. It is a very second-rate piece of Kapellmeister …", on the other hand the 
Birmingham Mail called the piece a "brilliant exposition".68 

 
Only 11 days later, on 27 October, Bruckner’s Fourth Symphony was performed by the Halford Concert 

Society with George John Halford (1858-1933) in Birmingham. But the review by the German-born Oscar 
Pollack (1838-1927) in the Birmingham Daily Mail69 did not find a good word to say about Bruckner: 

 
"… to have fifty minutes of a concert, that is to last not over an hour and three quarters, devoted to a dull 

symphony was trying on the nerves to say the least. The symphony was Anton Bruckner’s No. 4 in E-flat, 
surnamed the ‘Romantic’. It is entirely left to the imagination to detect any romanticism in the four long 
movements of the symphony. The whole work gives the impression that the composer had made spasmodic 
efforts to create something new… The audience gave the conductor a hearty welcome, and applauded each 
piece and each movement of the symphony." 

 
On 11 February 1904 Hans Richter conducted the Seventh Symphony in a Hallé Concert in Manchester. 

The Symphony was the second part of a concert with music by Cherubini, Bach, Liszt, and Elgar. "Why was 
the Bruckner Symphony not a success in Manchester?" asked The Manchester Guardian.70 Bruckner, "a 
citizen of Vienna the symphonic city", is honoured as a composer. "Throughout the greater part of the work it 
is evident that the composer had Wagner’s 'Ring' more or less in mind." Not only with Wagner but also with 
Schubert he was put in relation. "Yet we feel that a word of thanks is due to Dr. Richter for letting us hear this 
beautiful if imperfect work." 

A male-voice Choir of Viennese railway officials made a journey through Europe in summer 1904 and 
gave a concert on June 20 in St. Jame's Hall in London.71 "The heartily welcomed Austrian choristers" had 
music by Johann Strauss and Franz Schubert and also Bruckner’s Germanenzug in the programme: "… there 
was the gravity of the 'Teutons' march to battle,' a long and not particularly interesting piece by Anton 
Bruckner".72 

On 2 November 1905 Hans Richter conducted the Fourth Symphony in Manchester73: "The Bruckner 
Symphony last night lasted just over an hour, and left the audience very tired, very puzzled, and not a little 
bored. Here in England we have still to learn our Bruckner", wrote the Manchester Guardian.74 The 
symphony was the first part of the concert – nowadays unusual – followed by the violin concertos by 
Mendelssohn and Mozart interpreted by Fritz Kreisler (1875-1962) and music by Carl Goldmark and Franz 
Liszt. By the way, Fritz Kreisler had studied with Bruckner at the conservatory in Vienna. 

The Manchester Guardian referred also to Grove’s Dictionary of Music and Musicians, of which the first 
volume was published in 1904: "A curious example of the completeness of the English ignorance of him 
[Bruckner] is to be seen in the new edition of Grove’s Dictionary. The rulers of that enterprise are avowed 
partisans of Brahms, so that poor Bruckner gets short shrift. A bare catalogue of his works is given, the whole 

                                                        
65 13 to 16 October 1903. 
66 November 1, 1903. 
67 17. 10. 1903. 
68 16. 10. 1893. - Years later a member of the choir remembered the performance: "We all remember the mighty mass of 

tone that accompanied the performance of that great work", see J. Sutcliffe Smith, The story of music in Birmingham. 
Birmingham 1945, p. 48. 

69 28. 10. 1902. – See also  Martin Harlow, M. Halford’s Orchestral Concerts 1897-1907. Conductor at Large, in: The 
Musical Times 140, Summer 1999, p. 51. – Thanks to Prof. Martin Harlow from Royal Northern College of Music, 
Manchester, for this information. 

70 12. 2. 1904. – Thanks to Dr. Geoff Thomason from the Royal Northern College of Music in Manchester for sending 
me the critiques from the Manchester Guardian. 

71 See also Fünfzig Jahre Gesangverein österreichischer Eisenbahnbeamten in Wien 1879-1929. Wien 1930, p. 59. – 
Also Henry Wood attended this concert. 

72 The Musical Times, July 1, 1904, p. 444. 
73 Thanks to Mrs. Eleanor Roberts from the Hallé Concerts Society in Manchester for sending me the programmes. 
74 3. 11. 1905. 
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thing occupying about three quarters of a column – just the space given to Madame Clara Butt" - who was a 
British singer. Brahms on the other hand had 10 pages in the Dictionary. The author of both articles was the 
editor of the dictionary, John Alexander Fuller Maitland (1856-1936), who "worshipped both Wagner and 
Brahms"75, but obviously not Bruckner. 

 
On 28 February 1907 the Third Symphony was part of the Hallé Concert in Manchester, again under the 

baton of Hans Richter: "Dr. Richter did a great stroke for the appreciation of Bruckner’s music in Manchester 
by giving such a fine performance of his D minor Symphony last night. The hardest part of the battle for 
Bruckner’s music has now been won. In future he will be listened to not only with respect but with interest and 
enjoyment", wrote the Manchester Guardian.76 The symphony, as first part of the programme, was followed 
by music of Beethoven, Smetana, Schumann, Schubert-Liszt and Grieg. The pianist was Teresa Carreño. "It 
must be admitted that Bruckner asks a great deal of us." On the other hand the Manchester critic had to 
declare: "All that we ask for is that we may hear more of this man‘s music, for if this D minor Symphony is 
typical of the rest, the nine symphonies must be a world of music in themselves." The Musical Times reported 
in a different way: "Bruckner’s Symphony No. 3 in D minor, made little impression at the following concert 
…"77 

The Te Deum was part of the final concert of the Hallé Concerts jubilee season on 12th March 1908, 
combined with music by Bach and Beethoven. "It is, however, most unfortunate when the music of a 
composer who is so little known to us as Bruckner is given so unsatisfactorily as his 'Te Deum' was given last 
night, when all the performers seemed so capable of doing it perfectly. Let it be admitted that Bruckner is 
somewhat impracticable."78 

 
Let us end here for the very first reception of Bruckner’s music in England.79 It was a long way for 

Bruckner to get recognition in England and to be an essential part of concert programs. As Ken Ward wrote in 
The Bruckner Journal: "But as with London buses, so with Bruckner symphony performances: you wait for 
ages and then suddenly three come along together …"80 

In 1996 a plaque81 was unveiled on the house in Finsbury Square where Bruckner stayed in 1871. He 
stayed there not only on the 29th of July, as we know he remained there until the 29th of August. Bruckner 
started the first sketches for his Second Symphony in October 1871. Nevertheless this London Remembers 
Plaque is the only reference to Bruckner in the big city of London. 

                                                        
75 Obituary, in: The Times 31. 3. 1936. 
76 1. 3. 1907. 
77 April 1, 1907. 
78 The Manchester Guardian 13. 3. 1908. 
79 In 1912 the Ninth Symphony was performed in Manchester: "Very little is known in Manchester about Bruckner", see 

Manchester Courier and Lancashire General Advertiser 23. 11. 1912. 
80 Ken Ward, On Bruckner and Buses, in: The Bruckner Journal vol. 12, no 1, March 2008, p. 1. 
81 Arranged by Brunel University, Uxbridge, Middlesex. 
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Bruckner's songs: A Pathway to Discovering his own Voice as a Composer 
 

Crawford Howie, UK 
 
 
The following is a slightly altered version of a paper given at the 10th Biennial Bruckner Journal Conference 
in Hertford College, Oxford, on 1 April 2017 and was intended as an introduction to the evening concert on 
that day, which included performances of all the published Bruckner songs by Raymond Armstrong (tenor) 
and Crawford Howie (piano). 
 

Composed almost entirely during his St Florian and Linz periods, Bruckner's songs, like his piano pieces, 
are occasional works intended for his pupils, associates or friends. The influence of Schubert, Mendelssohn 
and, occasionally, Schumann, is easily detectable. They deserve to be better known not only because, on the 
whole, they are well-written and more than acceptable settings, demonstrating an understanding and 
sensitivity to the lyrics, but also because they spring quite a few harmonic surprises. Until the publication of 
the songs in the Anton Bruckner Gesamtausgabe (ABG) vol. XXIII/1, ed. Angela Pachovsky, in 1997, most of 
them could only be found either printed or as facsimiles in the Göllerich-Auer biography of the composer.1 
Performances of the songs have also been few and far between, but a recording by Robert Holzer (bass) and 
Thomas Kerbl (piano) of all the songs, apart from the Volkslied, has helped to make them better known.2  We 
suspect that you will be hearing the British premieres of some, if not all, of these songs in the post-conference 
concert.  

 
The two earliest songs – Mild wie Bäche WAB 138 and Wie des Bächleins Silberquelle WAB 137 – date 

from around 1845, at the beginning of Bruckner's time at St Florian. They are both incomplete, the former a 
31-bar sketch in A flat major, the latter a 60-bar sketch for a duet for two sopranos in G major.  In both songs 
the voice parts, including text, are complete, but the piano parts are confined to a few bars of bass and one 
small answering phrase in the treble.3  The text of the former and, possibly, of the latter4 is by Ernst Marinelli, 
who was a priest at St Florian from the mid-1840s to the mid-1850s and who also supplied texts for 
Sternschnuppen WAB 85 (1848), an unaccompanied male-voice quartet, Heil, Vater! Dir zum hohen Feste 
WAB 61 (1852), a secular cantata written for the name-day of the St Florian prelate, Michael Arneth in 
September 1852, the music of which he used again with some modifications and with words from another 
poem by Marinelli in July 1857 for a performance at the abbey in 17 July 1857, the evening before the name 
day of Friedrich Mayr, Arneth's successor as prelate. 

 
Bruckner wrote other songs while he was at St Florian, two of which are dedicated to Aloisia (Luise) 

Bogner, the older daughter of the local schoolmaster, who provided Bruckner with living accommodation and 
to whom Bruckner acted as assistant. Bruckner also dedicated two solo piano pieces to Luise, a Lancier-
Quadrille WAB 120 and a Steiermärker WAB 122, both written c.1850.  The first of the songs dedicated to 
Luise – Der Mondabend – has come to light only recently.  It is a very short, simple but charming 13-bar lied, 
albeit with four verses, composed c.1850 to a text by Johann Gottfried  Kumpf, and is part of a work-book: 
Lieder für eine Singstimme mit Clavier-Begleitung für Fräulein Louise Bogner, discovered in the 
Landesmuseum in Linz and published for the first time two years ago.5 It describes a beautiful moonlit and 
starlit evening but, according to the poet, the stars of his life “reside in the eyes of his beloved.” The Bogner 
work-book also contains folksong arrangements by other composers – Friedrich Silcher (1789-1860),  Franz 
Schubert (1797-1828),  Anton Emil Titl (1809-1882) and Franz Wilhelm Abt (1819-1885).   For the second of 
the Bogner songs – Frühlingslied WAB 68 – Bruckner set a text by Heinrich Heine. It is also a short song, 24 
bars long, and was composed in 1851 for “the name-day of a blossoming spring rose.” The poet asks his “little 
spring song... to ring out as far as his beloved's house and, when it sees a rose, to greet her.” Although these 

                                                        
1 Specifically August Göllerich and Max Auer, Anton Bruckner. Ein Lebens-und Schaffensbild vols II/2 (1926), 44ff,  

59f, 65f and III/2 (1930), 144ff, 183ff and 192. 
2 Anton Bruckner – Lieder/Magnificat (LIVA 046, 2011). This was later reissued, with the addition of Der Mondabend, 

on the Granola label (99071) in 2015. 
3 Both songs are printed in ABG XXIII/1, 30-32. There are facsimiles of the former and of the latter (first part only) in 

Göllerich-Auer II/2, 59f and 65f. 
4 Bruckner used the same text for his male-voice quartet Ständchen WAB 84; see ABG XXIII/2, Weltliche Chorwerke 

(2001), ed. Angela Pachovsky and Anton Reinthaler, 5-7. 
5 Published in 2015 as vol.16 of the Oberösterreichische Schriften zur Volksmusik (ed. Klaus Petermayr). 
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early songs that Bruckner wrote for Luise, his first sweetheart, don't really bear comparison with the songbook 
that Franz Schubert compiled for Therese Grob more than 40 years earlier, they throw interesting light on 
Bruckner's early development as a composer.6 

 
In 1856, towards the end of his time at St Florian or possibly at the beginning of his 12-13 year 

appointment as cathedral organist in Linz, Bruckner wrote another song associated with spring – Wie bist du, 
Frühling, gut and treu WAB 58, dedicating it to Friedrich Mayr. It was possibly performed for the first time at 
one of Mayr's chamber music evenings.  This is a much longer ballad-like song (102 bars) and, for its text, 
Bruckner chose five from the 14 verses of Amaranths Waldeslieder (nos. 1-3 and 8-9), a lyrical section from 
the second part of the epic poem Amaranth written by Oskar Redwitz (1823-1891) in 1849. It was so popular 
at the time that it was re-printed more than 30 times in the space of 30 years. The poem is an evocation of all 
that spring brings – it never comes empty-handed, “providing new leaves for the trees, a colourful robe for the 
little flowers, songs for the little birds and sunshine for the world.” But the poet asks “what have you brought 
for me?” And the song ends with a paean of praise to God – “even if the birds sang day and night for 
thousands of years, they could never sing enough; God made the world so beautiful.” The sounds of spring are 
reflected in the onomatopoeic piano accompaniment and the question “but what have you brought for me?” is 
highlighted in a quasi-recitative setting. 

 
The exercises that Bruckner completed during his studies with Otto Kitzler in the early 1860s and that 

have been edited recently by Erich Wolfgang Partsch and Paul Hawkshaw include sketches of a dozen songs 
that explore two-part or three-part song form.7  The sketches, mostly incomplete and often with only the voice 
part notated, date from Christmas 1861 to 22 August 1862 and range from 16 to 32 bars, apart from the final 
one – Der Trompeter an der Katzbach – a setting of words by Julius Mosen (1803-1867) which is 90 bars 
long and is complete, including the date 22 Aug. 862 / (Kirnberger Wald)  The incipits of these songs, with 
some editorial notes by Angela Pachovsky, are printed in the Appendix of ABG XXIII/1. 

 
After Der Trompeter and der Katzbach and while he was still living and working in Linz Bruckner 

composed another three songs: Herbstkummer WAB 72 (April 1864) to a text by Ernst (possibly Hans Ernst 
or Wenzel Karl Ernst, a writer and schoolteacher in Vienna), Im April WAB 75 (c.1865) to a text by Emanuel 
Geibel (1815-1884) and Mein Herz und deine Stimme WAB 79 (1868) to a text by August von Platen (1796-
1835).  Bruckner's earlier setting in Frühlingslied of a text by Heine demonstrates his knowledge of at least 
some of the fine early German Romantic poetry that inspired Schubert, Schumann, Mendelssohn and others. 
Both Platen and Geibel are also associated with composers who have strong links with Bruckner, Platen with 
Franz Schubert (who composed Die Liebe hat gelogen D.751 and Du liebst mich nicht D.756 in 1822) and 
Geibel with Hugo Wolf whose Spanisches Liederbuch (1891) is a wonderful setting of 44 poems from 
Geibel's and Paul Heyse's Spanisches Liederbuch (1852), a collection of translations of Spanish poems and 
folksongs into German. Im April and Mein Herz und deine Stimme were dedicated to two of his piano pupils, 
the former to Helene Hofmann, the latter to her sister, Pauline.  

 
In Herbstkummer (Autumnal sorrow), written just as Bruckner was starting work on the D minor Mass, 

the poet looks back at the summer and wonders whether a little rose that he has now brought indoors, will 
survive the storms, ice and snow of winter – “Bloom, little rose, guarded with love, until the winter is over 
and May laughs again.” Bruckner shows great attention to detail in this 62-bar song, and demonstrates just 
how much his training with Sechter and Kitzler had broadened and matured his harmonic language (moving 
as far away from the home key of E minor to C minor at one point).  

 
The same harmonic breadth is evident in Im April, at 73 bars the second longest of Bruckner's published 

songs, and there is a greater sense of voice and piano partnership in this song.  “How much I love you, damp 
spring evening, with the sky full of clouds, the occasional star, and a warm fragrance of violets rising from the 
valleys”, writes the poet. “I would like to compose a song”, he continues, “but cannot find the appropriate 
dark, mild and mellow sounds.” 

 

                                                        
6 On her 18th birthday in 1816, Schubert purportedly presented Therese with a collection of 16 of his own songs. She later 

bound them into an album that included another song, Die Klage, possibly composed by Therese herself. 
7 Das “Kitzler-Studienbuch”. Anton Bruckners Studien in Harmonie- und Instrumentationslehre bei Otto Kitzler (1861-

63). Vienna, Musikwissenschaftlicher Verlag, 2014. 
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In contrast, Mein Herz und deine Stimme (My heart and your voice), 60 bars long, is fairly simple 
harmonically and has a lilting triplet accompaniment that pervades the keyboard texture. The date of this song 
is not certain and, in the foreword to ABG XXIII/1, Angela Pachovsky suggests that it could possibly be as 
early as 1858 and the “little song” mentioned by Bruckner in a letter to his friend Rudolf Weinwurm (30 
October 1858). Stylistically, however, it suggests a date later than the song exercises in the Kitzler 
Studienbuch and possibly as late as 1868. “Unlike so many uninvited words that we hear”, the poet enthuses, 
“the words that you speak are difficult to forget, cause me to tremble and inflame my passions; my heart and 
your voice understand each other all too well.” 

 
Bruckner's final contribution to the genre is essentially a sturdy, rousing six-verse patriotic song, with 

hymn-like piano accompaniment. In October 1881, the Deutsche Zeitung inaugurated a competition for the 
text of a  “singable national hymn”. 1570 texts were entered, and the first prize went to Josef Winter for his 
Lied der Deutschen in Österreich (Song for the German Nation in Austria). Three months later, at the 
beginning of January 1882, a new invitation appeared, this time for a musical setting of Winter's text in two 
versions - voice and piano and men's choir. There were 1320 participants and Bruckner submitted his 
Volkslied WAB 94 in the requisite two versions (see ABG XXIII/2, no. 32 for his choral version). In the event, 
no prize was offered! So far as I am aware, there is no recording of the voice and piano version. However, the 
choral version (first verse only) has been recorded on the Granola label.8   

 
I entitled my paper: Bruckner's Songs: A Pathway to discovering his own Voice as a Composer, fully 

aware that this was only one of several pathways and, without doubt, one of the less important ones.  
Nevertheless, in our own exploration of this pathway (as we listen to the songs this evening), I trust that we 
will find much to admire and much to enjoy. 

 

                                                        
8 Männerchor Bruckner 12 and Ensemble Linz cond. Thomas Kerbl (Granola 98997, 2013). This CD also includes a 

performance of Ständchen WAB 84 (see footnote 4). 

“Wie bist du, Frühling, gut und treu” - "How are you, spring, good and true" 
Photo credit: http://www.digital.wienbibliothek.at/ (provided online) 
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Eighty Years of the Bruckner Second 
 

William Carragan, USA 
 

Contributing Editor, Anton Bruckner Collected Edition, Vienna 
Vice-President, Bruckner Society of America 

 
“Diese Symphonie ist super!” — Members of the Bruckner Orchestra Linz, April 1991 

 
A new edition of Anton Bruckner’s Second Symphony was recently published under my editorship by the 

Musicological Press of the International Bruckner Society in two volumes, the first-concept version of 1872 
printed in 2005, and the revised version of 1877 printed in 2007. Now after ten years it seems appropriate to 
take stock of the way in which the symphony has been performed in the past, and of how these new editions 
are being used. For that purpose a sample of 148 performances of the symphony has been collected and 
examined, representing the work of 85 conductors over the time span 1938 to 2017. In this paper some of the 
general results will be presented, although much more can be extracted from the sample than can be included 
now. 

 
Sources and Publication History of the Second Symphony 

 
The Second Symphony comes to us in five principal sources. They are (1) Mus.Hs. 19.474 in the music 

collection of the Austrian National Library (ÖNB), a long-format copy on sequential bifolios or “Bogen’ in 
Bruckner’s strong, decisive hand, which though it is overall quite neat and very easy to read, contains some 
evidence of compositional changes. For various reasons I regard this manuscript as a fair-copy of the real 
composition score which is now lost. (2) Mus.Hs. 6035 (ÖNB), a copy score prepared in 1872 by the copyist 
Tenschert (first three movements) and the copyist Carda (finale) with revisions by Franz Hlawaczek dating 
from 1877 and bound in leather. It is obvious that parts of it have been removed and the binding repaired. The 
outer surfaces has been scratched and abraded. It was used as the publication source or Stichvorlage for the 
rare octavo score of the Second published by Doblinger in 1892. (3) Mus.Hs. 6034, a similar copy score 
prepared in 1872 by Carda on paper similar to 6035, bound in buckram. The outer surface is faded but 
undamaged. (4) M.H. 6781 in the Vienna City Library (Wiener Stadt-Bibliothek), a later copy by Hlawaczek. 
(5) The 35 orchestral parts, preserved in the library of the Augustinian convent of St. Florian. There are also 
collections of the leaves separated from 6035 and 6034 at the time of revision, preserved at Vienna (Mus.Hss. 
6059 and 6060) and at the Benedictine abbey of Kremsmünster, and a few other fragmentary sources. Not all 
of the leaves separated from 6035 survive. All of these manuscripts were used by me in the preparation of my 
editions, with the evidence from the parts being given precedence for obvious reasons. 

The first publication was by Doblinger in 1892, in three formats: the pocket score, a somewhat larger 
octavo score, and the conductor’s score. The music was very close to the revisions of 1877, with errors 
corrected and a few emendations not changing the length of the music except for the end of the first 
movement which was one measure longer than the 1877 version. The work was done by Cyrill Hynais under 
Bruckner’s supervision. That supervision is demonstrated in Mus.Hs. 6035 where the page showing measures 
521–524 is a piece of printed manuscript paper glued over the original page inserted into the manuscript by 
Hlawaczek in 1877 on which measure 524 is missing and on which Bruckner scrawled in his aged shaky 1892 
handwriting “ein Takt fehlt”. This is not to say that every distinguishing feature of the 1892 publication really 
came from Bruckner. 

The second publication was edited and published by Robert Maria Haas in 1938 in the Critical Edition. By 
that time, he and his colleague Alfred Orel had edited and published Symphonies nos. 1, 4, 5, 6, and 9 and 
some other works, with the First in two versions and with Orel doing only the Ninth, to excellent and 
unimpeachable standards. But in 1937 a copyright case brought to court by Universal Edition, the successor to 
the various Viennese publishers used by Bruckner, was settled by the determination that if the Collected 
Edition scores were sufficiently different from the Universal scores, they could be published. Haas knew then 
that his new scores had to be different, and his score of the Second achieved that by using the 1877 version 
but introducing certain elements from the 1872 version into the first movement, the slow movement, and at 
two locations in the finale, and surrounding them by “vide” (“look!”) signs so they could be included or 
omitted at the conductor’s discretion. Not surprisingly, the real status of either 1872 or 1877 could not be 
unequivocally represented by this clumsy process, and in one place Haas actually wrote violin parts of his 
own to replace Bruckner’s music to make the spurious transition between otherwise incompatible passages 
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possible. This process has let to utter chaos as we will see. Then in 1938 and 1944, Haas brought out editions 
of the Eighth and Seventh, which as every Bruckner lover knows remain controversial to this day especially as 
to how they differ from the first published versions of those symphonies. 

After the war, Haas was removed from his position as director of the Library and of the Collected Edition, 
at least partially because he had been a vocal and committed National Socialist. Orel, who was just as much a 
Nazi as Haas, had already left the Collected Edition and taken up other musicological duties in Vienna. Haas’s 
1946 replacement was the devout Catholic Leopold Nowak, who had had no connection to National 
Socialism. Nowak reprinted the Haas and Orel scores quickly with certain corrections and with new editions 
of the Third and Eighth, excepting only the Second where some of the sources used by Haas which were in 
private possession had disappeared and could not be examined. Finally in 1965 he reprinted the mixed Haas 
edition of the Second with some small changes including the removal of the repeat symbols for the Scherzo 
which were a feature of the 1872 version, but he retained the 1872 music Haas had inserted with “vide” signs, 
one place in the first movement, one in the slow movement, and two in the finale. In his preface Nowak 
explained that these debatable passages were retained “for technical reasons connected with the engraving,” 
mainly that the whole symphony would have to be re-engraved expensively and they did not want to do that. 
He assures his readers that if the cuts are taken, the result will be the true 1877 version, but that is not quite 
true. 

 
The Sample 

 
First, the performances were organized into five categories: 21 performances using my publication of the 

1872 version, 13 performances using my publication of the 1877 version, six performances directly using the 
first publication of 1892, 52 performances using the mixed version published by Robert Haas in 1938, and 54 
performances using the slightly revised mixed version published by Leopold Nowak in 1865. By the version 
being “used” I mean the version which the conductor had lying on his or her music desk, and that can be 
determined in nearly every case by examining the end of the first movement heard in the performance. Indeed 
each of these categories has a distinctive ending, and two of the five contain a serious and very prominent 
error. 

In all five scores, the first movement ends with a short peroration of twelve measures followed by six 
chords. The differences among the five categories concern the indicated tempo of the peroration and the 
spacing of the six chords, as well as the presence or absence of trumpets playing by themselves apart from the 
rest of the orchestra, accompanied by a continuing drum roll. Example 1 shows the situation for the versions 
of 1872, 1877, and 1892; in each case, only the last two measures of the twelve-measure peroration are given, 
the previous ten being identical with the first measure in the example.  

 
 
In the first concept of 1872, the four final measures of chords complete a sixteen-measure phrase with 

which the first movement ends. But in 1877 he inserted a measure to make the movement end with the first 
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measure of a new group. Both techniques are possible, of course, and this is not the only place where in 
revising his work Bruckner tinkered with the timing of a movement’s conclusion. But as things turned out, he 
never heard this version, and upon publication in 1892, he expanded the ending even further by spacing out 
the last three chords. Today we are privileged to be able to hear all three endings in modern recordings from 
modern editions, although the final version will probably always be a rarity.  

However, more than two thirds of the recordings in this sample present the ending in two erroneous ways, 
neither of which Bruckner intended or ever heard. These recording include 52 performances derived from the 
score published by Robert Haas in 1938, and 54 derived from the very slight revision of the Haas score 
published by Leopold Nowak in 1965. Example 2 shows schematically that in those scores, at the end of the 
first movement the trumpets, which have been playing with the rest of the orchestra, do not stop where the 
other instruments (except for the drum) stop in measure 566, but continue through that measure. In the Haas 
score, they go on to the next chord immediately, but in the Nowak score they simply stop abruptly without 
resolving and the drum plays alone for the entire measure before the chords resume. The orchestral parts, 
copied in 1872, revised and played from in 1873 and 1876, and further revised in 1877, do not have these 
extra notes in either trumpet part, and of course the parts represent the valid reading, the music which 
Bruckner heard and would have corrected if it had sounded wrong.  

 

 
The Database 

 
For each recording, the following data were compiled for this paper: conductor, date of performance, 

source of performance, the version or score, the timed length of each movement in decimal minutes, and 
various features and measurements connected with the performance of each movement in addition to its timed 
length. For the first movement I recorded the number of crescendos or “waves” in the coda; in the 1872 
version there are two waves, and in the 1877 and 1892 version there is one wave. This first wave is the first 
place where Haas took material from the 1872 score and inserted into the 1877 score with “vide” symbols, and 
in so doing, distorted the beginning of the second wave as it appears in the true 1877 and 1892 versions. Also 
for that movement I measured the length of the 12-measure peroration to an accuracy of 0.01 second, and 
calculated the overall metronome-tempo of the movement, the metronome-tempo of the peroration, and the 
ratio of the peroration tempo to the overall tempo. For the scherzo, which is the second movement in the 1872 
version and the third in the later versions, I determined the exact repeat scheme used by the conductor; of 
course, there are quite a number of options possible. For the slow movement, I took note of whether the last 
half of part 2 was played (1872) or omitted (1877 and 1892). This section of part 2, which is closely parallel to 
the corresponding section of part 4, is the second passage Haas inserted with “vide” marks. (I found myself 
doing the same thing with this music in my 1877 edition, for reasons fully explained in the preface to the 
score.) I also wrote down whether the horn or the clarinet and violas played the melody at the end. There are 
three possibilities: the horn ending which belongs only to 1872, the short clarinet ending used only in the 
performances of 1873 and 1876, and the long clarinet ending of 1877 and 1892. For the finale, again there are 
two “waves” in the coda for 1872, and one “wave” for 1877, also inserted into 1877 by Haas with “vide” 
marks, and I noted that number for each performance. I have not timed the peroration in the finale, but there is 
a real issue and in future research I shall look at that problem. I also noted whether the codetta, a reference to 
the Kyrie of the F-minor Mass, was present in the recapitulation (yes for 1872, no for the later versions, once 
again inserted by Haas with “vide” marks). In the last column, I made note of any peculiarities of the 
performance which particularly stand out. 
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Results for the First Movement or Kopfsatz 
 

The two issues in this movement concern the presence or absence of the first crescendo or “wave” in the 
coda, and the absence or presence of the extra trumpet notes very near the end of the movement. In the 1872 
version, the first wave begins at measure 500 with the first violins beginning their distinctive tremolo-figure 
on middle C (C4), with a steady crescendo rising and leading quickly to sequences of quarter notes in a 
decrescendo ending on a sustained low D (D4) for the oboe and a drum roll on G. The second wave begins at 
measure 532, with the same violin figure but up an octave, starting on C5 and resulting in a much larger 
crescendo and the concluding events of the movement. For the version of 1877, Bruckner removed the first 
wave but retained the second wave at measure 488, reshaping the violin part so that it began on middle C as 
the first wave had done, but then jumping abruptly to the higher tessitura in the last two notes of the eighth 
measure so that the violins could continue from there as in 1872. And at that same time one measure was 
skipped in the continuation of the crescendo. In an attempt to present both versions simultaneously, Haas had 
to suppress the 1872 modification of the second wave, making both choices erroneous, and Nowak did not 
correct that error. And my edition is the only one to show that measure of 1872 (measure 547) deleted in 
1877. 

The crescendo of the second wave in the 1872 version and the similar crescendo in the single wave of the 
1877 version end the same way, abruptly, followed by one of the many silences that give this composition the 
name Pausensymphonie, symphony of rests (not pauses). One of the 2¾ rest measures of 1872 in this position 
was deleted in 1877, a process carried out in several other places at that same time; of course Haas and Nowak 
present only the shorter silence. Then, marked Langsamer (slower) there is a plaintive recollection of the 
principal theme by the cellos, which had played it at the beginning of the movement, lightly accompanied by 
winds in 1872 and more ornately in 1877 with the clarinet in contrary motion. (Voices in contrary motion 
were also added in 1877 in several other places as well.) The music continues as the bassoon seems to call 
together the other winds, and suddenly the peroration bursts upon the listener. In 1872, the tempo for the 
peroration is Tempo Imo, tempo primo, the tempo of the waves and indeed of the whole movement; in 1877, 
the tempo is Sehr schnell (very fast). Of these, Haas chooses the first, meaning that even if all the cuts are 
taken to approximate the 1877 version, the peroration will be played as it would be in the 1872 version. 
Nowak, thinking of 1877, takes the Sehr schnell, which is what most conductors do anyway as we shall see. 

In the sample, the 21 recordings of the 1872 score in my edition all include both waves, and the 15 
recordings of my 1877 score and the six recordings of the first print of 1892 all feature one wave, which is the 
second wave as modified by Bruckner in 1877. Of the 52 Haas recordings, 33 use two waves, departing from 
the 1877 score, and 19 use one wave, in the incorrect reading supplied by Haas. And of the 54 of the Nowak 
score, 29 use two waves, and 25 use one wave. These divisions are probably not statistically different. It 
seems that conductors simply use the number of waves they want to irrespective of the edition. Here, as we 
shall see in many other places, one simply has no idea what will be present in this passage if one buys an 
unknown recording using either the Haas or the Nowak score. Two recordings conducted by Okko Kamu in 
2014 are noteworthy in that in them he uses the Nowak edition with one wave, but changes the beginning of 
the wave and omits the extra trumpet notes to agree with my edition.  Later I will explain how I know he used 
Nowak, which of course was obsolete at the time. 

As for the speed of the peroration, one would expect that all the conductors reading Tempo Imo in either 
my 1872 edition or Haas’s score would go back from the previous Langsamer to the initial tempo of the 
movement, and that all the conductors reading Sehr schnell in my 1877 edition, in the 1892 first print, and in 
the Nowak score, would go somewhat faster, maybe quite a bit faster. Here following are the statistics. The 
cited percentages measure the amount by which the peroration tempo incrementally exceeds the overall 
tempo. For example, if the overall tempo for the movement was MM half note = 60 beats per minute, and the 
peroration was conducted at 72 beats per minute, the speed-up would be expressed as 20%, (pesroration ÷ 
overall) – 1, all times 100%.  

 
• 1872 edition, 21 recordings. Only Eichhorn, Tintner, Jurowski, and Blomstedt in his first performance of 

the 1872 at Montréal, stay close to the initial tempo, averaging at a speed-up of 8%; the others increase 
the speed by an average of 26%, for example from MM half note = 60 to half note = 76. Blomstedt in later 
recordings goes as high as 34% (from 63 to 84), still a modest value as we will shortly see. 

 
• 1877 edition, 13 recordings. All go faster, an average of 43% faster, ranging from 11% (Paavo Järvi 2016) 

to 111% (Janowski 2012, more than twice as fast!). It is possible that the three recent Järvi recordings, 
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with speed-ups of 11%, 15%, and 19%, would be thought of as not speeding up, but the others definitely 
do make quite a difference. 

 
• 1892 edition, 6 recordings. All go faster, an average of 76% faster, ranging from 32% (Lim, 2016) to an 

astounding 128%, MM half note = 67 to 152 (Scherchen 1964). And of course all of these speed-ups 
sound even more extreme because they come immediately after an area where the tempo is slower, often 
much slower, than the overall tempo from which the speed-ups are calculated. Now for the Haas and 
Nowak scores. 

 
• Haas score, 52 recordings. For this analysis, it might be valid to separate the Haas recordings into two 

populations, one with speed-ups of less than 20% which will seem to the listener as the maintenance of 
the pre-Langsamer tempo, and those with greater speed-ups in defiance of the Haas indication “Tempo 
Imo”. Twenty of the recordings fall into the slower group, a few of them with tempos slightly slower than 
the overall speed, and the average speed-up of those twenty recordings is a modest 8% just like the 
smallest performance speed-ups for the 1872 version cited above. By contrast the other 32 Haas 
recordings have an average speed-up of 51%, with two recordings conducted by Leonard Slatkin reaching 
speed-ups of 118 and 119%, again more than twice the speed of the rest of the movement. That is in spite 
of Haas’s direction, which follows Bruckner’s original indication to return to the original tempo. This 
effect is so strong that it cannot be blamed on the irresponsibility of conductors. There is something in the 
music of the peroration that makes people want to take it fast, and that is probably why Bruckner changed 
the tempo indication to Sehr schell in 1877.  

 
• Nowak score, 54 recordings. The score says Sehr schnell, and we should consider all the recordings 

together. The overall speed-up is 63%, as if from MM 60 to MM 98, ranging from 29% (one of the Kamu 
recordings) to 102% (the interesting Daniel Nazareth recording of 1980 which we will consider again 
shortly). One Nowak recording was excluded from this group. A 1997 recording conducted by the 
experienced and cosmopolitan Hiroshi Wakasugi speeds up by only 3%, tantamount to not speeding up at 
all. In context that seems odd; even his compatriot Takashi Asahina, using the Haas edition and known for 
his slow tempos, sped up by 22%. 

 
It is possible that conductors who adopted a slow overall tempo would be more inclined to speed up the 

peroration by a larger amount than a conductor who was already going rather fast. A graphical analysis might 
bring some sense of that effect, as revealed by the measurements. First we shall look at the overall tempos in 
terms of the date of the performance. As can be seen in the first graph, the tempo shows a slight downward 
trend in time, losing 4 or 5 beats per minute in metronome marking over the sample span of eighty years. This 
is a commonly-observed phenomenon in Bruckner studies, but it seems rather artificial. The second graph 
plots speed-up percentage against overall speed. In that graph, conductors who sped up by only a small 
amount would be clustered at the bottom just above the horizontal axis, and those who sped up significantly 
would lie higher in the display, while conductors who used a slow overall tempo would be at the left, and the 
fast-tempo performances would be at the right. Thus, conductors who used a slow overall speed and a large 

speed-up of the peroration would appear high up on the left, and conductors who were conducting the 
movement more rapidly and did not speed up so much would appear low on the right. It seems that the 
suggestion made above is valid, considering how so many of the performances trend toward the lower right. 
But there are outliers, the most notable of which is the lone point at top a bit to the right of center, which 
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belongs to the wild and historically valuable Scherchen performance, which uses the 1892 version. He makes 
a cut in the finale even larger than the immense excision suggested by the “vide” in the score, proceeding 
directly from the buildup to the recapitulation to the final peroration, omitting the A theme, the B theme, the C 
theme, and two thirds of the coda in one fell swoop. I am glad that he did not perform any such shenanigans in 
his recordings of Mahler and Glière symphonies from the early 1950s from which I learned those monumental 
works uncut. The outlying very fast performances at the lower right are respectively those of Carl Melles 
1977, Wolfgang Trommer 1967, and Jascha Horenstein 1969. It is notable that almost 40 years earlier, 
Horenstein recorded the Bruckner Seventh, conducting the first movement faster than anyone ever has since 
then, approximating the metronome markings in the first edition which literally everyone in over a thousand 
recordings since then has ignored. 

The bizarre history of the trumpet error at the end of the peroration began with Bruckner himself. In the 
spring and summer of 1872, as Bruckner was writing the symphony in Vienna, he seems to have 
simultaneously maintained two scores of the symphony, delivering them to two copyists in Franz Hlawaczek’s 
copying atelier whom we now know only by their last names as Carda and Tenschert. Carda and a few helpers 
copied the orchestral parts from the score they had, and Tenschert began the copy score from the score he had. 
This was done movement by movement during the composition, because Bruckner wrote scores in successive 
or sequential bifolios, four pages at a time. But when scores were copied, for ease in subsequent binding the 
bifolios were nested in groups or signatures of several bifolios at a time so that when the binding was stitched 
together many pages could be fastened together at the same time. And each orchestral part consisted of one 
group of bifolios stitched together in the same way. Today, we have the Bruckner holograph score that 
Tenschert used to make his copy score. It was Mus.Hs. 19.474, mentioned and described above, and the copy 
score he was working on is Mus.Hs. 6035. But we do not have the holograph score Carda was using. That 
Carda did not use 19.474 is apparent from many differences between it and the parts. There must have been 
another score, and considering the relative neatness of 19.474, it must have been the real composition score 
which like the other composition scores that survive, would have quite a bit of scratching-out and rewriting. 
The composition score of the Fifth is a case in point; it is a veritable battleground of conflicting texts, and we 
would expect that the real composition score of the Second would be similar. One suspects that Bruckner 
might have discarded it along with the sketches for all the symphonies through the Seventh and heaven knows 
what else, when he moved into the Belvedere Kustodenstöckl in July 1895 at the invitation of the emperor. 

One of Bruckner’s compositional traits, which his enthusiasts love and his detractors criticize, is frequent 
repetition. And here in this peroration the first eleven of the twelve measures are identical, part by part. 
Bruckner’s habit in such passages was to indicate the repeat with special repeat signs, a virgule flanked by 
dots  ̇/ˑ	, for all measures being repeated. And that he did here in 19.474, and apparently by error, he put in one 
more repeat for the staff containing the two trumpet parts instead of entering the concluding single note. This 
reading was picked up by both copyists in their copy scores 6035 and 6034, and was used by Haas in his 
edition as shown in the upper staff of Example 2. In Haas’s score the trumpet notes produce an effect similar 
to a passage in the 1877 revision of the First Symphony at the end of the finale, and thus it sounds entirely 
plausible, though it is wrong because the notes do not appear in the parts. The fact that these extra notes also 
did not appear in the first printing of 1892 must not have bothered Haas a bit; it was one more difference 
between the first publication and his Collected Edition which he could show the court. There are 52 
recordings in my sample in which one can hear what that sounds like. But Nowak, in his edition of 1965, 
favored the 1877 version when he could, and in 1877 Bruckner had caused to be added an extra measure after 
the trumpet notes, as can be seen in the lower staff of Example 2. This was done by Hlawaczek himself in 
6035, in Mus.Hs. 6034 which is a copy score prepared later by Carda, in all the parts, but not in 19.474 which 
represents only the 1872 version. The result is that the trumpets stop without resolving on to an accented note; 
it is as if a cavalry charge suddenly fell off a cliff. Bruckner has surprising moments in his symphonies, but 
nothing else quite like this. Nevertheless Nowak put it into his score, and there are 54 recordings showing 
what it sounds like in this paper’s sample. But Carda’s orchestral parts did not contain the spurious extra 
notes, which is immediately apparent upon merely glancing at the parts since the added measure follows a 
measure in which the trumpets, like every other instrument in the orchestra except the kettledrum, play one 
note, not six as in the previous measures. 

In Haas’s critical report on the Second Symphony, there are quite a number of citations of readings in the 
parts, and indeed when he inspected them he numbered every ten pages in pencil, and there are 1058 pages in 
the surviving parts. (In doing the research for my editions, I found I had to number all the other pages.) But 
for his edition he used the trumpets as they are in the scores, and so did Nowak. However, the reading in the 
two trumpet parts is valid, because Bruckner conducted from those parts twice with extensive rehearsals, and 
would have certainly corrected something which would have been heard so easily. It is quite satisfying to see 
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that the eventual first print does not contain those extra trumpet notes. They must have been corrected out in 
the galley proofs, because there is no evidence of their cancellation in the Stichvorlage 6035. It’s amusing to 
think how many people could, indeed should have caught this mistake: first Bruckner himself in 1872 or 1873, 
then Tenschert and especially Carda, then Hlawaczek, then Haas and Nowak, and finally any of the throng of 
erudite conductors from 1965 to 2017 who used the Nowak score but never thought to question this strange-
sounding effect. Bruckner himself finally caught it while supervising the 1892 print near the end of his life in 
1892, but Haas put the error back in in 1938 and in 1965 Nowak made it worse, and there it is, still being 
played. 

In the sample recordings, everyone plays what is on the stand: 1872, 1877, 1892 (no trumpets), and Haas 
and Nowak (five extra invalid but very loud trumpet notes). That is, everyone but three. In 1996, Franz 
Welser-Möst has the trumpets play one cadence note in the added measure which sounds better but is wrong; 
Daniel Nazareth in his distinctive recording from 1980 has the trumpets repeat the rhythm through both 
measures until the orchestral chord, which resourcefully solves the problem but sounds too long and is also 
incorrect. Takeo Noguchi, conducting the orchestra of the Furtwängler Institute of Tokyo, one of the more 
than 150 amateur orchestras in that amazing city, is the only one to remove the extra notes cleanly. His 
recording of the Nowak score dates from 2011 and he could have gotten the idea from my scores which were 
published by that time just as Kamu did, but I doubt it as he uses two waves in both the first movement and 
the finale. Then in two other recordings, the second trumpet could not resist adding the cadence note. These 
are Segerstam 1983 and Thomas Dausgaard’s 2011 performance with the RSO Stuttgart. And two measures 
later the accidental effect seems to be repeated by Bruckner himself, where the first trumpet alone among the 
instruments of the orchestra descends an octave for the final note, and gives the impression that the whole 
orchestra does. 

 
Results for the Scherzo 

 
Bruckner first conceived of the scherzo in this position, and here we will discuss its reception in the 

sample of recordings. This symphony is the last one he wrote with scherzo repeats, except for the scherzo trio 
of the Sixth. His earlier symphonies all had section repeats in the scherzo, but not in every place possible, and 
besides, there is a strong tradition among musicians that the performer has some choice as to whether to take 
all the repeats indicated by the composer. In the 1872 version of the Second, repeats were indicated for both 
halves of the scherzo proper and both halves of the trio. But at the 1873 rehearsals, or perhaps in 1876, the 
repeats were cancelled at the request of the conductor/composer. The players themselves scribbled over the 
repeats in the parts so they would not be taken; every scribble is different. Thus in my edition of the 1877 
version, there are no repeats, and in the 1892 first publication, likewise there are no repeats. Haas in his score 
indicated repeats, and Nowak, closer to 1877, did not indicate repeats. Here is a list of the repeat schemes used 
in the sample, where A is the first half of the scherzo proper, B is its second half, C is the first half of the trio, 
D is the second half of the trio, and K is the independent coda which concludes the movement. 
 
AABB CCDD ABK (full repeats)   1872, all 21 recordings; Haas, 15; Nowak 1 (Tate 2005). 
AABB CCD ABK    Haas, 15. 
AAB CCD ABK    Haas, 10; Nowak, 9 (including the other two Tates). 
AAB CD ABK    Haas, 1 (Rozhdestvensky 1996). 
AB CCD ABK    Haas, 1 (Moreno 2012). 
AB CD ABK (no repeats)    1877, all 13 recordings. 1892, all 6 recordings. Haas, 13. Nowak, 44. 
 

It is particularly interesting that in ten recordings of the Nowak score, conductors took repeats when they 
were not told to. These were Myung-whun Chung, Michael Gielen (AAB CCD ABK), Eliahu Inbal in three 
recordings, Fabio Luisi, Leif Segerstam, and Jeffrey Tate in three recordings. Gielen also has a recording 
using the Haas score in which he takes full repeats. It’s fascinating to think about why people would take 
repeats when not told to. Perhaps there is something in the music of this scherzo which wants to be repeated. 

In my edition of both the 1872 and 1877 versions, I recommend that Bruckner’s poco rit. at measure 63 be 
followed by a slower tempo from measure 65 to the recapitulation at measure 85. Bruckner uses this device in 
the scherzos of the Fourth, the Seventh, and in the trio of the Ninth, and conductors by and large are following 
my suggestion in the Second as well, some with real diligence.  

Among the entries for the Haas score are two by the Swiss conductor Erich Schmid (1907–2000). One of 
them is an air check of a very creditable performance in which he conducted the Southwest Radio Symphony 
Orchestra on September 25, 1965. The other is a recording on the Pilz label, attributed to the fictitious 
conductor “Alberto Lizzio” and the equally fictitious “Philharmonia Slavonica”. The first movement of the 
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two recordings is the same performance, but the scherzo isn’t; the aircheck has full repeats, and the Pilz issue 
has no repeats. There is also an issuance on the Point Classics label of the performance without repeats, 
ascribed to the real conductor Hans Zanotelli (1927–1993) and the Süddeutscher Philharmoniker, which might 
be a pseudonym for the SWR SO which actually played the music. There is also an Ampex Tapes issue of the 
performance with the repeats, credited to Hans Swarowsky (1899–1975) and once again the Süddeutsche 
Philharmonie. These pseudonymous issues are traceable to the conductor, entrepreneur, and fabulist Alfred 
Scholz, about whom sufficient can be learned on abruckner.com and the internet. Scholz was a student of 
Swarowsky, but that is probably the only good thing that can be said about him. Suffice it to say here that a 
person who denies an artist credit for work well and faithfully completed is beneath contempt. 

 
Results for the Slow Movement 

 
Three issues surrounding the integrity of the Adagio (1872) or Andante (1877) slow movement are the 

presence or absence of the second half of Part 2 of the five-part song form, the appearance of a solo violin in 
part 5, and the issue of whether the horn, or the clarinet and violas, were to play the solo at the end of the 
movement. The summer 1872 genesis of this movement in a four-part structure, ABAB with coda, is 
discussed in my paper “The Bruckner Brand, Part 1” published in the just-previous issue of The Bruckner 
Journal, and available on my website www.carragan.com. But by rehearsal time, reportedly sometime in 
October 1872, the movement had reached its final form as a five-part song form modeled on the slow 
movements of Beethoven’s Ninth symphony and Fifteenth string quartet. Parts 2 and 4 were parallel in 
construction, each divided into two sub-parts, the first sub-part consisting of a chorale for the pizzicato strings 
and a plaintive countermelody for the first horn, continuing with urgent upwardly-moving figures with 
meticulously-notated rubato, stabilized by long rising notes for the cellos. The second sub-part is a repetition 
with the chorale transferred to the winds with an ornate string accompaniment, where the stabilizing 
instrument in the second sub-part is the horn in part 2 and the cello section in part 4. Part 2 ends with an 
unaccompanied solo for the bassoon, the only one in all of Bruckner’s music, and part 4 ends with a transition 
modeled loosely on a phrase from the Benedictus of the Mass in F minor leading into the elaborate 
restatement of the A theme, Part 5. Thus the parallel construction of Parts 2 and 4 is conceived very tightly 
and used to considerable dramaturgic effect. Then why, in 1877, did Bruckner delete the second half of Part 2 
but retain the second half of Part 4? The effect can be seen graphically in these two diagrams, taken from “The 
Bruckner Brand, part 2”:  

 
Clearly in the 1877 shortening of the first B section the proportions of the entire slow movement are 

seriously distorted. And upon listening, if the cut is taken the return of the A theme in part 3 always comes too 
soon. So why would Bruckner do that? I can think of two answers. First, he had shortened the first movement 
principally by omitting the first wave of the coda, he had shortened the scherzo by omitting the repeats, and he 
had shortened the finale by omitting the codetta in the recapitulation and the first wave of the finale coda, and 
so he felt that he should shorten this movement as well. And second, that section of Part 2 contained a fairly 
high note for the horn, concert C5 an octave above middle C (measure 67), which was treacherous at that time 
because of the way Vienna horns were then being manufactured. This matter is covered in the preface to my 
edition of the 1877 version. Perhaps the problem did not extend to the C5-flat the horn has to play in section 4 
(measure 132), which after all is a quarter note at the beginning of a phrase rather than a half note coming at 
the end of a long uninterrupted passage. True, he did not try to eliminate the same note played quietly but 
essentially in measure 183 of the first movement, but here in the slow movement problems could be avoided 
easily and maybe the listeners in the concert hall would not notice the distortion. We, who listen to Bruckner’s 
music in our living rooms with a Macanudo and a dram of Glenlivet, do indeed notice it, and it is very 
harmful. Besides, the cut discards the glory music for the bassoon. For those reasons, in my 1877 edition I 
took a leaf from Haas’s book and included the second half of Part 2 anyway, surrounding it with “vide” 
symbols like the ones he used. This is the only option I allow in either version apart from variant movement 
endings. 
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Among the 13 recordings of the 1877 versions in the sample, six recordings, from Daniel Barenboim (4), 
Alan Gilbert, and Stefan Sanderling take the cut following the authentic 1877 version, and seven recordings, 
from Marek Janowski, Paavo Järvi (3) and Mario Venzago (3), dare not to take the cut. The Haas recordings 
include 20 with the cut, with Stanisław Skrowaczewski accounting for six of them, and 32 without the cut, and 
the Nowak recordings include 26 with the cut and 28 without it. Again one can see that the Nowak people are 
biased somewhat toward 1877. I believe that unlike the other “vide”s in the Haas and Nowak scores, choice of 
this music does not affect the overall impression the symphony makes, but definitely makes a difference in 
this movement and may without risk be left to the conductor. 

In 1873, Bruckner added a violin solo to Part 5 of the Adagio, and slightly strengthened the accompanying 
woodwind parts. By this time, he had already modified and made more complex the decorative first-violin 
figuration, changing groups of six sixteenth-notes to groups of five and regular groups of nine to irregular 
groups of eight. The effect may be heard in the Eichhorn recording of the 1873 version from 10:29 to 12:14, 
as played by Heinz Haunold, the concertmaster of the Bruckner orchestra of Linz. It has its beauty, but as 
Eichhorn complained at the time, it does not allow the rest of the orchestra to rise to the climax (“Höhepunkt”) 
as it should. Meanwhile, the complex textures for the rest of the first violins created a much less decisive 
effect. At the time I asked the players what they thought, and they said, “Please use the sixes, not the fives.” I 
said, “But the fives are slower!” “Yes,” they replied, “but they are really awkward.” Besides, the 1877 version 
has different groups of five. So I used the Rheingold sixes and the original version of the wind scoring in my 
1872 edition. And I did not include this 1873 variant in the publication of the 1872 version because it would 
require eight pages of full score, and because Nowak had commanded me, “Don’t give them too much. It will 
only addle them.” It will be in the critical report, though, to satisfy the curious. 

In measures 203 through 209 of the 1872 version of the adagio, seven measures in all, there is a solo for 
the horn which many people love as the greatest effect in the whole movement. It contains six occurrences of 
the note C5, one octave above middle C. Each time, the adjacent note is E4-flat, a major sixth lower. The 
player starts the phrase on C5, moves down to E4-flat, down to middle C, and back up to the E-flat and to the 
high C. These days, hornplayers are expected to be able to play this sort of thing long before they become 
members of a professional orchestra. It really isn’t that high; the real difficulty is moving smoothly from the 
E-flat to the upper C and back again at a quiet dynamic. But in Bruckner’s day, a peculiarity of the horns 
being made then rendered the C5 treacherous, and in 1873 Bruckner transferred the solo from the horn to the 
first clarinet, joined by the viola section to give the sound more body. This change was carried out by the 
copyist Carda, which is why we know it was in 1873; by 1876, Bruckner was using other copyists. No attempt 
was made in the strings to maintain what was originally given to the violas, which was an unbroken C5; that 
note appears frequently enough in the solo that one does not feel the lack of it being sustained. However, there 
was one alteration: the last note in 1872 was E-flat for the horn, but in 1873 the clarinet is brought back up to 
C, which would be absolutely no problem for it but would have been very difficult for the horn. There was no 
other change, and the clarinet ending was the same length as the horn ending. I did not supply this 1873 
clarinet ending as an alternative to the horn ending in the 1872 score; hardly anyone would ever use it. It must 
be in the critical report, though, like the violin solo, because it has never been printed quite like that before. 

In the 1877 version, the clarinet ending is the only option. But it is not the same as the 1873 clarinet 
ending; it is one measure longer, owing to the duplication of the second-last measure. Thus the clarinet/viola 
section solo extends through eight, not seven measures, 200 through 207, and this feature was carried over 
into the 1892 first print.  

In the sample, all the 1872 conductors used the horn; I gave them no alternative. In particular, in the 
premiere recording of the 1872 first-concept version by the Bruckner Orchestra of Linz conducted by 
Eichhorn, the solo was proudly and flawlessly played on a Vienna horn, by Kurt Deutsch, just to show that it 
could be done. And all but one of the 1877 conductors used the clarinet; they also had no alternative. But one 
conductor asked the horn to play instead of the clarinet. This was Paavo Järvi in three recordings, and his 
hornplayer does not play the real seven-measure horn ending of 1872. He plays the notes of the eight-measure 
clarinet ending of 1877, and like the clarinet, he goes to the upper C at the end, not concluding on the E-flat a 
sixth lower as the player does in the real horn ending, and in one of the recordings, not without mishap. There 
are two more upper Cs in this concoction than there should be, which is really cruel. In his notes, Maestro 
Järvi says that he used the 1872 ending because he believes it is more authentic. But he didn’t use the 1872 
ending; he invented something that Bruckner never would have written. 

Haas presents only the horn ending, while Nowak presents the clarinet ending in the main score and gives 
the horn ending as an alternative. The 52 recordings of the Haas score all contain the horn ending, which is the 
only alternative in the score, except for the 1996 Gennadi Rozhdestvensky recording has the clarinet playing 
the horn ending of seven measures, not turning up at the end as the manuscript clarinet part shows was done in 
the unpublished seven-measure version of 1873 and 1876. This seems to have been played by 
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Rozhdestvensky’s clarinetist as a true solo, without audible backup from the violas. Among the 54 Nowak 
recordings, 40 use the 1877 clarinet ending and 14 take the alternative of the 1872 horn ending, which is about 
what one would expect from the way they are presented in the score. 

 
Results for the Finale 

 
In the finale there are four issues: the first concerns an orchestrational detail present only in the 1872 

version, the second is the presence (1872) or absence (1877) of the codetta quotation of the F minor Mass in 
the recapitulation, the third is the presence (1872) or absence (1877) of two waves or crescendos in the coda, 
and (4) the nature, quality, and speed of the C-major peroration with which the symphony concludes. I will 
take these issues up in that order, the order of the music. 

The finale of the first concept of the symphony, completed on September 11, 1872, contains a 
development conceived on the grand scale. It comprises four sections: (1) an introductory region of 40 
measures (239–278) which itself is in three episodes, (2) a fantasy on the first (A1) theme of 82 measures 
(279–360), (3) a fantasy on the second (B) theme of 62 measures (361–422), and (4) a dominant preparation 
of 40 measures (423–462) leading to the recapitulation beginning with the A2 theme. Tempos are more or less 
steady through this vast structure, almost as long as the entire exposition, but the A theme is usually played a 
little faster than the average and the B theme in a more relaxed tempo, bringing the whole structure into 
almost perfect symmetry in which the first and last sections form a frame for the two fantasies which contain 
the real development of the themes. There is also a strong narrative feeling, with the first fantasy reflecting a 
gradual loss of coherence, and the second fantasy an ecstatic and warm-hearted reconciliation. But in 1873, 
1876, and 1877 Bruckner kept whittling away at the first three sections finally arriving at dimensions of 32, 
44, 40, and 40 for the four sections, more similar each to each but with much of the intellectual content sadly 
discarded and the emotional subtext depleted if not destroyed. One of the most interesting parts of the original 
long fantasy on the first theme is a section where the melody almost disappears in a highly dissonant texture. 
This is at 1872 measure 337, where for sixteen measures most of the strings are marked pizzicato but the 
violas play the offbeats arco, with their bows. The texture is unusual to say the least, but very effective. 
Riccardo Chailly and Simone Young render this eerie passage and the “rubato” a few measures later 
particularly eloquently. This music didn’t even make it to the premiere in 1873, and it was not indeed heard by 
anyone until the 1991 premiere of the 1872 edition by the Bruckner Orchestra Linz under Kurt Eichhorn, At 
the time Eichhorn was very skeptical about this scoring until I showed him the manuscript with “arco” clearly 
marked. Remembering that years later, I put into the introductory notes for the 1872 score an extra assurance 
that the “arco” indication was correct. Despite that, Dennis Russell Davies led that same orchestra twenty 
years later in a 2011 recording in which the violas were instructed to play pizzicato. In no other performance 
of the 1872 version in the sample is that liberty taken. I am very grateful to Messrs. Davies and Järvi for their 
excellent work, and to all the others who have advocated for my editions, but these things need to be said; the 
music is what it is. 

The 1892 first publication contains a “vide”, suggesting a cut from bar 388 of the 1872 score, on which it 
is closely based, to bar 493. This large cut would eliminate the recapitulation of the A theme and the 
recapitulation of the B theme, removing 106 measures and passing immediately to the highly-developed 
recapitulation of the C theme. One deeply misses the intervening music, but the cut on its own does not jar the 
ear, as can clearly be heard in the new recording of the 1892 version by Hun-joung Lim and the Korean 
Symphony Orchestra on Decca. A somewhat different cut was suggested in manuscript in Mus.Hs. 6035, 
where in 1877 Bruckner begins the “vide” at 388 and seems at first to conclude it at 493, but erases the mark 
at that place poorly, moving the end of the cut to twenty measures later, within the third theme group at 513. 
But at a different time he marked back at 493 of this manuscript “Auf X nur im höchsten Nothfalle”, “to letter 
X only in the greatest emergency”, and letter X is at measure 591, the onset of the C-major peroration at the 
end of the movement. Perhaps these proposed cuts were the idea of Johann Herbeck, who is known to have 
made urgent suggestions to Bruckner at this time. We know from Herbeck’s own Fourth Symphony, 
completed that very year, that he did not feel the necessity of using sonata form in a symphony, and was also 
content with a symphony only half an hour long. But there is no proof at all that Bruckner did anything 
Herbeck told him to. And in another recording of the 1892 version, Hermann Scherchen, as mentioned above, 
throws up his hands (which otherwise was very unlike him) and has the Toronto Symphony Orchestra take all 
the cuts and discard exactly one third of the movement, jumping from 388 directly to 591. This has to be 
heard to be believed. By contrast, in his valuable recording with the Norrlands Opera Orchestra, Ira Levin 
brilliantly gives us the 1892 version without the cut, which is the way you really want to enjoy it. 

In the 1872 score at the end of the recapitulation, after an extensive and chaotic developed third-theme 
group, the quotation from measures 124–129 of the F-minor Mass is repeated from the exposition as a second 
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codetta. But in 1877, when so much was trimmed including the third-theme group, that quotation was 
eliminated, and from that point on, there are no second codettas in Bruckner’s newly-composed  sonata-form 
movements, just transitions from the recapitulation to the coda. Haas and Nowak made the second codetta 
optional, and among the sample recordings the codetta is retained in 44 Haas recordings and 34 Nowak 
recordings, and it is omitted in 7 Haas recordings and 19 Nowak recordings. Once again there is a tendency 
for the Nowak people to be closer to 1877 than the Haasians. 

Among the many elegant symmetries of the early version of the Second Symphony is the fact that the 
coda of the first movement and the coda of the finale each contain two crescendos or “waves” beginning with 
similar material, the first one leading to a preliminary climax and the second one leading eventually to the 
brilliant peroration with which Bruckner concluded all of his outer movements, at least in their early forms. 
But in 1877 in both movements the first wave was dropped. This maintained the symmetry, but something 
very dramatic was lost. When Haas came along, he expressed each of these cuts as a “vide”, and now it was 
possible for a conductor to take one wave in one of the movements, and two in the other. Not too many in the 
sample do that, but here is an accounting according to the number of waves in each movement: 

 
Haas: two-two 33, two-one none, one-two 9 (6 by Skrowaczewski), and one-one 10. 
Nowak: two-two 29, two-one none, one-two 5, and one-one 20.  
 

Both populations favor two waves both times, the Haas people a bit more so than the Nowak conductors, 
and a few take one wave in the first movement and two in the second. One conductor in that last group is 
Okko Kamu, in two recordings from 2014 in which the Nowak edition was used, both with Finnish orchestras. 
He was aware of my edition, because he corrected the beginning of the second wave of the coda in the first 
movement and removed the spurious trumpets at the end. But he wanted to enjoy the two waves in the finale, 
probably because the first one ends in a wonderfully dramatic outburst, and of course the first wave was not in 
my 1877 edition because it does not belong there. So in order to get it he rented the Nowak materials (the 
video shows them to be fresh and unworn) and entered corrections from my edition. But if he had wanted the 
two waves, he should have chosen the 1872 version where they appear in their proper context. The time has 
gone, if it was indeed ever here, when conductors should feel empowered to pick and choose among such 
compositional materials on their own. 

Finally, Bruckner seems to have made a miscalculation in orchestration, a great rarity for him, when he 
entrusted the melody of the peroration to the cellos and basses alone with the rest of the orchestra loudly 
playing repeated chords in the motto rhythm of the first movement (as in Example 1) over a drum roll. If that 
is performed in the true 1872 version, the melody is almost completely drowned out. Bruckner quickly tried to 
fix the problem, adding a fourth trombone in 1873 and then in 1876 expressing the melody in the entire string 
body. In the 1991 premiere recording under Eichhorn of both the 1872 version and the 1873 variant, the 1873 
fourth trombone part was played by Albert Landertinger on a contrabass trombone, an enormous contraption 
with a bell as big as that of a French horn. And the other three trombonists and the tuba player Robert 
Herdman had already tried this out under my direction in Bruckner’s bedroom at Stift St. Florian one dark 
evening, reading from the original manuscript parts which had not been played from since 1876. We all went 
down the grand staircase to the Kellerstüberl afterwards and lifted a Gösser in Bruckner’s honor. 

In 1877 Bruckner kept the unison strings of 1876 and added a trumpet countermelody, and in 1892 he 
finally spruced up the trombones. All of these versions are given in my editions and all can be heard in one 
place or another. It wouldn’t be from Bruckner, but a very good effect is obtained by doing what Chailly, 
Blomstedt, Young and others did in their recordings, which is to take the three regular trombones off of the 
chords and put them on the bass line. Even then the melody is a bit faint, but it works and keeps intact the 
delightful image of Bruckner rendering the symphony on the organ, with the chords on the manuals and the 
bass melody on the noble and sonorous pedal reeds. 
 

Remarks 
 

The investigations reported in this paper, while incomplete and capable of being considerably extended, 
already show that the performance status of Bruckner’s Second Symphony is in deep disarray. Uniquely 
among his symphonies, the scores that are still being used by the majority of conductors present a group of 
options so wide-ranging that in approaching any particular performance since the publication of Haas’s mixed 
score of 1938, a listener has no idea what to expect. No other symphony has been treated this way by editors; 
no other symphony has been presented like an à la carte menu in which the consumer has the option of 
choosing whatever appeals to her. We know why Haas did what he did; he had to make sure that what he 
created was sufficiently different from the current publications of the 1892 edition to satisfy the court 
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decision. And Nowak in 1965 could only make small revisions to bring the score to a point where if one were 
to cut the “vide” material, the result would be the 1877 version. But Nowak could really not accomplish that 
without having the score re-engraved. That was eventually done with the scores of the early versions of the 
Third, Fourth, and Eighth, and that is what he eventually asked me to do for the Second. The result was the 
double publication of the 1872 and 1877 versions in 2005 and 2007, separated so that they could be coherently 
and unambiguously presented to the Bruckner community, and the two major versions of the symphony could 
be enjoyed as Bruckner himself actually devised them. 

I will always be grateful to Kurt Eichhorn and the Bruckner Orchestra Linz who at the instigation of 
David Aldeborgh and the Bruckner Archive and with the substantial support of the Brucknerbund 
Oberösterreich undertook the performance and recording of both the 1872 version and its interesting variant of 
1873. I am also thankful to Georg Tintner and the National Orchestra of Ireland for bringing the 1872 version 
to a very wide audience, and to Daniel Barenboim and the Berlin Philharmonic for doing the same with the 
1877 version. Now the emergent mighty hero of the 1872 version is certainly Herbert Blomstedt, who after 
resolutely taking up the cause of the first-concept Third found similar satisfaction in advocacy of the first-
concept Second. Indeed Blomstedt first heard the early Second in 2007 in Leipzig at a time when Riccardo 
Chailly was preparing it for a three-concert series and had invited me to be present, and so I was able to get to 
know both of these eminent musicians. And I am grateful to Simone Young for her several performances, and 
to Ivor Bolton, Marcus Bosch, Dennis Russell Davies, Vladimir Jurowski, and Tatsuya Shimono for their 
performances. Indeed Davies mentions in the booklet for his recording that the 1872 is “really interesting… 
the better version”. And for the 1877 version, the champion is Daniel Barenboim who performs it frequently, 
most recently in his remarkable Carnegie Hall series of the nine numbered symphonies which also I was able 
to attend, and participate in the awarding to him of the Kilenyi Medal of the Bruckner Society of America. At 
that performance of the Second I was initially disconcerted to read in the Carnegie Hall program booklet that 
Barenboim would be using the Nowak edition, but when the music started I was very relieved to discover 
through many audible details that it was indeed mine. Where do these people get their material? 

At the same time I am dismayed at the continued use of the Haas score (12 performances in the sample 
since 2005) and Nowak score (17 performances since 2007). Thus fully one fifth of the performances in the 
longitudinal sample of this study were of scores that were obsolete at the time of performance. Here I will not 
name names as I have done elsewhere in this paper, but you know who you are. Any performance of the Haas 
or Nowak score at this point is a deliberate and calculated falsification of Bruckner’s work and his 
compositional method, and cannot be defended on any basis, such as I heard in one case “We’ll use the 
Nowak; it’s the one they know.” Consider: just in the finale, Bruckner’s two authentic versions contain 806 
and 613 measures respectively. That is a major difference between versions, but Bruckner approved of both of 
them. What he did not approve was a score of 698 (Haas) or 702 (Nowak) measures, and although out of 
historical necessity those scores were the ones to use up to 2005, they are not now. Indeed enthusiasts, 
annotators, and especially discographers should cease referring to the Haas and Nowak scores as “1877 Haas” 
or “1877 Nowak”. If only on the evidence presented in this paper, what one gets from those scores is often 
very far from the true 1877 version published in my edition and people will be seriously confused. I do not 
refer to the work of Haas or Nowak on this symphony as versions but as scores; they are not versions, they are 
concoctions. To do him credit, Hofrat Nowak was deeply aware of the problem, and would have corrected the 
errors and conflations himself if he could have. I am quite sure that he would be just as upset as I am that the 
erroneous score of 1965 is still being used. But now, conductors’ thoughtless adherence to the obsolete scores 
has meant that even now, ten years after the official publication of the new edition, the Vienna Philharmonic 
Orchestra has yet to perform it. 

In the past, the presence of competing scores for Bruckner symphonies has given rise to advocacy among 
conductors and enthusiasts for one or another presentation, sometimes quite fierce. But as years have passed 
the competition has become more and more among datable versions established at different times by the 
composer. This is a good result. As Hofrat Nowak once said to me, “They are all original versions.” And the 
real issue with Haas’s lifetime work is only with his à-la-carte edition of the Second (1938), his mixed and 
compromised edition of the Eighth (1939), and his edition of the Seventh (1944) with its selective un-erasures 
in the first movement, the invented red herring of the percussion in the Adagio, and his omission of essential 
tempo indications in the scherzo and finale. His earlier work on the other symphonies was excellent; at the 
request of Georg Tintner I was even able to produce the premiere version of the First Symphony, as played in 
1868 long before the commonly-heard revisions of 1877, using only Haas’s meticulous critical report as the 
basis. But those last three Haas productions, of the Second, Eighth, and Seventh, need to become historical. 
We have enough authentic versions of Bruckner’s symphonies as it is. 

A last appeal. Bruckner people are a special group, drawn to a unique situation where much wonderful 
music was courageously brought to life under circumstances which were often discouraging to the composer 
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and certainly were always challenging. We are united in our love for his music and our sympathy for him as a 
man, even if we do not always agree on what the music is, or whether he preferred schnapps to beer. Indeed 
the reception history is full of controversy, some of it political, some of it merely arising from the clash of 
ambitious and willful people. Sometimes Bruckner is made into a new kind of victim; I have even heard it 
said that a conductor does not perform Bruckner, he realizes him, meaning that the conductor’s help is needed 
even to determine what the music is. I find that attitude outrageous. No other composer is treated that way! In 
these swirling arguments we all enjoy taking Bruckner’s part and then gleefully denigrating whomever the 
misguided friend or enemy of the moment might be. But when one studies the sources, the simplicity of the 
real situation becomes apparent. Bruckner simply wrote the music, and then simply revised it, sometimes 
several times. Whatever the reason for any one of those easily-determined revisions may be, and there are 
always several plausible reasons, the nature of the symphony as it was being revised can still be determined at 
any date and an edition can be produced for that date (see my paper, “The Bruckner Versions, Once More”, on 
www.carragan.com). This process has provided enough opportunities for variety without continuing to use 
scores which demonstrably do not reflect the composer’s decisions. At the last, one can say that in producing 
as many editions as he did, Nowak was always reliable except with the Second, and even there he did the best 
he could, even to generously passing the work on to someone else who at the time could perform it. 

 
 

(editors note: a podcast pertaining to this article has been posted on the author’s website: 
http://carragan.com/carragans-podcast-episode-01/) 
 
 
 
 

 
 
 

Perspective: Carnegie Hall Bruckner Cycle 
Daniel Barenboim / Staatskapelle Berlin 

 
[Op-Ed: one reader’s take on the highly acclaimed event, Ed.] 

 
The following report describes my experience attending each of the nine Bruckner concerts at Carnegie 

Hall from 19-29 Jan 2017. Being a youthful newcomer to Bruckner, I am not particularly well informed about 
the different versions of Bruckner’s symphonies, so I have not commented on that here. As with any review, 
objectivity is not the main focus, but I have striven to be understandable and accessible in my writing such 
that my takeaways may be productively insightful to others. 

 
Bruckner 1 - 19 Jan 2017 

Compared to familiar recordings such as those of Sawallisch or Jochum, the opening C minor chords, not 
dissimilar in style to the opening of Mahler 6, were a bit slow but nonetheless clean and together. The first 
theme group followed without drawbacks, and the ‘Tannhäuser’ section with the cascading strings in the 
second theme group was executed equally well. Beyond the occasional climax and impassioned playing, 
particularly the admirable ferocity of the coda, the performance was not particularly memorable however. 

The Adagio was pleasant enough, but for me Bruckner is often very difficult to appreciate on initial 
listening, similar to the denser Mahler symphonies (e.g., 3, 7, 8, maybe others as well). In this performance, I 
found the themes not particularly memorable, but the tutti ending of the movement was remarkable. 

The Scherzo of the First (and Bruckner scherzi in general) is always a delight, and in my opinion 
fortunately more familiar and indelible than the other movements. Three adjectives came to mind for this 
particular performance: fiery, energetic, and rousing. It is full of vibrant and quick rhythms in the strings 
punctuated with sharp brass, and the orchestra executed it all very well. Certainly, the composition of the 
movement almost takes care of itself. 

The fourth movement, Bruckner’s only Finale to start fortissimo besides the Eighth, was lost in a 
whirlwind similar to the first movement, and oddly enough the coda was not as compelling here, though it was 
probably not a fault of the performance. I felt that the coda to the first movement was stronger than the coda to 
the Finale, but others might disagree. Overall, a fine albeit unexceptional performance. 
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Bruckner 2 – 20 Jan 2017 
Although the triplets at the very beginning of the first movement were somewhat muddled, the rest of the 

performance went well. The orchestra played with virtuosity, and the placement of the contrabasses in the 
back center was very effective in creating a well-balanced sound. Nothing further in the first movement 
seemed noteworthy, perhaps due to my lack of prior exposure to the Second. 

The Adagio was arguably more enjoyable than that in the First symphony, and hints of Bruckner’s later 
style (e.g., the Sixth) started to become perceptible here. The Romantic harmony seemed ever more pleasant 
in juxtaposition with the preceding Mozart with its endless root-position major triads. 

The performance of the Scherzo made it seem less stodgy than it perhaps actually is. Although it does not 
tick like clockwork as in the Eighth Symphony or burst with youth like that of the First Symphony, it 
nonetheless carries the trademarks of a Bruckner scherzo: rugged vigor, sharp rhythm, and sprightly 
orchestration. 

The Finale was rather unremarkable, excepting the coda, which was immensely enjoyable. The highly 
idiosyncratic manner in which Bruckner shifts harmonies with slightly differing registral spans from bar to bar 
provides a very exciting sense of anticipation, especially in a coda. In neo-Riemannian theoretical terms, the 
voice leading is highly “parsimonious” in that the similarity between any two adjacent harmonic sonorities is 
maximized (e.g., between two adjacent triads, only one note is changed). The first violins ascended and 
ascended, ending in a glorious peroration that instantly brought on a standing ovation. 

Barenboim gave a speech after the concert stressing the importance of the arts, specifically on this historic 
Presidential Inauguration Day in the US. The audience burst into applause when he concluded with “…and we 
can make the WORLD great.” 

 
Bruckner 3 - 21 Jan 2017 

In a series of performances that spans an entire symphonic cycle, it becomes possible for a listener to 
discern even minute differences between the composer’s style in many different areas when returning to the 
concert hall every night. And indeed, minute differences across the symphonies that are difficult to articulate 
started to become manifest in this performance. In broad terms, the first movement of the Third Symphony, 
and noteworthy in this performance, felt more compelling than the first movements of the First or Second 
Symphonies in the basic sense that the surface level of the music was more cogent. The first theme group is 
certainly captivating, and the brassier orchestration (a nod to Wagner) is more daring than the orchestration 
choices of the previous two symphonies. As my experience and fondness is of late Romantic music, this 
symphony, even if only in terms of orchestration choices, carries a more Romantic ethos than the earlier 
symphonies, including Die Nullte. 

The second movement seemed to drag, and frankly I was quite bored. However, the shortcoming may lie 
in the music rather than the performance. For me, Bruckner’s adagios do not get properly interesting until the 
Sixth Symphony (except for that one lovely C major passage in the Adagio of the Fifth). Almost immediately 
after the Adagio ended, I hardly remembered any of it within measures of the following movement. 

The Scherzo was excellent as usual; very tight clockwork indeed. The bass pizzicati were delightful both 
in sound and in sight. The Trio, however, felt anticlimactic, even disappointing, and again perhaps because of 
the music itself rather than the performance. Bruckner trios are generally not quite as vigorous and exciting as 
the scherzi, except for perhaps in the last two symphonies. At any rate, they are very economical and formally 
rigid, so the music retains its accessibility. 

The Finale, like the Adagio, also felt long, but the frequent climaxes made the experience less dreary. 
When the coda finally arrived, the music was so exciting that all tedium from the previous several minutes 
was forgotten, and the audience was on their feet as soon as the final triumphant D major chord sounded. 

 
Bruckner 4 – 23 Jan 2017 

A performance of the first movement of Bruckner 4 can be butchered in several key places, but one 
primary one is the climax of the development, a wonderful orchestral dialogue with various permutations of 
the Bruckner rhythm (a 2+3 or 3+2 rhythm) being tossed around by the brass. And indeed it was performed 
excellently in this performance. The coda to the first movement was also very well executed. So the first 
movement receives full marks. 

The Andante often feels like the weak point of this symphony. Some may consider the Finale to be 
disjoint and stodgy (and I don’t disagree), but as was noted earlier, the early Bruckner adagios are not quite as 
economical as the later ones, almost as if in deliberate contrast with the very economical scherzi. Anyway, the 
performance was agreeable but not relatively lethargic. 

The Scherzo was as fiery and angular as ever. In the first brass statement, the insistent Bruckner rhythm 
provides an important motivic link across the movements while the added anacruses aid in depicting the 
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“hunting dance” program of the movement. The Trio reminds one faintly of the Scherzo of Mahler 2 
[composed 1893, Ed.], though the link is likely unintentional. Overall, the movement is charming and 
delightful for its evocative nature: pastoral Austrian life and hunting is easily conjured in the mind with this 
music, and the imagistic perception here is stronger than in any other Bruckner scherzo (perhaps excepting 
that of the Eighth). Maybe this is apropos, given that the Fourth was the only symphony that Bruckner gave a 
(quasi)-programmatic subtitle to: “Romantic.” 

The first forte statement of the Finale was well reserved in that it did not feel overly loud. The rest of the 
movement proceeded like clockwork; the Staatskapelle Berlin played like a first-rate orchestra with brilliant 
virtuosity across all the instruments. The famous coda finally came along, and curiously enough, Barenboim 
treated the string tremolos as staccato-esque units much like Celibidache did in his highly acclaimed 
interpretations. As for achieving the tonal goals of the coda, a phenomenon too complicated to describe here, 
the performance scored a B-. Some tempo mismatches were present, and the final note of the symphony was 
held a tad too long given the tempo of the rest of the performance. Nonetheless a very enjoyable performance 
of the Fourth. 

 
Bruckner 5 – 24 Jan 2017 

The compositional complexity of the Fifth Symphony challenges many listeners; one’s patience is often 
put to test. Benjamin Zander’s 80-minute analysis and commentary on Bruckner 5 (released on Telarc 
alongside a performance of the symphony) is very helpful in parsing the various threads of the symphony to 
make sense of the cohesive whole. Zander likens themes in the first movement to a question and a prayer, and 
in this context, some of the tonal ambiguities are contextualized and justified. The performance was sharp and 
polished with no room to make any complaints. 

The Adagio is remembered primarily for its celestial second theme, which was wonderful, but the oboe 
theme at the beginning was equally appreciable. As Zander says, it imitates the falling motion of the opening 
pizzicati of the symphony but fails to rise back up to the starting tone, instead being pushed back down. This 
explanation was insightful in seeing how it deliberately created a solemn mood. 

The Scherzo feels like the weak link in the Fifth Symphony. The brass climax after just a few seconds, 
and from the onset the proportions seem strange and somehow incorrect. Even the Trio has a peculiar 
otherworldly feel about it, replete with melodic dissonances, albeit deliberate, of course. Nonetheless, at least 
Bruckner scherzi are highly formulaic and predictable, so following along the formal structures is not a 
problem. 

For me, the Finale is remembered primarily for is final peroration, and it was in anticipation of this that 
the rest of the music seemed to flow, not feeling particularly important on its own. The doubled brass came in 
at last in the chorale, and the harmonics (i.e., brass players’ ears for intonation and overtones) were excellent 
here. The fugal part was brilliant enough to make Bach smile; such contrapuntal writing is very difficult to do 
and quite admirable when pulled off successfully. Bruckner’s decades of intensive study certainly paid off 
here. And the final peroration was everything expected and more: the double brass nearly lifted the ceiling off 
the hall with their raw power. The harmonies of the brass iterations of the fugal subject leading up to the coda 
were especially refreshing; the excursions into the minor mode were delightfully unexpected and added a 
layer of harmonic complexity that made up for the stodgy formal structure of the movement. The audience 
was unanimous in their approval of the final peroration, and a standing ovation immediately followed the final 
B-flat. 

 
Bruckner 6 – 25 Jan 2017 

As in the Fourth Symphony, the climax of the development, a fortissimo statement of the “Phrygian” 
theme in the brass atop shimmering ostinati in the strings, is a crucial make-or-break point of this movement. 
And again, as in the performance of the Fourth Symphony, the execution in this performance was excellent. 
The other moment of transcendence in the first movement comes in the coda, which was also executed cleanly 
and effectively. 

The second movement is Bruckner’s first Adagio that does not feel overly long or non-economical. Apart 
from the second theme group of the Adagio of the Seventh (which seems to me lackluster), all the slow 
movements from here on are excellent. The “Gershwin” chord in the recapitulation of the third theme group 
(the funeral march) was as surprising and satisfying as expected, and overall the movement flowed very well. 

The Scherzo of the Sixth was strong, but the Trio remains unmemorable and disjoint. Nonetheless, the 
Scherzo was played with the same vigor as the previous scherzi and was a pleasure to follow. One aspect of 
the rhythm that could have been enunciated better was the cross-rhythmic polymetricality between the high 
brass and low brass in the final bars of the movement, although this is a minor quibble. 
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The Finale is indeed perhaps less tightly constructed as the other movements of the Sixth, as Benjamin 
Korstvedt suggested to me earlier in the week. Though the introduction with the melodic dissonance in the 
violins is exciting and mysterious, the music loses some of its momentum with the subsequent theme groups. 
As in several other swathes of Bruckner’s music, attention spans are tested here, but rapt alertness is invoked 
again at the coda, which is perhaps not as harmonically interesting as the coda to the first movement but 
nonetheless carries typical Brucknerian finality achieved through ingenious manipulation of the tonal 
hierarchy. The tempo in the coda was rather standard, though the long-awaited recapitulation of the triplet 
ostinato in the brass in the final few bars of the symphony was faster than typically performed in recordings 
such as Jochum’s or Kubelík’s. The unwritten ritardando in the final bar was not necessarily an unwelcome 
addition, especially given that many other conductors perform the last bar that way as well. The last note was 
met with great applause as in the previous two symphonies, but the audience was not as quick to rise to their 
feet as they were for the Fourth and Fifth. 

 
Bruckner 7 – 27 Jan 2017 

The Seventh has several great moments but in comparison with the other late symphonies of Bruckner, I 
consider it an overall weak symphony both structurally and thematically. The statement that Rossini made 
about Wagner having great moments but poor expanses is especially relevant here. The opening melody is 
wonderful, as is the coda to the first movement and the first theme group of the second movement. But then it 
seems that Bruckner ran out of good ideas for thematic invention, in my opinion; for example the Scherzo’s 
primary motif is based on a rooster call. 

The performance of the first movement was satisfying enough to hear the melody in the introduction 
(which echoes the opening of Das Rheingold), but the rest of the movement was fairly uninteresting until the 
coda. Celibidache’s recording tends to spoil people and make them accustomed to glacial tempi, but even 
then, a faster tempo would have worked for this coda. But not only was the tempo faster, the brass was 
underplaying, and in a coda dominated by dialogues between the brass, the brass cannot afford to underplay. 
Overall, the execution was not particularly impressive. 

The Adagio is perhaps Bruckner’s most popular movement, and as is the general consensus, I find that the 
first theme group is beautiful. But for me, the second one is so shockingly uninspired that the larger appeal of 
the movement falls. It almost sounds as if Tchaikovsky wrote it! Perhaps the dryness of this theme is a 
deliberate effort to strengthen the effect of the recapitulation of the first theme group. 

By the end of the Adagio, my expectations were very low. And indeed, delivery was very low. The 
performance was decent, but the music was simply not very moving. And the only cymbal crash in the entire 
symphony was botched! It was a hair off in time, and it was certainly not as loud as it could have been. For 
me, that ruined the Adagio; typically, minor errors do not make or break a performance (of a movement), but 
it IS the only cymbal crash in the entire symphony! 

The rooster call in the Scherzo sounded as trite as ever; though to be fair, the Scherzo does exhibit the 
typical flair of a Bruckner scherzo. And the first theme group of the Finale was (or rather, is) too heavy with 
double-dotted rhythms. It is also my opinion that the coda is also quite weak compared to the coda of the first 
movement. My complaints could go on and on, but would be irrespective of the performance. 

Needless to say, this was the most disappointing night. Even though Bruckner 1, 2, and 3 were not so 
memorable, this symphony was familiar and therefore there was a benchmark, i.e., some expectations going 
in. So perhaps this suggests that expectation is indeed the mother of disappointment. 

 
Bruckner 8 – 28 Jan 2017 

A truly spiritual experience. Fortunately, this concert was not paired with anything else, so the entire 
evening could be devoted to losing oneself in this otherworldly work. 

Bruckner 8 has no weak points. In all the other symphonies (perhaps excepting the Ninth), there is that 
one movement or part of a movement is typically lacking in comparison to the rest. But in the Eighth, every 
part fits together like a perfect clock. It seems that Bruckner (and the people in his milieu, unfortunately) 
didn’t think so because of his revisions, but that does not change the listener’s perception of the music. At any 
rate, the listening was as pleasurable and even more than I had hoped for. 

The first movement was executed brilliantly. The entire movement is a dark struggle for tonal closure, 
with an opening in F minor and a subsequent theme in G major implicitly adumbrating the overarching 
tonality of C minor. The hushed coda (Bruckner’s first for a first movement of a symphony) completes the 
effect. The climax of the movement, with the trumpets screaming out the death motif, was as thrilling and 
even more than expected. 

The Scherzo provides a brief respite from the tumult of the first movement, but it moves with an urgency 
unforeseen in previous scherzi. The tuba has a prominent role, and the tubist of the Staatskapelle Berlin was 
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topnotch. The performance was perhaps not superlative, but it was certainly satisfactory. With the exception 
of the 1872 version of the Second, the Eighth is the first symphony where Bruckner places the Scherzo before 
the Adagio, and fortunately he was certain about this (unlike Mahler with his Sixth). The change is perhaps 
justified by the grave ethos of the first movement, but whatever the reasoning was, it is highly effective. 

The Adagio is easily Bruckner’s greatest, and perhaps even the greatest adagio in the symphonic literature 
(the Adagio of Mahler 9 is another contender). The opening stutters in the lower strings give a feeling of a 
great chasm, and the violins that enter shortly afterward with the chromatic step convey a feeling of malaise 
and instability, which is juxtaposed well with the stable bass foundation below them. The second and third 
theme groups are amongst Bruckner’s finest, and the entire movement flows as if divinely inspired. The 
performance again was not superlative (e.g., more depth in the basses or more intensity in certain places could 
have been achieved), but overall it was excellent. And this time the cymbal crash was perfect—perhaps the 
percussionist learnt from his climacteric mistake in the Seventh! 

The Finale is also one of Bruckner’s finest movements. The brass played with superb precision and the 
timpani, while perhaps not matching the white-hot intensity of the timpanist in Tennstedt’s live BPO 
recording from 1981, played with admirable virtuosity. The recapitulation of this movement is beyond words: 
the tonal schemata employed to place all the keys strategically makes the effect of hearing the first theme 
group in the home key incredibly satisfying and visceral. The coda is another moment of transcendent ecstasy, 
and the performance, while markedly different from Celibidache’s, was not “worse.” This is a coda that is 
equally effective fast or slow (unlike the coda of the Fourth). The blazing C major at the end felt like coming 
face to face with God himself. What a concert. 

 
Bruckner 9 – 29 Jan 2017 

It is very unfortunate that the Finale is so rarely played in performances of Bruckner’s Ninth, as was the 
case at this concert. Bruckner wrote the vast majority of the movement, and only small bits are missing 
(including the coda, very tragically). But it is in my opinion irresponsible to capitalize on the pleasant-
sounding E major chords of the Adagio to pass them off as “implying finality,” because Bruckner clearly did 
not intend to finish the symphony there. At any rate, the first three movements are still enjoyable. 

The first movement of the Ninth is full of thematic material that is very grave and serious. It is a strong 
movement, easily Bruckner’s most solemn, but it requires some intensity in conducting to pull off 
successfully. There were moments of lethargy in various places, but overall it was a fairly strong execution. 
The coda is a sublime moment, and it was done quite well, although Jochum’s rendering of it with the 
Staatskapelle Dresden remains unmatched in terms of sheer intensity. 

The Scherzo is difficult to blunder. It has fast swirling rhythms and acerbic dissonances, but as long as a 
capable orchestra is playing it, it is difficult to make a real mess of. What takes much more effort is 
successfully capturing the hellish agony of the music. This is perhaps difficult to do because of the limitations 
imposed by the performance directions, specifically, the consecutive downbows and upbows. Nevertheless, it 
can done. The effect was semi-present here, but it could certainly have been more present. The Trio is slightly 
more difficult to pull off because of the very quick triplets at the beginning that must be cleanly articulated, 
but it was executed with flair and precision as expected. 

The Adagio wanders into the twentieth century with its extremely daring dissonances, especially for a 
composer as ascetic as Bruckner. For those who are accustomed to hearing a great deal of music that follows 
sonata form, comprehension of the highly dissonant thematic material is not as straightforward in traditional 
sonata form. One aspect of this, evident in this performance, that I found brilliant was the section of dissonant 
piano chords in the woodwinds just a few minutes in (measure 25 in the Kalmus score). They are dissonant 
enough to be unstable but nevertheless embody a different kind of consonance, like that of the Tristan chord in 
context, perhaps warranting a new term, e.g. quasi-dissonant. Looking at the score, the chords are F-C-G-Eb 
and F-C-Gb-Eb: a C minor to C diminished progression over an F pedal. There are indeed technical 
dissonances in both chords, but the spacing and orchestration is controlled meticulously as to retain a 
consonant feeling. No doubt Bruckner was assiduous with his compositional choices in carefully controlling 
these effects. The climax of the movement, with the terrifying cluster chord, was as satisfying as expected, 
with an appropriately long pause after it. The remainder of the movement conveyed silent resignation and 
peace as E major finally established itself firmly. The final chords of the movement in the Wagner tubas and 
pizzicato strings provided a strong finish, although this closure is not strong enough to close the symphony. 
Alas, perhaps someday conductors will adopt the Finale more readily. 

As good a performance as this was, it was difficult to digest it fully in part because of the celestial 
experience of the Eighth the day before as well as the lack of inclusion of the Finale. Nonetheless, it was an 
excellent Bruckner 9 and certainly one of the top three concerts of this cycle. 
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Reflecting back on the last eleven days, one gets a sense of the enormous magnitude of the music 
experienced. It is not unreasonable to expect some sort of an aftershock in the coming days, whether it be 
through withdrawal symptoms or a more subtle effect. In the span of eleven short days, a man’s entire lifetime 
of thought had been conveyed to hundreds of eager and patient listeners. And even beyond that, Bruckner’s 
music, as Barenboim points out in his interview, really spans several centuries in its amalgamation of 
Classical rhythms, medieval tunes, Romantic harmonies, and other disparate elements. If one had a language 
(other than music itself) with which to transcribe and elucidate the experience of listening to music, the 
experience of this cycle would no doubt fill many books. Truly a life-changing experience. 

 
 

Vishnu Bachani studies mathematics, music theory, and computer science at New York University. He is an 
avid fan of late Romantic music and focuses on it in his music-theoretical pursuits. 
 

 
 
 
 
 
  CONCERT REVIEWS  
 
 
 
 
 
LONDON, UK    ROYAL FESTIVAL HALL   26 APRIL 2017 
 
Wagner - Overture The Flying Dutchman 
Wagner - Wotan’s Farewell and Magic Fire Music (Egils Siliņš) 
Bruckner - Symphony No. 7 (Nowak) 
 

t’s not unreasonable to programme Wagner and Bruckner in the same concert, and it makes a welcome 
change from the ubiquitous use of a Mozart Piano Concerto, but Wagner’s music is so dramatic and 

overwhelming that such a programme runs the risk of overshadowing Bruckner’s passionate but not so 
unfettered and sensual emotional language.  

It may have been partly this, but I felt that there was a level of understatement and restraint about 
Janowski’s interpretation that bordered on the prosaic, and at times in the first movement he allowed the 
momentum to dissipate and the structure to wilt.  The big climax in the development where the full orchestra 
blazes out the opening arpeggio inverted, Janowski was conscientious to a fault in ensuring this was at the 
lower end of the fortissimo marking, not keen either to observe too excitedly the molto animato marking that 
Nowak includes at this point.  The drama was diminished, the tempo already sluggish remained sluggish, and 
the moment of true recapitulation of the opening passed without signifying its structural importance. 

The finale also suffered somewhat from a perhaps too urbane restraint, especially in the third theme where 

I 
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Bruckner writes ‘schwer’ - heavy - but on each appearance Janowski subjected the two final stamping 
accented crotchets to a strange diminuendo, as though afraid of any hint of vulgarity. 

But there was much that was wonderful, and I appreciated a fully audible opening tremolo instead of the 
absurd ultra-pianissimo that has become fashionable, where one is only aware the music has started because 
you can see that the violinists’ bows might be trembling a bit on the string even though nothing is to be heard 
until the cello and horn entry.  The noble brass-dominated coda to the first movement was magnificent, and it 
was nice to be able to hear clear detail of the shape of the violin figuration at work throughout that coda. The 
Wagner tubas were absolutely exemplary, and the great dirge that follows the Adagio climax was superbly 
played, the voices beautifully layered, rising and falling amongst each other, and capped by the dramatic 
woeful blaring of the horns.  For me, this and the desolate string-woodwind dialogue that follows, was the 
high point of the concert. 

So it was a performance to admire because there was no over-exaggeration, the lyrical warmth and 
absolutely splendid playing from the LPO very rewarding.  But there were times when I thought this 
symphony could be a little more exciting, and wished that it was. 

 
Ken Ward 

 
CAMBRIDGE, MA   SANDERS THEATER   26 FEBRUARY 2017 
 
Beethoven - Triple Concerto for Violin, Cello, & Piano 
Bruckner - Symphony No. 9 in D Minor 

 
or those unfamiliar, Benjamin Zander enjoys a more or less “cult” icon status in the New England 
artistic circles of the US. Since coming aboard the faculty of the New England Conservatory of Music 

in 1967, the charismatic conductor, speaker, and lecturer has enjoyed an immensely popular following, 
admired by many former students, colleagues, and concert-goers through the years. Even his controversial 
dismissal from the NEC and appointment as Faculty Emeritus in 2012 has little affected his bigger-than-life 
persona as one of the most impassioned and inspired advocates for classical music of our age. 

Since 1979, Zander has been the music director of the Boston Philharmonic Orchestra, which he also 
founded that same year. Along with the Boston Philharmonic Youth Orchestra that he started in 2012, 
concerts lead by Zander are more properly thought of as “events”. Consistently well-attended and frequently 
sold out, the concerts are held not only in NEC and Harvard venues, but also Symphony Hall in Boston and, 
on occasion, Carnegie Hall in New York City. Additionally, as guest conductor of the Philharmonia, his 
recordings of Mahler Symphonies have been highly regarded. 

One of the hallmarks of a Zander event is his pre-concert talk, during which the fervent conductor inspires 
the attendees in the riches that await them in performance. It is uncommon to leave these talks not feeling you 
are about to have one of the greatest experiences of your lifetime. And at the conclusion of each concert, 
Zander makes himself available to all members in attendance, exchanging comments and handshakes in an 
almost cathartic epitaph. Having sat in on many such events since becoming a subscriber in the 1990’s, I must 
say I am rarely disappointed with Zander the advocate for the composer and his performers. 

However, even the most ardent supporter needs to bring that passion into realization. The Boston 
Philharmonic Orchestra is considered “semi-professional”, but there is no doubt the players bring considerable 
talent and rarely disappoint in concert. What they may lack in talent compared to their professional colleagues 
seems buoyed by the same intense passion shared with their conductor. 

Zander has had an occasional acquaintance with Bruckner over the years. With the Philharmonia, he has 
recorded the Fifth in 2009 in a well-received release on Telarc (2CD-80706), including a disc devoted to one 
of his talks. Previously with the Boston Philharmonic, performances of the Eighth in 2010, and the Seventh in 
2014 (in Symphony Hall) have had mixed-reviews. 

This Sunday matinee concert of the Ninth was performed in Sanders Theater. Part of Memorial Hall on 
the Harvard campus, the 1000 seat theater is unique in its closeness to the ensemble. Designed as a semi-circle 
of all wooden seats, benches and trim, the theater was built for lectures and ceremonies, only later being used 
for performance events. The results were an interesting acoustic for this scale of work. 

Overall, this was a solid performance of the Ninth – squarely in the category of what one would expect 
from an ensemble that performs a work or composer infrequently, but brings a quality effort and seemingly 
enjoys the work performed. From the opening tremolo and introduction of the main theme, it was clear the 
strings and horns would not disappoint. The movement introduced the right amount of “misterioso” from the 
start. As has been a personal quibble of mine since I began attending Boston Phil concerts 25 years ago, the 
trumpets are rarely up to the same standard as the rest of the ensemble, and from their opening entrances, the 
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same problems occurred throughout this concert with sloppy attacks and lack of balance. However, the quality 
of the horns and strings carried the opening beautifully and the climax was appropriately thrilling, although 
the timpanist exclamatory downbeat could have been more pronounced. Zander moved the second theme 
along nicely and there was a well paced accelerando transitioning to the recapitulation. Here, the unified 
ensemble main theme over the tremolo chromatic quavers of the strings was thrilling. The build-up in the coda 
was well-judged and the final brass peroration driven, although somewhat lacking in fullest intensity. 

The Scherzo had a nice spirited feel throughout, the winds exchanging lines with the strings proficiently. 
The quality of the string quavers opening the Trio paced the rest of the section to dramatic effect. Overall, the 
movement lacked some of the frenetic intensity of some of the most notable performances but did not lack for 
excitement. 

The Adagio challenges even the most exceptional orchestras. Here, some of the weaknesses in Zander’s 
pacing became more noticeable and the overall feel was that of “playing-through” the movement rather than 
exploring its depths. That is not to say that many listeners would be overly critical of the performance; the 
ensemble performed well and certainly there were many high points. The string opening was effective, as was 
the brass build-up. Although the tenor tubas sounded somewhat underpowered, the color of the brass 
ensemble was quite good. Moving into the second section, the “farewell to life” was breath-taking. 
Throughout the third and fourth parts of the movement, Zander’s tempo choices felt unnatural and often 
distracting, as if he himself was somewhat uncomfortable with these moments. However, things moved better 
in the fifth section and the build-up to the shattering dissonant chord at the climax was thrilling. Remarkably, 
the resolute coda was stunning. One would think that an orchestra of “semi-professional” calibre would 
fatigue into the final sustaining bars. But, with unwavering precision, the horns and tenor tubas closed the 
concert with their heavenward ascent, perhaps Zander quickening the final pizzicato string notes to ensure 
control. 

 
Michael Cucka 

 
 

BOSTON, MA    SYMPHONY HALL    15 APRIL 2017 
 
Mozart - Piano Concerto No. 20 in D Minor (Mitsuko Uchida) 
Bruckner - Symphony No. 6 in A Major 

 
here is the possibility that a Bruckner tradition may be developing in Boston. After holding the 
position of principal conductor and music director of the City of Birmingham Symphony orchestra 

from 2008-09 until 2014-15, Andris Nelson has assumed the leadership of the Boston Symphony Orchestra 
effective that same year. The excitement during his initial tenure was so great that his initial 5-year contact 
was quickly extended to 8 years, and now also includes a clause for automatic renewal. Clearly, the young 
Latvian (who considers Mariss Jansons his mentor) has developed a special relationship with the musicians 
and organization. 

At the same time, Nelsons was appointed the 21st Gewandhauskapellmeister of the Leipzig Gewandhaus 
Orchestra, starting with the 2017-18 season. Signed as a Deustche Grammophone exclusive artist in 2016, his 
first two recordings with the BSO of Shostakovich symphonies (10 in 2016 and 5, 8 & 9 in 2017) won 
Grammy Awards. Thereafter, announcements followed of complete symphony cycles that would also be 
recorded, including Bruckner with Leipzig and Beethoven with Vienna. The first of the Bruckner cycle, the 
Third, has just been released (and reviewed in this issue). 

The Boston Symphony has a long-standing history of performance of Bruckner symphonies, albeit 
limited. The Seventh was conducted by Wilhelm Gericke during Bruckner’s lifetime in 1887. He continued to 
also conduct the Third, Fourth, Fifth, and Ninth until 1904. Concerts including the Seventh, Eighth and Ninth 
appeared under Karl Muck and Max Fiedler until 1915. Thereafter, Bruckner languished until his re-
emergence under the baton of Serge Koussevitzky in 1929. For the next 20 years, performances of the last 
three symphonies occurred regularly, with also a single concert of the Fourth in 1932. Likewise, under the 
direction of some of its most notable conductors – Charles Munch, William Steinberg, and Erich Leinsdorf 
from 1950 to 1972 – concertgoers typically heard the last three symphonies, with rare occasions including the 
Fourth, Sixth and Te Deum. 

It wasn’t until 1974 when Carlo Maria Guilini conducted that the Second was performed. And not until 
the 30 years under Seiji Ozawa that the remainder of the symphonies entered into concert practice. Sadly, his 
Bruckner with the Boston Symphony was never recorded, but performances of all symphonies except the First 
and Sixth occurred. Since the 1970’s, many historic Bruckner conductors have stood the podium in Boston, 
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including Jochum, Barenboim, Tennstedt, Skrowaczewski, Haitink, Masur, von Dohnányi, Eschenbach. 
Unfortunately, the First Symphony remains unperformed in Boston. 

In the parlance of its nickname, the Sixth has been an “ugly duckling” in Boston. First performed in 1969 
by Erich Leinsdorf and again in 1970 by William Steinberg (finely recorded on RCA), the only other 
performances of the Sixth until now occurred under Ingo Metzmacher in 2007. 

So, it has been with great excitement that Andris Nelsons has conducted a Bruckner symphony each 
season, starting with the Seventh in 2015, the Third last season, and now the Sixth in the current season. And, 
as with his previous season, this performance of the Sixth would not disappoint. It must be said, however, that 
the night was not without some problems. Tempi, in particular, seemed to cause Nelsons some problems in the 
first and fourth movements. Certainly, the Sixth vexes many conductors and Nelsons has not performed this 
work as often as say the Third. 

The opening of the Majestoso first movement came off brilliantly, with good balance of rhythms building 
to the climax of the first section. From there, some idiosyncratic use of ritardandos and accelrandos lead to 
some loss of flow between sections, with a particular distracting moment coming out of the exposition into the 
development. Balancing the complexity of the 3 vs. 2 syncopation that comprises the movement lends itself 
less well to such changes in rhythm, resulting in loss of pacing. And although the coda was played with 
boldness, a ritardando closing the movement compromised the energy. 

No such problems occurred the Adagio. Perhaps one of Bruckner’s most beautiful slow movements, 
Nelsons and Boston rang every note and section of its composed glory. There were still some minor tempo 
shifts that may not be to everyone’s liking, but little could be faulted with the overall performance of the 
movement. The beautiful playing of the strings and winds that spanned the movement, as well as the 
incredible acoustic of Symphony Hall, was something to treasure from start to finish. 

How it seemed that attendees left in droves following the Adagio is beyond me. Something in Bruckner 
brings out the worse in some concertgoers. The Scherzo/Trio had a nice vibrant character and the orchestra 
made the most of the dominant triple rhythms. Pacing was well maintained, although the Trio felt awkward in 
the transition. 

The Finale once again exposed some flaws due to tempo that compromised the enjoyment of an otherwise 
well-played movement. The opening tempo was quick, almost too quick for what could be sustained with the 
various accelerandos and Schnell markings to come. As a result, there were some curious slowings that 
occurred; a particularly distracting moment before the bassoon pedal entrance in the development was 
awkward. Likewise, a ritardando before the recapitulation seemed too offsetting for the section to come. And, 
once again, a blazingly fast closing coda and peroration was pulled back with a ritardando in the final bars. 

No doubt the reason that the Sixth remains underperformed in the concert hall and with recordings is that 
it is, in part, a “tough nut to crack”. Nelsons has demonstrated with the Third and Seventh that he is an 
exceptional Bruckner interpreter; this was an excellent Sixth, albeit lacking in that final quality consistent with 
those previous performances. One would expect Nelsons will continue to bring exceptional Bruckner to 
Boston (and Leipzig), and the Sixth will be included in time. 

 
Michael Cucka 

 
 

 
 

CD/MEDIA REVIEWS 
 
 

BRUCKNER: Symphony No. 6 in A Major 
version: 1881 (ed. Benjamin-Gunnar Cohrs, 2015) 
Oberősterreichisches Jugendsinfonieorchester / Rémy Ballot 
rec: live, 19 August 2016, BrucknerTage, St. Florian, Stiftsbasilika, St. Florian, Upper Austria 
released: 28 April 2017 
GRAMOLA 99127 SACD [69:08] DDD Surround sound 5.0 
 

nyone familiar with the three previous releases on the same label of the live recordings of Rémy 
Ballot’s performances in the same venue of Bruckner Third, Eighth and Ninth symphonies will 

hardly be surprised to learn that the overall timing for this Sixth is the longest on record and that the recording 
acoustic is massively spacious and reverberant. Those two facts are of course interconnected; allowance must 
be made by both the conductor and engineers for the reverberation of several seconds in the Stiftsbasilika but 
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as before the stateliness of the performance lends gravitas and 
instrumental details emerge cleanly. Contributory to those factors 
are Ballot’s perceived discipleship to the Celibidache school of 
Brucknerian interpretation and his conviction, supported by 
remarks in the composer’s letters, that the symphonies are too 
often played too fast, compromising the monumental effect 
Bruckner was aiming for. 

In truth, I have little to add to the approbatory response I 
outlined in my previous reviews of Ballot’s recordings: both the 
affect and effect of this performance remain remarkably similar to 
its predecessors; the prospective purchaser will already know if 
this will please. I thoroughly enjoy it but the facts are admonitory: 
even that eccentric genius and master of the etiolated phrase 
Celibidache took over two minutes less with the Munich 
Philharmonic. Sawallisch, in a surprisingly brisk recording which I nonetheless much admire, races through 
the symphony a full quarter of an hour faster than Ballot – and it is not as though Ballot is adding material 
such as the repeat of the second part of the Trio, a practice from the 1899 Hynais edition now never adopted.  

As ever, crude timings cannot tell the whole story but they do indicate Ballot’s interpretative stance: the 
listener is immediately alerted to the splendour of this performance only a minute in, when the first orchestral 
tutti erupts in a blaze of sound and this impact is replicated in the thunderous outburst at 14:30. There is just 
occasionally a hint of smudging in the co-ordination between the horns and strings but a little rhythmic 
imprecision is surely forgivable in young musicians playing live in this cavernous acoustic. There is always a 
danger of the Adagio stalling when it is played so deliberately, but Bruckner’s instruction sehr feierlich is 
faithfully adhered to and the mesmeric waves of sound carry the movement aloft. One especially rewarding 
result of the leisureliness here is that it preserves an ambiguity of mood: is the melancholy grandeur of the 
Adagio a love song or a lament – or both? 

The Scherzo is a great success, the steady descending string figure replicating carillons yet, as with the 
Adagio, permitting an ambiguity: are they joyful or somewhat ominous? Certainly, that contrasts tellingly 
with the gentle competition amongst the horns, woodwind and strings in the Ländler-based Trio section before 
the triumphant brass conclusion. The Finale is remarkably etiolated at 18:44, some five minutes slower than 
Klemperer’s recording, yet does not sound fragmented as the broad acoustic and depth of sound simply 
enhance the martial, even defiant mood and Ballot maintains a firm grip over the long phrases. 

As in previous recordings, there is virtually no audience noise and the balances between orchestra sections 
are remarkably good for so challenging a location. I look forward to Ballot’s completion of the whole 
Bruckner symphonic cycle. 

Ralph Moore 
 
 

MOZART (1756-1791) [84:84] 
Symphony No. 35 in D Major, K385 Haffner (1783)  
Symphony No. 38 in D Major K504 Prague (1786) 
Symphony No. 41 in C Major, K551 Jupiter (1788)  
BRUCKNER: Symphony No. 4 in E-flat Major “Romantic” 
version: 1878/80 (ed. Nowak) [64.16] 
NHK Symphony Orchestra / Hiroshi Wakasugi 
rec: live, 27 June, 1986 (Bruckner), 18 May, 1995 (Mozart|), 
NHK Hall, Tokyo 
released: 20 January 2017 
KING INTERNATIONAL KKC2108 [149:00] DDD 
 

lthough they were recorded in concert nine years later, the 
three Mozart symphonies offered here serve as an 

appropriate leading partner to Bruckner’s “Romantic” symphony, 
played as they are in a bold, unrepentantly Big Band style which I 
suspect would have heartily pleased the composer himself had he 
been able to hear them performed by such a large orchestra on 
modern instruments. The sound is gratefully rich in bass and timpani 
and conveys the immediacy of the concert hall as well as any 
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recording can; Wakasugi directs with real drive and energy but gives the minuettos a beguiling lilt to 
complement the momentum of the Presto and Allegro movements. 

The Bruckner symphony is similarly driven and energised, played with ample weight and impetus, 
enhanced by the sturdy bass line already heard in the Mozart. Despite the gravitas of Wakasugi’s phrasing, his 
speeds are on the brisk side, almost identical to those of Karajan, and there is no sense of stasis or indulgence; 
in fact, the mood here recalls a kinship with another sylvan-pastoral symphony, Mahler’s First which also 
conjures up aural impressions of hunting, forests, birdsong within a chivalric, hyper-Romantic sensibility. The 
difference between Wakasugi’s and Karajan’s approaches lies in the latter’s command of a more responsive 
orchestra which is more able to execute its conductor’s bidding and play with subtlety and nuance in quieter 
passages. The NHK are thrillingly gung-ho but not as refined or virtuosic, and thus unable to grade dynamics 
as smoothly and sophisticatedly as the Berlin Philharmonic. There is the occasional split note from the horns 
and slight lapses in intonation from the trumpets but no more than is tolerable in a single take of a live 
performance. Ambient noise is minimal with very little audience intrusion. 

This is a very direct performance; thus, the Andante is marginally lacking in some of the mystical 
ambience Karajan generates but still serene and mesmeric, beautifully controlled and shaped. The coda to the 
finale is especially imposing; ultimately this performance emerges as highly satisfying in it unfussiness and 
replete with the Schwung the music demands.  

Ralph Moore 
 
 
 
 
Bruckner: Symphony 9 in D Minor, Completed Version 
version: 1894 Original Version, ed. Nowak 1951; finale completed by Gerd Schaller (2015) 
Philharmonie Festiva/Gerd Schaller 
rec. live: 24 July 2016 / Abteikirche, Ebrach, Upper Franconia, Germany 
released: 2 Dec 2016 
Profil PH16089 DDD (2CD: 36:54 + 47:43 = 84:37] 
Lutz Wildner, tonmeister; ambitus Musikproduktion, engs. 
Performance ***** / Sonics ***** 
 

etween 2007 and 2016, Gerd Schaller recorded all 11 of 
Bruckner’s symphonies with the orchestra he founded, the 

Philharmonie Festiva. In the November 2011 issue I reviewed his 
2010 recording of Symphony 9 with William Carragan’s completion 
of the Finale, left incomplete (if perhaps not uncompleted) at 
Bruckner’s death.1 Six years later, in 2016, with the same orchestra 
and engineer, and in the same hall—a vast cathedral in Ebrach, 
Bavaria—Schaller recorded his own completion of the Finale.  

Schaller is, I think, one of the two or three finest living 
interpreters of Bruckner’s music. Each of his recordings reveals 
profound understanding of these vast works’ daunting complexity, 
and an ability to balance the various orchestral voices to bring out 
aspects of the music that I, at least, had never noticed before, all with a classical poise and restraint, and lack 
of self-indulgent changes of tempo and dynamics, that in no way lessen the music’s power, or the feeling that 
immensely vital, even dangerous forces of sound, sense, and spirit are being held only just in check: a unique 
combination of wildness and serenity. That Schaller manages to do this in an immense stone hall with a 
reverberation time of six seconds—an eternity in sound recording—without it all turning to mush is something 
of a miracle, and a testament to the discipline of himself, his band, and engineer Lutz Wildner. The sound is 
wonderful, a seemingly impossible combination of clarity and immense space. 

The total timings of the 2010 and 2016 recordings differ by less than a minute; some movements are now 
shorter, some longer, the differences undetectable except in the Finale, about which more below. In the new 
recording, the first three movements, left complete at Bruckner’s death, are conducted and played, if anything, 
even more meticulously than in 2010. The muted horn in the first movement—one of the very few times 
                                                        
1	See review in Stereophile, November 2011, Vol.34 No.11: www.stereophile.com/content/recording-november-2011-
bruckner-symphonies-4-7-9. 
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Bruckner asked for this effect—is only just audible far in the distance, creating a powerful sense of mystery 
and depth. The string ensembles in the metrically challenging two-against-three rhythms Bruckner loved, so 
difficult and exposed here, are, if anything, further clarified. And Bruckner’s long caesuras of scored silence 
separating and linking the movement’s various sections are here given different emphases, some longer, some 
shorter; each time, the ostensible silence that begins when the orchestra stops playing remains filled with the 
reverberation of the sounds just made, revealing as in no other way just how big this cathedral is—like 
lighting a match in what one thought was a small cave and, in the flame’s tiny glow, seeing immense walls 
rising to a ceiling lost in darkness. Breathtaking. 

In the Scherzo, the tempo in 2016 is slightly brisker, the orchestra much lighter in heft, with fewer highs 
in the brass. When I asked Schaller if this was due to a rearrangement of seating, a repositioning of 
microphones, or a rethinking of orchestral balance, he said, “a performance always is like a photograph of a 
moment of our life.” In this case, the aural photo sounds almost like a rescoring of the Scherzo’s da capo 
section—no violation of the score, but a quite different envisioning of this pounding music. In the 2010 
recording, the entrance of the Trio’s second subject is taken at the same tempo as the music immediately 
preceding it; in 2016, Schaller slows considerably, and though Bruckner’s score indicates no change in tempo, 
I think it works better. What remain unchanged are Schaller’s amazing delicacy and balance in seeming to 
make audible everything in the score, and the matching precision of his players. Nonetheless, the 2010 
Scherzo has more heft, bite, and power. 

The two performances of the Adagio sound most similar to my ear, not least in their excellence. The choir 
of Wagner tubas in Bruckner’s “farewell to life” are gorgeously blended; the recurrences of the anguished first 
subject sound unbearably poignant and inevitable in the best “I can’t go on/I must go on” way. In the latter 
half, the ostinato of 80 eighth-notes in the woodwinds, slowly increasing in volume to emerge at the top of the 
sound and suddenly break off at fff followed by a long silence, is here more emphatic. The immense tone 
cluster not long after this—the Adagio’s emotional climax—can be balanced to sound more or less dissonant; 
I find it far more interesting when no pitch value is cheated but timbres are smoothed as much as possible, as 
Schaller does here. The result is then dissonance and consonance at once, sweet and sour, pain and joy. 

Assembling a completed performing version of the Finale presents unique challenges and problems.2 In 
addition to long passages partly or entirely orchestrated in convincingly final form, Bruckner left behind 
hundreds of pages of sketches, sometimes six drafts deep, all now published in facsimile. Of recorded 
completions of the Finale I have long preferred the various versions (1983–2012) of the completion by the 
SPCM team—Nicola Samale, John A. Phillips, Benjamin-Gunnar Cohrs, and Giuseppe Mazzuca—whose 
operating principle can be summarized as “last thought, best thought.” Over three decades, SPCM performed 
what their theses and papers reveal as exhaustive feats of musicological forensics, to determine which sketch 
represents Bruckner’s last surviving thoughts on any passage missing in final, full-score form. Their 
completion of the Finale remains the only one that consistently sounds to me as if Bruckner could have 
written every note. This seems as reasonably attributable to the possibility that they’ve gotten it more or less 
right as to what Bruckner’s late music feels and sounds like—to me. 

Gerd Schaller took a different approach. In some cases he’s gone back to Bruckner’s earliest sketches to 
fill gaps in what SPCM call the Finale’s “emergent autograph score.” (The gaps vary: 2 bars here, 16 or 24 
there, per SPCM; the coda is entirely missing.) As Schaller wrote in an e-mail, “you can hear in my 
completion long distances of unknown Bruckner—for example in the development of the fugue, the 
recapitulation, in the coda etc. . . . You will hear it immediately—but you have to know all [of the surviving] 
material.” Schaller was not more specific, and the score of his completion and his analysis of what he’s done 
have yet to be published, so for each of his interpolations it’s unclear which early sketch he chose or what he 
added to it. The problem with this approach is that it puts all of Bruckner’s sketches, from earliest to latest, 
dated or undated, on equal footing with what other scholars agree are the composer’s final thoughts. It’s 
difficult for the non-musicologist who lacks the facsimile edition, and whose score-reading skills are as 
rudimentary as mine, to know precisely what Schaller has done. One is left with how it sounds and how it 
feels—words to make any Bruckner scholar wince.  

Schaller’s completion sounds and feels, by turns, many ways: interesting, jarring, convincing, 
unconvincing, thrillingly right, not spot on, deeply strange, occasionally like Wagner, briefly like Mahler—all 
things that have been said of Bruckner’s own surviving work in this movement. What Schaller’s work does 
not sound like—to me—is as if Bruckner himself wrote every note. But I find that this bothers me less with 
each hearing, and less than it bothers me in the Finale completions by William Carragan, Sébastien Letocart, 
and Nors S. Josephson. 
                                                        
2	See my “Bruckner’s Ninth: Finally, a Finale?” in Stereophile, March 2010, Vol.33 No.3: www.tinyurl.com/yb92ug2. 
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From the first bars, Schaller takes the entire Finale distinctly more slowly than in 2010. This works well: 
each bar of this complex music registers more fully. Bruckner’s dense counterpoint is beautifully articulated 
throughout, as the main dotted, syncopated leaping motif vaults and plunges relentlessly in three or four 
directions and voices at once, in the most convincing evocation of infinite possibility that I know of in all of 
music. Unfortunately, Bruckner’s astonishing trumpet dissonances following the first statement of the chorale 
are so muted as to be inaudible. A variant of the chorale progression sounds jarringly like the “Wanderer” 
leitmotif from Wagner’s Siegfried; Schaller tells me that this is a “development of [Bruckner’s] material,” but 
if these four ff chords for brass choir are indeed based on an early Bruckner sketch, I think the composer was 
right to abandon them. Some of Bruckner’s uncompleted pages now sound overcompleted in a work whose 
first three movements, which Bruckner actually did finish, are starkly austere even for him. Schaller’s writing 
for flutes can be a bit florid to my ear, and occasionally the harmonies and/or voicings seem too richly filled in 
to sound precisely like late Bruckner. These are matters of taste. 

No less so are the many delights. Schaller extends the recapitulation of the great horn theme even longer 
than do SPCM, to grandly satisfying effect. In the quiet buildup before the coda proper, his realization of 
Bruckner’s sketch of the falling chromatic four-note motif rising as it’s handed off among the woodwinds—a 
sketch that appears in some form in every completion of the Finale—includes the addition (Schaller’s?) of 
syncopated pp punctuations on solo trumpet that echo similar patterns throughout the movement and are the 
opposite of ornamental. After this comes Schaller’s dramatic and nakedly pointed restatement of the first 
movement’s ominous first subject. I don’t think that his vertical stacking and development of themes from 
earlier in this and from other Bruckner symphonies (I hear hints of 4 and 7) is as satisfyingly dense as in the 
SPCM editions of 1992, 1996, and 2008. However, one thing I think he gets very right indeed is his coda’s 
length, scope, and scale: It’s fully in proportion with the immense symphony it concludes, and in places is 
awe-inspiring. Throughout, Schaller’s coda sounds just enough like Bruckner not to erase my sense and 
experience of all that precedes it—something I can’t say for Carragan’s, for all its brilliance. 

Perhaps my favorite touch of Schaller’s is in the bar just before two horns play three ascending notes that 
abruptly cut off, a staircase that ends in a vast nowhere of silent space: the single swelling oboe note Schaller 
adds after the one in Bruckner’s sketch3—which SPCM delete4—here acts as a false leading tone that 
deliciously misdirects the ear to expect a resolution that then happens quite differently, before the horns defy 
it. Exquisite. 

This recording’s first three movements comprise one of the best performances of Bruckner’s Ninth ever 
made. Until Bruckner’s lost score pages are found, there will be as many ways to complete the Finale as there 
are scholars to take it on, and none will be what Bruckner wrote or might have written. Schaller’s completion 
has much to commend it; after SPCM, it is the one I will most want to hear. And it is as beautifully recorded 
as it is conducted and played. 

Richard Lehnert 
 
 
Richard Lehnert, a music critic, poet, and freelance editor and copyeditor of books and magazines, has lived 
in Ashland, Oregon, since 2011. His record reviews can be read at www.stereophile.com/writer/114. 
 
This review originally appeared in Stereophile, April 2017, Vol.40 No.4: 
www.stereophile.com/content/bonus-recording-april-2017-bruckner-symphony-9-completed-version. 
Copyright © 2017 by TEN: The Enthusiast Network, LLC. Reprinted by permission. 
 
 
 

 
 

 
 

                                                        
3	See Anton Bruckner, Gesamtausgabe: IX. Symphonie D-Moll, Finale (Unvollendet), Studienpartitur, John A. Phillips, 
ed.: Bogen 23D/“24,” pp.102–103 (Wien: Musikwissenschaftlicher Verlag der Internationalen Brucknergesellschaft, 
1994/1999). 
 
4	The most recent version of the SPCM completion I have is the penultimate edition, of 2011. In that score, this passage 
appears in mm. 399–401. 
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Bruckner: Symphony No. 3 in D Minor 
Wagner: Tannhäuser, Overture 
version: 1889, aka 1888/89 (ed. Nowak) 
Leipzig Gewandhaus Orchestra / Andris Nelsons 
rec. live: June 2017, Gewandaus zu Leipzig 
released: 19 May 2017 
Deutsche Grammophon 479 7208 2 – CD [DDD] & Digital Download [96/24] 
[75:48 – Bruckner: 23:49+16:42+7:03+13:03=60:37, Wagner: 15:11] 

 
n the occasion of the 275th anniversary of the ensemble, Andris Nelsons will become the 21st 
Kapellmeister of the Gewandhausorchester Leipzig in 2017-18. After an emergency substitution in 

the Oslo Philharmonic in their trumpet section while on tour, Nelsons 
began studying conducting with their leader Mariss Jansons in 2002. 
Thereafter, Nelsons held conducting posts with the Latvian National 
Opera, Nordwest Deustsche Philharmonie of Hertford, with later 
appearances with the Metropolitan Opera and Bayreuth by 2010. He 
became the principal conductor and music director for the City of 
Birmingham Symphony Orchestra in 2008 at the age of 30, 
concluding his tenure in 2015. 

Once again as an emergency substitution, this time for James 
Levine, Nelsons, led the Boston Symphony Orchestra at Carnegie Hall 
in 2011 performing Mahler after only two rehearsals. After subsequent 
performances, he was named the BSO's music director starting in 
2014-15. His initial 5 years contract was quickly extended and 
currently includes a clause for automatic renewal. His contract in 
Leipzig will also initially be for 5 years when it begins next season. 

Coincident to assuming principal positions in Boston and Leipzig, Nelsons also became a Deutsche 
Gramophone exclusive artist, with the intent to record complete symphonic cycles of Shostakovich in Boston 
and Bruckner in Leipzig. The first two releases from Boston (the 10th & 5/8/9) have been critically acclaimed, 
including consecutive Grammy Awards. Additionally, a complete Beethoven cycle will be recorded with the 
Vienna Philharmonic to be completed by 2019; the intent to perform the complete symphonies live in Vienna 
in 2020, the 250th anniversary of Beethoven's birth. 

This release marks the first of the Bruckner cycle in Leipzig. Preferring the 1888/89 version ed. Nowak, 
the Third symphony has been performed several times by Nelsons previously, including the Nordwest 
Deutsche Philharmonie, CBSO, BSO, and Berlin Philharmonic (the first two having been previously released 
on disc). Recorded live in the Gewandhaus in June 2016, this release bodes well for the cycle to come. 
Although this version limits the Wagner quotations of earlier versions, Nelsons makes reference to the 
significance of the Wagner for Bruckner in the composition of the Third, noting references to Tristan in the 
second movement and Tannhäuser in the fourth in his comments in the accompanying booklet. Also, the 
recording is paired with Wagner’s Tannhäuser Overture; according to the DG press release, future releases of 
the cycle will be accompanied with excerpts from Wagner operas. I reviewed the hi-resolution files. 

This is a marvellous release of the Third. As one would expect, the Leipzig players perform beautifully 
and Nelsons has a real feel for the shape and arc of the symphony. The opening of the first movement sets the 
bar high for what is to follow, with the trumpet melody over cascading strings. Throughout, there is palpable 
fluidity in the pacing, which brings openness to the interweaving lines. Movement through the development 
section can be uneven in some performances, but here there was evenness in the transitions. By the time the 
big chorale of the main theme returns and the orchestra brings us to the recapitulation, Nelsons is fully 
engaged. And from the announcement of the coda at the timpani roll, the closing bars are energized with 
driving brass of the triple rhythm in the strings. 

The Adagio is wonderfully played. Whereas some performances drag with the occasional lack of 
movement in the lines, Nelsons maintains the pace throughout. The interplay between the strings and the brass 
and woodwind lines is delicate yet articulate. The closing bars are rich in depth of sound, well-captured on 
this recording. The driving rhythms in the Scherzo that follows are full of energy. And the dance-like Trio has 
a nice bouncing character. One of Bruckner’s more concise third movements, the Leipzig’s execution is 
anything but trite. The opening of the Finale is exciting and well-paced. And despite some of the cuts in this 
later version, Nelson never stumbles and is convincing in his execution. The chorale leading into the closing 
peroration is hair-raising. 

O 
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My experience hearing this symphony live in Boston last year was identical. Obviously, Nelsons has a 
certain affinity for the Third, and in his booklet remarks, refers to the symphony “in which Bruckner truly 
established his own language”. It seems, based on this initial offering, that his collaboration with the Leipzig 
Gewandhaus is establishing their own language as well. 

Michael Cucka 
 
 
 
Bruckner: Symphony No. 2 in C Minor 
version: 1872 (ed. Carragan, 2005) 
Mozarteumorchester Salzburg / Ivor Bolton 
rec. live: 2-4 October 2015 – Großes Festpielhaus, Salzburg 
released: 27 January 2017 
Oehms Classics OC447 DDD [71:36] 
 

his live recording is presumably the last of Ivor Bolton’s 
series of Bruckner symphonies unless he is planning to 

perform and record “Die Nullte” and the student symphony in F-
minor. Some previous reviewers of the other releases in this cycle 
have remarked upon a perceived lack of bloom on the Mozarteum 
strings and have even bizarrely opined that it is unlikely that an 
orchestra so named could succeed in Bruckner. I concede that the 
weight and sheen of the strings are not as apparent as in recordings 
by the BPO under Karajan or even the Vienna Symphony Orchestra 
under Giulini, but I still hear plenty of warmth and heft here when 
they are required and note that the orchestra is of a typical size to 
perform Romantic music, hardly a “baroque band” or a “chamber 
Bruckner” outfit. The horns are heroic and error-free, the timpani 
prominent and the lower strings have plenty of grunt. For that quality of numinosity, so elusive yet essential to 
Bruckner, sample the slow passages in the development section of the finale just before the recapitulation and 
inversion of the main subject; it is splendid. 

I for one especially enjoy Ivor Bolton’s recording of the Fifth in this series and this Second shares its 
virtues. His direction of this “Pausensinfonie” is non-interventionist but unafraid to give the rests full weight. 
He has a clear view of its structure and direction, and shapes it accordingly in a natural, free-flowing 
performance. He has a firm grip over the finale which can easily become diffuse or fragmented if indulged. 
Dynamic variation is especially telling: the eerie interludes during the last three minutes of the symphony are 
played on a thread of sound and the peroration really delivers. 

This performance uses the same 2005 Carragan edition of the original version as Gerd Schaller in his 
recording for Profil, so it is with that issue that this can most usefully be compared, especially as the 
recordings referred to above employ the 1877 Nowak edition. This version is the longest of the five available; 
it includes the wonderful horn solo at the end of the Adagio (later designated as an Andante), restores the 250 
bars of cuts implemented in 1877 and uses the original movement order, with the Scherzo second. Bolton 
takes around a minute more than Schaller in each of the last three movements; as much as I like this latest 
release, I ultimately prefer the greater urgency of Schaller’s recording which lends additional edge to his 
brass, despite the resonant ambience of the venue. Schaller’s interpretation is generally more atmospheric and 
mysterious; he finds both more tenderness in the opening to the Adagio and a degree more poise and magic in 
its close. 

Presumably this recording is derived from two concerts and rehearsals; the audience is noiseless and the 
sound exemplary. While some will continue to prefer recordings of the later, more concise editions played in 
even grander fashion and my own preference for a recording of this version remains with Schaller, this 
completion of Bolton’s Bruckner cycle on Oehms is nonetheless highly satisfying. 

 
[This review also posted on the MusicWeb International website] 
 

Ralph Moore 
 
 

 

T 
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Bruckner: Symphony No. 1 in C Minor & Four Orchestral Pieces 
version: 1891 "Vienna" (ed. Brosche) 
Luxembourg Philharmonic Orchestra ' Gustavo Gimeno 
rec. June 2016 
released: 5 May 2017 
Pentatone PTC 5186 613 – hybrid SACD [stereo/multi-ch] & Digital Download [DSD64 and 96/24 
stereo/mutli-ch] – Sym. 1 [50:15] – March [4:44] – Three Orchestral Pieces [7:55] 
 

ustavo Gimeno took up the post as music director of the 
Luxembourg Philharmonic Orchestra in 2015-16. Born in 

Valencia, Gimeno became an acclaimed percussionist and served as 
principal with the Royal Concertgebouw Orchestra from 2001-13. 
Conducting studies with the likes of Iván Fischer and Hans Vonk led 
to a position of assistant conductor of the RCO under Mariss Jansons 
in 2012-13. Assisting other notable conductors such as Claudio 
Abaddo and Bernard Haitink, Gimeno then led the Munich 
Philharmonic in 2014, replacing Lorin Maazel during subscription 
concerts and tour. In addition to orchestras across Europe and Asia, 
Gimeno has led the ensembles in Boston, Cleveland, Chicago, and 
Pittsburgh. 

This release is part of a series of initial recordings featuring 
Gimeno and the Luxembourg Philharmonic Orchestra on the 
Pentatone label, the other featuring Shostakovich First with shorter 
works. Gimeno also has a previous recording of the chamber arrangement of Mahler Nine with members of 
the Royal Concertgebouw (as the "Royal Camerata") on the Gutman Records label. 

The version of the First symphony recorded here is the later "Vienna" revision of 1891. Although less 
frequently recorded than the "Linz" versions of 1877, many notable conductors have also recorded this 
version, including Wand, Abaddo, Chailly, Russell Davies, Botstein, Gielen, and Rozhdestvensky. The stereo 
DSD64 files were reviewed here.  

This is a very fine performance. Throughout, tempos are well-judged and momentum between sections 
maintained. The first movement Allegro is spirited with full expansion in the unison moments. The Adagio is 
beautifully played with seamless transitions into the Andante sections; the build-up into the coda is bold. The 
Scherzo continues the lively feel of the tempo with a nicely judged Trio. And the Finale's pacing is exciting; 
the trill passages clear and articulate. There is a broadening of the tempo in the coda to the final bars that after 
repeat listens I found enjoyable. 

The Four Orchestra Pieces were composed in 1862 during a time of study with Otto Kitzler in Linz. 
Additional notable works during this "study period" also include the Overture in G Minor and the Study 
Symphony in F Minor. These short Orchestral Pieces were never performed during Bruckner's lifetime, 
representing "homework" exercises in musical form and instrumentation. They comprise a March in D Minor, 
as well as Three Pieces For Orchestra (Moderato, Andante, Moderato con moto) and have been recorded 
infrequently, most recently by Stefan Blunier (MDG, along with Die Nullte, 2010). Certainly falling into the 
category of “curiosities”, these 2-4 minute pieces are actually quite interesting to hear and given due account 
in this recording. By no means mundane, the effect of instrumentation for which they were intended is striking 
at times. Their overall style is more classical, with moments like Schubert. Interesting enough, they are well 
played and a nice bonus to an otherwise excellent release. 

Michael Cucka 
 
Bruckner: Symphony No. 9 in D Minor, with reconstructed Finale 
version: Original (ed. Nowak, 1951) – Finale (ed. Josephson, 1992) 
Aarhus Symphony Orchestra / John Gibbons 
rec: 22-25 April 2014, Symphonic Hall, Musikhuset Aarhus, Denmark 
released: 30 March 2015 
Danacord CD DACOCD 754 DDD [61:29] 

 
As this recording presents another completion of Bruckner's Ninth Symphony, it would seem reasonable 

to limit comparison to the best of other recordings which do the same; however, it should first be said that the 
first three movements are very well played, with a rather thinner, leaner sound than one hears from the BPO or 
the VPO; the emphasis is on transparency of texture and clarity of exposition. 

G 
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The same could be said of Nors Josephson's completion, which is 
almost spare in some sections, in the same way that some completions 
of Mahler's Tenth aim for a more minimalist approach in line with 
what they see as Mahler's progress towards a greater economy of 
expression at the time of his death. I do not think the same principle 
can be applied to Bruckner, although evidently some listeners relish 
the relative sparseness of Josephson's elaboration. Having enjoyed the 
keen inner quality of the playing of the first three movements, I was 
far less taken by what I hear as sometimes rather tame and aimless 
assemblages of themes into a shorter, barer finale which might suit 
some tastes but actually ignores the indications in Bruckner's 
manuscript of how many bars need to be inserted to ensure a smooth 
transition between sections. To my ears, the result is fragmented and 
erratic, lacking the cohesion and patient striving for unity of vision 
which mark Schaller's version, the weight and majesty which characterise the SPCM edition - best heard in 
the Wildner recording on Naxos and best avoided in Rattle's ponderous account - or the variety and 
imagination of Carragan's completion, which Schaller himself recorded live, superbly, in 2010, before going 
on to construct his own. If Schaller's reliance upon building ostinato figures is too prolonged for some ears, 
then Josephson's truncation seems too abrupt to others, including mine. 

These are all matters of personal taste, of course and I take pleasure in listening to all four versions, as 
they all flesh out interestingly the torso of Bruckner's extant manuscript; however, this recording under review 
certainly does not deliver the thrilling coda the symphony requires, which must be a Wagnerian apotheosis 
conveyed by a blaze of brass, and here falls a bit flat. 

So as either a representation of the traditional three movements or as an approximation of what Bruckner 
was aiming for, for me this recording does not sit with the best, commendable though it is; others might 
disagree. 

 
Ralph Moore 

 
 

 
 
NEW AND REISSUED RECORDINGS     March to June 2017            

 
Compiled by Howard Jones 

  
HIGHLIGHTS INCLUDE a cycle of the Symphonies from Hun-Joung Lim and the Korean SO, a new 
recording of Symphony No. 1 with the Orchestral Pieces from Pentatone, Symphonies Nos. 2, 3 and 7 on the 
Linz Orchestra's label, of No. 3 from DG, of No. 4 from Profil, and of No. 6 from Gramola. DVDs & Blurays 
include a No. 3 from Thielemann and the Dresden Staatskapelle and a reissue of Welser-Möst's DVD 
recordings of Nos. 4, 5, 7, 8 and 9 with his Cleveland Orchestra. 
  
CDS AND DOWNLOADS         *first issue 
                                                                                                       
Symphonies 
Nos. 1 to 9 *Hun-Joung Lim/Korean SO (20/10/15, 26/4/16, 12/5/15, 25/2/16, 9/9/16, 26/1/15, 21/11/14, 

15/10/15 & 1/12/16)  DECCA 10 CD set DO 41143 (46:15, 53:21, 51:54, 67:47, 63:46, 53:18, 
64:14, 78:31 & 55:37). Hynais Nos.1&2, Rättig No. 3, Schalk No. 5. 

No. 1 (v1891Vienna) *Gimeno/Luxembourg PO (6/2016) PENTATONE CLASSICS SACD PTC 5186613 (63:06) with 
the March and 3 Orchestral Pieces (see below). 

Nos. 2, 3 & 7 *Davies, D R/Linz Bruckner SO (St. Florian, 30/9/11, 3/10/14 & 29/9/16) LINZ ORCH. 3 CD set 
EBO No. 111 01 to 03 (71:29, 79:46 & 69:08). 

No. 3 (v1889) *Nelsons/Leipzig Gewandhaus Orch. (6/2016) DG CD 4797208 (75:48) with Tannhäuser 
Overture. 

No. 4 Furtwängler/ Vienna PO (Stuttgart, 20/10/51) PRAGA SACD DSD 350130 (66:24) with Wagner's 
Parsifal Good Friday Music. 

No. 4 *Prêtre/Stuttgart RSO (22-23/9/95) WEITBLICK CD SSS 0203 (65:24). 
Nos. 4 & 7 Schmidt-Isserstedt/NDRSO (12/60 & 10/68) ALTUS 2 CD set ALT 018/019 (68:00 & 59:40). 
No. 4 *Thielemann/Dresden SK (Dresden, 18/5/15) PROFIL CD PH 16064 (73:06). 
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No. 5 Jochum/Concertgebouw Orch. (Ottobeuren, 5/64)  PRAGA DIGITAL SACD PRD 350114 (73:54) 
with Te Deum, excerpt (see below). 

No. 6 (ed. Cohrs) *Ballot/Upper Austrian Youth Orch. (St. Florian, 19/8/2010) GRAMOLA SACD 99127 (68:16). 
Nos. 7(Adagio) & 9    Furtwängler/Berlin PO (Berlin, 1/4/42 & 7/10/44) PRAGA SACD DSD 350126 (22:50 & 58:50). 
Nos. 7, 8 & 9  Vienna PO (Giulini 6/86, Boulez, 9/96 & Giulini, 6/88) DG 49 CD set & DVD 4797090 'VPO, 

175th Anniversary Edn.' (67:52, 76:14 & 68:30) with Mass No. 1 & Motets (Gardiner) see below, 
and works by 19 other composers. 

No. 9 Bernstein/Vienna PO (Vienna, 2& 3/1990) DG 8 CD set 4797221 'Bernstein and the Wiener 
Philharmoniker' (66:08) with works by 7 other composers. 

No. 9 Delman/ Orch. Sinf. Dell' Emilia Romagna Arturo Toscanini (4/94) ERMITAGE CD ERM 4023 
(59:41). 

No. 9 *Muti/Chicago SO (6/16) CSO RESOUND CD CSOR 9011716 (62:20) 
  
Vocal & Instrumental 
Mass No. 1 Gardiner/Soloists, Monteverdi Choir & Vienna PO (Vienna, 6/96) DG 49 CD set & DVD 4797090 

see above under Vienna PO (41:03) with 5 Motets. 
Te Deum, excerpt Jochum/Soloists, Berlin Opera Chorus & Berlin PO (7/65) PRAGA DIGITAL SACD PRD 

350114 (5:50) with Sym. No. 5 (see above). 
Te Deum Karajan/Soloists, Vienna Singverein & Berlin PO (Berlin, 9/75) DG 29 CD set 4797060 CD17 'H 

von Karajan, the Sacred and Choral Recordings' (25:10) with works by 6 other composers. 
3 Motets Marschik/Vienna Boys' Choir (Vienna, 3-6/10/84) CAPRICCIO C 8018 (3:23, 2:51 & 4:40) with 

Mozart's Requiem. 
3 Orchestral Pieces & March 

*Gimeno/ Luxembourg PO (6/2016) PENTATONE CLASSICS SACD PTC 5186613 (63:06) with 
Sym. No. 1, see above. 

  
DVD & BLURAY 
Sym. No. 3 *Thielemann/Dresden Staatskapelle (Munich, 2 & 3/9/2016) CMAJOR DVD & BLURAY 74808 

& 740904 (68 mins). 
Sym. Nos. 4, 5, 7-9 Welser-Möst/ Cleveland Orch. (St. Florian, 1/9/12, 12 & 13/9/06; Cleveland, 9/08 & 8/10; Vienna, 

31/10/07) ARTHAUS MUSIC 5 DVD set 109313 (68:37, 73:30, 63:31, 89:00 & 59:00). No. 4 is 
the v1888, ed. Korstvedt and No. 8 is the v1887, ed. Nowak. 

 
WORLD-WIDE CONCERT LISTING   July - November 2017 

 
Compiled by Michael Cucka 

 
HERBERT BLOMSTEDT celebrates his 90th birthday (July 11) with the Bamberg Symphony and 
performances of the Fifth – Summer Festivals, including the BrucknerTage, International BrucknerFest, and 
Salzburg – symphonies 1, 3 & 4 by the Munich Philharmonic under Valery Gergiev – a unique Third in 
Ebrach with Gerd Schaller – and the world premiere of the Eighth from the New Complete Edition. 
 

Considerable effort is made to ensure these listings are accurate, 
but readers are advised to confirm with the venue or performers to be fully confident 

 
 
Australia 
17 August 1:30p: Concert Hall, Sydney Opera House, Sydney 
18 August 8p: Concert Hall, Sydney Opera House, Sydney 
19 August 2p: Concert Hall, Sydney Opera House, Sydney 
Beethoven - Piano Concerto No. 2 in Bb major, op. 19 (Imogen 
Cooper) 
Bruckner - Symphony No. 5 in Bb major 
Sydney SO / Simone Young 
 
31 August & 1 September 8p: Hamer Hall, Arts Centre, Melbourne 
2 September 2p: Hamer Hall, Arts Centre, Melbourne 
Bruckner - Symphony No. 7 in E major 
Melbourne SO / Sir Andrew Davis 
 
9 September 7:30p: Perth Concert Hall, Perth  
Wagner - Tristan und Isolde: Prelude and Liebestod 
Wagner - Die Walküre: Wotan's Farewell 
Wagner – Parsifal: Good Friday Spell 
Wagner - Die Meistersinger: Wahn!, Wahn! 
Bruckner - Symphony No. 7 in E major, 2nd movt. 
Chabrier – Gwendoline, Overture 

Strauss - Don Juan, Symphonic Poem, op. 20 
Shane Lowrencev, bass-baritone 
West Australian SO / Asher Fisch 
 
16 September 7:30p: Town Hall, Adelaide 
Beethoven - Piano Concerto No. 4 in G major, op. 58 (Jean-Efflam 
Bavouzet) 
Bruckner - Symphony No. 4 in Eb major, "Romantic" 
Adelaide SO / Nicholas Carter 
 
 
Austria 
6 July 7:30p: Stephansdom, Vienna 
Bruckner - Symphony No. 4 in Eb major, "Romantic" (1st version) 
Bruckner Orchester Linz / Dennis Russell Davies 
 
8 July 6p: Stiftsbasilika, Stift Sankt Florian, St. Florian Linz 
Bruckner - Symphony No. 4 in Eb major, "Romantic" (1st version) 
Bruckner Orchester Linz / Dennis Russell Davies 
 
22 July 8p: Stiftsbasilika, St. Florian Linz 
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Bruckner - Symphony No. 5 in Bb major 
Bamberger Symphoniker / Herbert Blomstedt 
 
23 July 11a: Großer Saal, Stiftung Mozarteum, Salzburg 
("Salzburger Festspiele") 
Bruckner - Mass No. 2 in E minor 
Mozart - Ave verum corpus, K 618 
Schubert - Stabat Mater in F minor, D 383, "Jesus Christus schwebt 
am Kreuze" 
Christiane Karg, sop / Martin Mitterrutzner, tenor / Michael 
Nagy, bass 
Mozarteumorchester Salzburg / Mirga Gražinytė-Tyla 
 
25 July 6p: Großer Saal, Stiftung Mozarteum, Salzburg 
("Salzburger Festspiele") 
Schubert - Gesang der Geister über den Wassern, D 714 
Martin - Mass for 2 Choirs for 4 Voices 
Schnittke - 2 kleine Stücke für Orgel 
Schnittke - Monolog für Viola und Orchester 
Bruckner - String Quintet in F major, Adagio 
Honegger - Symphony No. 2 
Antoine Tamestit, vla / Peter Peinstingl, org 
Camerata Salzburg / Lorenzo Viotti & Howard Arman 
 
15 August 8p: Stiftsbasilika, Stift Sankt Florian, St. Florian Linz 
("Brucknertage Sankt Florian": Chorkonzert - Genesis Vocalis) 
Bruckner - TBD 
Orff - Veni Creator, Aus: "Cantus firmus Sätze" 
Buchenberg - Klangfelder-Raumschwingungen-Oszillationen 
Sandström - Ah! Sun-Flower, A New Heaven and A New Earth 
Ligeti - Ejszaka (Nacht) 
Tormis - Kuulmata kuksil kumiseb kodu ("geräuschlos irgendwo") 
Saint-Saëns - Les fleurs et les arbres 
Ešenvalds - Northern Lights 
Holst - The Evening Watch 
Bennet - All Creatures Now 
Tavener - Butterfly Dreams 
Brahms - Fest- und Gedenksprüche 
Wiener Kammerchor / Michael Grohotolsky 
 
16 August 8p: Stiftsbasilika, Stift Sankt Florian, St. Florian Linz 
("Brucknertage Sankt Florian": Bruckner-Orgelnacht) 
Markuszewski - Overture (improvisation) 
Bach - Toccata, Adagio and Fugue in C major BWV 564  
Franck - Prelude, Fugue et variation in B minor, op. 18 

Messiaen - Dieu parmi nous from La Nativité du Seigneur  
Michal Markuszweski, organ 
Bach - Prelude and Fugue in F minor, BWV 534  
Schumann – Four sketches for Pedal Piano, op. 58 
Aquilina - Meditations on Maltese Hymn Tune 
Camilleri - Wine of Peace 
John Aquilina, organ 
Bruckner (trans. Giesen) - Symphony No. 5 in Bb major (world 
premiere) 
Matthias Giesen, organ 
 
18 August 8p: Stiftsbasilika, Stift Sankt Florian, St. Florian Linz 
("Brucknertage Sankt Florian") 
Bruckner - Symphony No. 5 in Bb major 
Altomonte Orchester / Rémy Ballot 
 
19 & 20 August 11a: Großes Festspielhaus, Salzburg 
("Salzburger Festspiele") 
Strauss - Metamorphosen, Study for 23 Solo Strings, AV 142 
Bruckner - Symphony No. 7 in E major 
Vienna Philharmonic / Herbert Blomstedt 
 
19 August 8p: Altes Kino, Stift Sankt Florian, St. Florian Linz 
("Brucknertage Sankt Florian": Jazzkonzert) 
Mandel - Bruckner V. improvised 
The Temporary Art Orchestra / Thomas Mandel 
 
7 September 7p: Reitschule, Grafenegg 
("Grafenegg Festival") 
Ravel - Pavane pour une Infante defunte 
Rachmaninoff - Piano Concerto No. 2 in C minor, op. 18 (Danil 
Trifonov) 
Bruckner - Symphony No. 4 in Eb major, "Romantic" 
Munich Philharmonic / Valery Gergiev 

 
8 September 7:30p: Großer Saal, Musikverein, Wien 
Beethoven - Piano Concerto No. 1 in C major, op. 15 (Rudolf 
Buchbinder) 
Bruckner - Symphony No. 1 in C minor 
Staatskapelle Dresden / Christian Thielemann 
 
25 September 7:30p: Stiftsbasilika, Stift St. Florian, St. Florian Linz 
("Internationales Brucknerfest Linz") 
Bruckner - Symphony No. 1 in C minor 
Bruckner - Symphony No. 3 in D minor 
Munich Philharmonic / Valery Gergiev 
  
26 September 7:30p: Stiftsbasilika, Stift St. Florian, St. Florian Linz 
("Internationales Brucknerfest Linz") 
Schubert – Symphony No. 7 in B minor "Unfinished" 
Bruckner - Symphony No. 4 in Eb major, "Romantic" 
Munich Philharmonic / Valery Gergiev 
 
5 October 7:30p: Stiftsbasilika, Stift St. Florian, St. Florian Linz 
("Internationales Brucknerfest Linz") 
Bruckner - Symphony No. 8 in C minor (1890 version) 
Bruckner Orchester Linz / Markus Poschner 
 
7 October 7:30p: Mittlerer Saal, Brucknerhaus, Linz 
("Internationales Brucknerfest Linz") 
sacred choral works: Bruckner, Körber, Schubert, Strauss 
St. Florianer Sägerknaben 
 
8 October 7:30p: Großer Saal, Musikverein, Wien 
Beethoven - Namensfeier Overture, op. 115 
Bruch - Violin Concerto No. 1 in G minor, op. 26 (Liza Ferschtman) 
Bruckner - Symphony No. 2 in C minor 
Orchester Wiener Akademie / Martin Haselböck 
 
30 October 7:30p: Großer Saal, Musikverein, Wien 
Mendelssohn - Violin Concerto No. 2 in E minor, op. 64 (Leonidas 
Kavakos) 
Bruckner - Symphony No. 7 in E major 
Gewandhausorchester Leipzig / Herbert Blomstedt 
 
 
Canada 
6 September 7:30p: Église Notre-Dame-des-Sept-Douleurs, Verdun, 
Montreal 
7 September 7:30p: Maison symphonique de Montreal, Montreal 
8 September 8p: Église Saint-Joachim, Pointe-Claire, Montreal 
Strauss - Burleske for Piano and Orchestra in D minor, AV 85 
(Angela Cheng) 
Bruckner - Symphony No. 5 in Bb major 
Orchestre Metropolitain du Grand Montreal / Yannick Nézet-Séguin 
 
 
China 
13 October 8p: Hong Kong Cultural Centre, Concert Hall, Hong 
Kong 
Bruckner - Symphony No. 8 in C minor 
Hong Kong Philharmonic Orchestra / Jaap van Zweden 
 
 
France 
9 September 8:30p: Grande Salle Pierre Boulez, Philharmonie, Paris 
Bruckner - Symphony No. 8 in C minor 
Staatskapelle Berlin / Daniel Barenboim 
 
10 September 4p: Grande Salle Pierre Boulez, Philharmonie, Paris 
Mozart - Piano Concerto No. 23 in A major, K 488 (Daniel 
Barenboim) 
Bruckner - Symphony No. 9 in D minor 
Staatskapelle Berlin / Daniel Barenboim 
 
 
Germany 
1 July 4p: Kloster, Chorin 
("Choriner Musiksommer") 
Mendelssohn - Violin Concerto No. 2 in E minor, op. 64 (Iskandar 
Widjaja) 
Bruckner - Symphony No. 9 in D minor 
Brandenburgisches Staatsorchester Frankfurt / Howard Griffiths 
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1 July 11a: Semperoper, Dresden 
2 July 8p: Semperoper, Dresden 
3 July 7p: Semperoper, Dresden 
Beethoven - Piano Concerto No. 1 in C major, op. 15 (Sir András 
Schiff) 
Bruckner - Symphony No. 4 in Eb major, "Romantische" 
Sächsische Staatskapelle Dresden / Herbert Blomstedt 
 
2 July 3p: Frauenkirche, Dresden 
("Geistliche Sonntagsmusik") 
Choral works by: Schütz, Bach, Bruckner, Martin 
Regerchor Braunschweig / Karl Rathgeber 
 
5 July 7:30p: Dom St. Stephan, Passau 
("Europäische Wochen") 
Killmayer - Überstehen und Hoffen, Poème symphonique 
Bruckner - Symphony No. 4 in Eb major, "Romantic" (1st version) 
Bruckner Orchester Linz / Dennis Russell Davies 
 
6 July 12:30p: Philharmonie, Köln 
("PhilharmonieLunch") – excerpts: 
Lachenmann – "Tableau" for Orchestra 
Bruckner - Symphony No. 8 in C minor 
Gürzenich-Orchester Köln / François-Xavier Roth 
 
9 July 11a: Philharmonie, Köln 
10 & 11 July 8p: Philharmonie, Köln 
Lachenmann - "Tableau" for Orchestra 
Bruckner - Symphony No. 8 in C minor 
Gürzenich-Orchester Köln / François-Xavier Roth 
 
13 July 8p: Dom, Lübeck 
("Schleswig–Holstein Musikfestival") 
14 July 8p: Christkirche, Rendsburg 
("Schleswig–Holstein Musikfestival") 
15 July 6p: Konzertkirche, Neubrandenburg 
("Festspiele Mecklenburg–Vorpommern") 
Bruckner - Symphony No. 5 in Bb major 
NDR Elbphilharmonie Orchester / Herbert Blomstedt 
 
19 July 8p: Kaiserdom, Bamberg 
20 July 8p: Kiliansdom, Würzburg 
("Mozartfest Würzburg") 
21 July 7:30p: Dom St. Stephan, Passau 
("Europäische Wochen") 
Bruckner - Symphony No. 5 in Bb major 
Bamberger Symphoniker / Herbert Blomstedt 
 
22 July 7p: Spiegelsaal, Herrenchiemsee 
("Herrenchiemsee Festspiele") 
Bruckner - Symphony No. 8 in C minor 
Sofia Symphony Orchestra / Ljubka Biagioni 
 
24 August 8p: Basilika, Kloster Eberbach, Eltville im Rheingau 
("Rheingau Musik Festival") 
Bruckner - Symphony No. 9 in D minor 
Bruckner - Te Deum in C major 
Orchester der KlangVerwaltung / Enoch zu Guttenberg 
 
26 August 8p: Hohe Domkirche, Trier 
("Mosel Musikfestival") 
Mozart - Mass No. 16 in C major, K 317, "Krönungsmesse" 
Bruckner - Symphony No. 2 in C minor 
Deutsche Staatsphilharmonie Rheinland-Pfalz / Karl-Heinz Steffens 
 
1 & 2 September 8p: Semperoper, Dresden 
6 September 8p: Philharmonie, Gasteig, München 
Bruch - Violin Concerto No. 1 in G minor, op. 26 (Nikolaj Znaider) 
Bruckner - Symphony No. 1 in C minor 
Staatskapelle Dresden / Christian Thielemann 
 
17 September 5p: Abteikirche, Ebrach im Steigerwald 
("Ebracher Musiksommer") 
Bruckner – Symphony No. 3 in D minor (version 1890) 
Philharmonie Festiva / Gerd Schaller 
 
21, 22 & 23 September 8p: Großer Saal, Konzerthaus, Berlin 

Mozart - Piano Concerto No. 24 in C minor, K 595 (Víkingur 
Ólafsson) 
Bruckner - Symphony No. 5 in Bb major 
Konzerthausorchester Berlin / Michael Sanderling 
 
21 September 8p: Philharmonie, Gasteig, München 
Bruckner - Symphony No. 1 in C minor 
Bruckner - Symphony No. 3 in D minor 
Munich Philharmonic / Valery Gergiev 
 
22 September 8p: Philharmonie, Gasteig, München 
Schubert - Symphony No. 7 in B minor D 759 "Unfinished" 
Bruckner - Bruckner, A : Symphony No. 4 in Eb major, "Romantic" 
Munich Philharmonic / Valery Gergiev 
 
28, 29 & 30 September 8p: Grosser Saal, Gewandhaus, Leipzig 
Mendelssohn - Violin Concerto No. 2 in E minor, op. 64 (Leonidas 
Kavakos) 
Bruckner - Symphony No. 7 in E major 
Gewandhausorchester Leipzig / Herbert Blomstedt 
 
3 October 3p: Dom, Speyer 
("International Musiktage") 
Bruckner - Symphony No. 9 in D minor 
Bruckner - Te Deum in C major 
Deutsche Staatsphilharmonie Rheinland-Pfalz / Karl-Heinz Steffens 
 
8 October 5p: Basilika, Waldsassen 
choral works: Palestrina, Schütz, Bruckner, Mendelssohn, Duruflé 
Domchor Eichstätt / Christian Heiß 
 
13 October 8p: Konzerthalle Bamberg, Joseph Keilberth Saal, 
Bamberg 
14 October 7:30p: Theater der Stadt Schweinfurt, Schweinfurt 
Bruckner - Prelude for organ in C major, WAB 129 ("Perger 
Praeludium") (Christian Schmitt) [*13 Oct only] 
Messiaen - L'Ascension - 4 meditations symphoniques 
Bruckner - Symphony No. 2 in C minor, WAB 102 
Bamberger Symphoniker / Thomas Dausgaard 
 
21 October 7p: Beethoven-Saal, Liederhalle, Stuttgart 
Mozart - Piano Concerto No. 24 in C minor, K 491 (Christian 
Zacharias) 
Bruckner - Symphony No. 6 in A major 
Stuttgarter Philharmoniker / Christian Zacharias 
 
26 & 27 October 8p: Philharmonie, Gasteig, München 
Berg - 3 Bruchstücke, Wozzeck, op. 7 (Dorothea Röschmann) 
Bruckner - Symphony No. 4 in Eb major, "Romantic" 
Symphonieorchester des Bayerischen Rundfunks / Daniel Harding 
 
 
27 October 8p: Festspielhaus, Baden-Baden 
Mendelssohn - Violin Concerto No. 2 in E minor, op. 64 (Leonidas 
Kavakos) 
Bruckner - Symphony No. 7 in E major 
Gewandhausorchester Leipzig / Herbert Blomstedt 
 
 
Hungary 
23 & 24 September 7:30p: Franz Liszt Music Academy, Great 
Hall, Budapest 
Mozart - Piano Concerto No. 16 in D major, K451 (Dénes Várjon) 
Bartók - Piano Concerto No. 3, Sz 119 (Dénes Várjon) 
Bruckner - Symphony No. 9 in D minor 
Concerto Budapest / András Keller 
 
 
Italy 
11 September 8p: Teatro alla Scala, Milano 
Beethoven - Piano Concerto No. 1 in C major, op. 15 (Rudolf 
Buchbinder) 
Bruckner - Symphony No. 1 in C minor 
Staatskapelle Dresden / Christian Thielemann 
 
 
Japan 
10 July 7p: Tokyo Bunka Kaikan, Tokyo 
Haydn - Symphony No. 102 in Bb major, Hob I:102 
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Bruckner -  Symphony No. 3 in D minor (1873 version) 
Tokyo Metropolitan SO / Marc Minkowski 
 
22 September 7p: Sapporo Concert Hall Kitara, Sapporo 
23 September 2p: Sapporo Concert Hall Kitara, Sapporo 
Suppé - Ein Morgen, ein Mittag, ein Abend in Wien Overture 
Gulda - Concerto for Cello and Wind Orchestra (Dai Dai Miyata) 
Bruckner - Symphony No. 1 in C minor (Wiener Fassung) 
Sapporo SO / Tatsuya Shimono 
 
 
Korea 
8 September 8p: Lotte Concert Hall, Seoul 
Korngold - Violin Concerto in D major, op. 35 (Clara Jumi Kang) 
Bruckner - Symphony No. 4 in Eb major, "Romantic" 
Seoul Philharmonic / Christoph Poppen 
 
 
Netherlands 
30 August 8p: Grote Zaal, Concertgebouw, Amsterdam 
("Robeco SummerNights") 
Rihm - In-Schrift 
Bruckner - Symphony No. 9 in D minor 
Royal Concertgebouw Orchestra / Daniele Gatti 
 
5 October 8:15p: Grote Zaal, Muziekcentrum Frits Philips, Eindhoven 
6 October 8:15p: Grote Zaal, De Doelen, Rotterdam 
7 October 2:15p: Grote Zaal, Tivoli Vredenburg, Utrecht 
Bruckner - Symphony No. 5 in Bb major 
Rotterdam Philharmonic Orchestra / Jaap van Zweden 
 
 
Norway 
28 September 7:30p: Grieghallen, Bergen 
Beethoven - Piano Concerto No. 1 in C major, op. 15 (Menahem 
Pressler) 
Bruckner - Symphony No. 6 in A major 
Bergen Filharmoniske Orkester / Thomas Dausgaard 
 
 
Romania 
9 September 7:30p: Sala Mare a Palatului, Bucharest 
("George Enescu International Festival") 
Rachmaninoff - Piano Concerto No. 2 in C minor, op. 18 (Danil 
Trifonov) 
Bruckner - Symphony No. 3 in D minor 
Munich Philharmonic / Valery Gergiev 
 
 
Spain 
3 September 11:30a: Monasterio de Santa Maria de Vilabertran, 
Vilabertran 
Bruckner - Motets 
Schubert - Deutsche Messe, D.872 
Cor de Cambra Diputació de Girona / Pablo Larraz 
 
 
Sweden 
27 & 28 September 7p: Stora salen, Konserthuset, Stockholm 
Haydn - Symphony No. 93 in D major, Hob I:93 
Bruckner - Symphony No. 9 in D minor 
Royal Stockholm Philharmonic Orchestra / Manfred Honeck 
 
21 October 3p: Berwaldhallen, Stockholm 
Byström - Infinite Rooms [premiere] (Malin Broman, vln; Rick 
Stotijn, contrabass) 

Bruckner - Symphony No. 3 in D minor 
Sveriges Radios Symfoniorkester / David Afkham 
 
 
Switzerland 
6 July 8p: Kathedrale, St. Gallen 
("St. Galler Festspiele") 
Bruckner (arr. Skrowaczewski) - String Quintet in F major, Adagio 
Catalani - Mass in E minor 
Sinfonieorchester St. Gallen / Otto Tausk 
 
4 September 7:30p: Konzertsaal, Kultur- und Kongresszentrum 
Luzern, Luzern 
("Internationale Musikfestwochen Luzern") 
Rihm - In-Schrift 
Bruckner - Symphony No. 9 in D minor 
Royal Concertgebouw Orchestra/ Daniele Gatti 
 
27 & 28 September 7:30p: Münster, Basel 
Halffter - Alucinaciones. Collage para trio basso y 
orquesta (premiere)  
Brahms - Violin Concerto in D major, op. 77 (Vadim Gluzman) 
Bruckner - Mass No.3 in F minor 
Sandrine Piau, sop; Catherine Wyn-Rogers, alto; Toby Spence, tenor; 
Thomas Oliemans, bass 
Sinfonieorchester Basel / Ivor Bolton 
 
 
United Kingdom 
8 July 7:30p: St. James Church, Muswell Hill 
Beethoven - Overture: "Fidelio"  
Dvořák - Violin Concerto (Mathilde Milwidsky) 
Bruckner - Symphony No. 4 in Eb major, "Romantic" 
North London SO / Robert Max 
 
1 September 6:30p: Royal Albert Hall, London 
("BBC Proms: 64") 
Rihm - In-Schrift 
Bruckner - Symphony No. 9 in D minor 
Royal Concertgebouw Orchestra / Daniele Gatti 
 
30 September 7:30p: Royal Festival Hall, London 
Mozart - Piano Concerto No. 20 in D minor, K 466 (Richard Goode) 
Bruckner - Symphony No. 5 in Bb major 
London Philharmonic / Vladimir Jurowski 
 
22 October 7:30p: Barbican Hall, London 
Beethoven - Concerto for Violin, Cello, Piano and Orchestra in C 
major, op. 56 
(Leonidas Kavakos, vln; Gautier Capuçon, vc; Kirill Gerstein, pno) 
Bruckner - Symphony No. 7 in E major 
Gewandhausorchester Leipzig / Herbert Blomstedt 
 
 
United States 
28 & 29 September / 1 October 8p: Symphony Center, Chicago 
Rossini - William Tell, Overture 
Ogonek - All These Lighted Things [World Premiere, CSO 
Commission] 
Bruckner - Symphony No. 4 in Eb major, "Romantic" 
Chicago SO / Ricardo Muti 
 
27 October 7:30p: Woolsley Hall, Yale University, New Haven CT 
Bruckner: Symphony No. 8 (World Premiere, IBG) 
Yale Philharmonia / Peter Oundjian

 
 

With gratitude to Mr. Tatsuro Ouchi whose website  
www.bekkoame.ne.jp/~hippo/musik/konzertvorschau/bruckner.html 
is the source for much of the concert listing information 

 www.bachtrack.com 
A recommended web-site for worldwide 

concert listings and reviews 
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www.abruckner.com 
What began as a discography has over the years expanded 
into the largest on-line Bruckner resource available, with a 

wealth of articles to read, CDs and collectibles to purchase,  
and a discography unmatched by any other composer 

discography.   
www.abruckner com  is also the web-site home of 

The Bruckner Society of America. 
 

Mateusz Łuczak, the author of “Anton Bruckner – Motets 
and Other Works for the Guitar”, published in the March 
2017 issue of Bruckner Journal, would like to apologize to 
anyone who may have an access to the book for the errors 
found in the text after it was published. A file with 
corrigenda can be downloaded from the website: 
  
https://www.alenuty.pl/pl/p/Motety-i-inne-utwory-na-
gitare-z-tabulaturami-Bruckner/6511 
[also: http://tinyurl.com/Luczak-errata] 
 
Please scroll down to find "Pliki do pobrania" (which 
means: "downloads") and click on the link: “errata-ang” (in 
English) to save the file. 
 

Bring Your Bruckner To A Wide Audience… 
 
 From the very beginning, The Bruckner Journal has been a publication for enthusiasts – musicians, 
scholars, amateurs, lay individuals – whatever their level of knowledge and expertise. 
 To that end, the Journal has always welcomed all manner of contributions. All of us with a passion for 
Bruckner are fortunate to share in a community where the occasional concertgoer can have experiences as 
unique as the most seasoned researcher. 
 Readers are encouraged to share their enthusiasm with other Journal subscribers in the form of an 
article, short essay, concert/CD review, or comments on previous Journal content and letters to the editor. 
 
All contributions are welcome and considered 
 

WORLD PREMIERE – Bruckner's Eighth 
 
Paul Hawkshaw: “The newly edited version of the Eighth Symphony will receive its 
world premiere at Yale on October 27, 2017, in a performance by the Yale Philharmonia 
under the baton of principal conductor Peter Oundjian. 
 
“In the case of the Eighth Symphony that we are going to do at Yale, Bruckner left two 
versions,” Hawkshaw said. “Both will be published in the new Collected Edition and both have 
been published before. The Philharmonia is doing the first version, which he composed from 
1884-1887 and which is the less-frequently performed of the two. The new edition, which we 
will perform, corrects enough mistakes in the older print that anyone who knows it well will 
hear the difference right away. Nevertheless, it is still very much the same score. The new 
edition also modernizes the way the parts are written for the players. Bruckner used a very 
unusual method of notating the Wagner Tubas for example. This has been updated so modern 
performers will not have trouble reading the music.” 

 
Source: Yale School of Music website - http://tinyurl.com/Hawkshaw-YaleB8 
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BrucknerTage 2017 
 

"Reaching for the Stars" 
 

Bruckner’s Fifth Symphony 
 

Celebrating 20 Years… 13 - 20 August 2017 

Tickets available at the Tourist Office St. Florian, in the Brucknerhaus and 
online at: http://ticket.liva.at 

More information on ticket sales, discounts and festival passes at 
www.bruckerntage.at 

BRUCKNER-ORGELNACHT 
BRUCKNER: Symphony No. 5 in B-flat Major 
Transcription for organ by Matthias Giesen 
 Matthias Giesen, St. Florian 
Michał Markuszewski, Warsaw 
John Aquilina, Malta 
 
PIANO CONCERT 
"The B-A-C-H Project"  
Works by J. S. Bach, Shostakovich and Chopin 
Dora Deliyska, piano 
 
SYMPOSIUM 
"Bruckner-Dimensionen" · Lectures and discussions 
with Prof. Dr. Hans-Joachim Hinrichsen / Zurich, 
Prof. Dr. Ferdinand Reisinger / St. Florian 
 

CHORAL CONCERT 
"Genesis Vocalis" 
Works by Orff, Bruckner, Sandström, Ligeti, Holst, 
Tavener, Brahms 
Vienna Chamber Choir 
cond: Michael Grohotolsky 
 
SYMPHONY CONCERT 
"The Fifth" 
BRUCKNER: Symphony No. 5 in B-flat Major 
Altomonte Orchestra 
cond: Rémy Ballot 
 
JAZZ CONCERT 
"Bruckner V. improvised" 
The Temporary Art Orchestra 
cond: Thomas Mandel 
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CROSSWORD 

By Tibi Jayer 
Across: 
 7. Reckon urban New Testament confused our composer. (5, 8) 
 8. Italian city dweller with nervous complaint names 7’s symphony. (8) 
 9. Little interest initially before antipodean country is home for 7. (4) 
10. Instrument that unlocks used in the first of three, and three and nine? (1, 5) 
12. Entertaining without an article, being deep in thought. (6) 
14. The second part of large scale sacred work, a woman’s name. (6) 
16. In lieu, nota bene, mixed up a qualification of young women frequently sought in vain by 7. (6) 
18. Keep on about an instrument not being in any symphony except 8. (4) 
20. Unwell, obese editor might so describe the first performance of the third. (3-5) 
22. The highest heaven, then metal to clash: an instrument not in Haas. (7, 6) 
Down: 
 1. Casual, added left, tell everyone. (8) 
 2. German cathedral in a mess is an area under ruler’s control. (6) 
 3. Initially 7, out of this world, comes to assist wrong doing. (4) 
 4. Ceaseless seafarer created by 7’s master of masters is one, Bernard Haitink too. (8) 
 5. Behind 7’s sarcophagus these are heaped. (6) 
 6. Signify muddled name. (4) 
11. Worked as tilers, they see things are they are. (8) 
13. Constriction from absence of path on the sheltered side. (2, 6) 
15. A riper arrangement for a sharp instrument. 
17. Her Majesty in disorderly drinking establishments found composer opponent of 7. (6) 
19.  6 muddled, set by 7 in fugues closing 14. (4) 
21. Be victorious, tonguing. (4) 

*Solution	will	appear	on	the	Journal	website	and	the	November	issue	
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