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ABSTRACT 

Anton Bruckner's Third Symphony exists in four versions and was composed 

between the years 1873 and 1889. Each version is unique and contains revisions that 

range from small changes to large cuts. Of these versions, the 1876 score is the only 

one that has not been published and remains in manuscript form only. This 1876 

version has been called the "rhythmic revision," and because this score has not been 

formally analyzed, this title only makes an assumption about its contents and does not 

account for the other important features of this score. 

The concentration of this paper is on the analysis of the 1876 version and how 

the changes in this score compare to the original, and the implications these changes 

have on the two revised versions that follow. Furthermore, the differences found 

between all four scores, including musical quotes from Bruckner and Wagner, are 

analyzed in detail and the probable purpose for these modifications are discussed. The 

analysis includes comparisons that are harmonic, melodic, and rhythmic in nature. 

Some of the most important findings show an increase in chromatic harmonies 

and motivic development with the later versions. Other trends that emerge through 

these comparisons include a greater reliance on specific chords, third relations, and 

other complex harmonic associations. Due to the fact that Bruckner's Third Symphony 

spans a seventeen-year time period from the first version to the last, it presents an 

excellent opportunity in this study to follow the composer's thought processes on 

composition and revision. 
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Chapter 1: INTRODUCTION 

History 

Anton Bruckner composed eleven symphonies during his lifetime and nine of 

them are generally considered to be official. Of these, most have underwent revisions 

that included small changes as found in the First and Second symphonies, or major 

alterations including cuts and/or additions as found in the Third Symphony. His music 

unfortunately has been the victim of excessive critical scrutiny as a result of these 

revisions. 

Bruckner encountered many obstacles and challenges that contributed to the 

general confusion associated with his symphonies. One was the exceptionally harsh 

criticisms by the famous Viennese music critic Eduard Hanslick. The music reviews of 

Hanslick were invariably unfavorable for the composer and continually undermined his 

self-confidence.' The following review written by Hanslick, after a performance of the 

Third Symphony, is one example of his ruthlessness. 

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

*Derek Watson, Bruckner (New York: Schirmer Books, 1975), 57-58. 
^Erwin Doemberg, The Life and Symphonies of Anton Bruckner (New York: Dover 
Publications, 

Inc., 1960), 78. 
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Another and more direct problem for the composer was the "help" he received 

from certain pupils that resulted in many problematic revisions. Two brothers, Franz 

and Joseph Schalk, along with Ferdinand Lowe were responsible for many or most of 

the alterations to Bruckner's Third, Seventh, and Eighth symphonies.^ These alterations 

were done ostensibly so that these works would be more "accessible" and therefore 

receive more performances. Although these men inherently meant well, their efforts to 

improve the composer's output only led to further problems."^ Both Lowe and Franz 

Schalk were conductors and Joseph Schalk made piano arrangements, and all three men 

studied theory vdth Bruckner at the Vienna Conservatory.^ The Schalk brothers were 

especially aggressive in their persuasion for the revisions of the Third Symphony and at 

times even stooped to deceive the composer when they felt that he would not agree to 

their advice. The following quote is from a letter to Franz from Joseph in regards to the 

revisions of the Third Symphony. 

[Bruckner] cannot come to terms with your proposals for the Third symphony, 
and now, having been made timid by Herr Mahler, who happened to be in 
Vienna, wants the old score printed again, against which I have put in a personal 
veto with Rattig. The only thing for it is to go ahead with the printing without 
Bruckner's knowledge and hope that your presence will restore his equilibrium.^ 

It is reasonable to question why Bruckner would allow these men to have their 

way with his compositions, and to understand the situation it is necessary to take a look 

at the composer's general make up and personality. For the most part he was an 

^Deryck Cooke, "The Bruckner Problem Simplified," The Musical Times 110 no. 1511 (Jan 
1969); 20. 

''Watson, Bruckner, 61-62. 
^Ibid., 164-165. 
®Dermot Gault, "For Later Times - Are we any nearer a 'definitive' Bruckner edition," The 

Musical Times 137, no. 1840 (June 1996); 15. 
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introvert and non-egotistical. He made a fetish of obtaining many certificates of 

achievement to bolster his credentials in order to prove to the world that he was a 

capable musician. Also, he accepted authority from whomever he felt was "official." 

Moreover, he had a nervous disorder that lent to constant anxiety about financial 

matters and filled him with doubts about receiving recognition for his compositions. He 

would often be shattered when confi-onted with undesirable situations or negative 

comments and would immediately plunge into a state of depression. In addition, he had 

what is referred to as numeromania - the continuous habit of counting objects, prayers, 

measure numbers etc. Given the relentless attacks by Hanslick, combined with 

Bruckner's lack of self-esteem, he developed an excessive trust towards the people who 

seemed to be the most supportive of him, namely, the Schalk brothers and Ferdinand 

Lowe. As a result of the many revisions to his works, the majority of scholarly 

attention has been centered on the authenticity of the symphonies while important 

characteristics of Bruckner's musical style have been reduced to broad categorizations 

on harmony, style and technique. Furthermore, much of the research that has been done 

on Bruckner has been largely concentrated in Europe. 

According to Julian Horton, 

Bruckner has not fared well in the English-speaking world... In contrast to the 
considerable body of biographical and text-critical literature to have emerged 
fi-om Central Europe, publications elsewhere have not been plentiful. The many 
analytical techniques developed since the Second World war, principally 
through the American reception of the ideas of Schenker and Schoenberg, have 
left Bruckner largely untouched. Textual research, partly because of the 
imposing quantity of editorial problems, and perhaps also because of the 

^Watson, Bruckner, 50-56. 
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difficulty of obtaining access to source materials, has been virtually non
existent. Studies in English have in the past taken the form either of general 
considerations of Bruckner's life and works, or extended monographs engaged 
in broad critical surveys.® 

Scholarship 

Three dissertations about Bruckner's symphonies that relate to the current study 

will be discussed at this time. These include dissertations by Dermot Robert Gault, 

"Anton Bruckner's Concept of the Symphony as Exemplified by His Revision of His 

Symphonies 3,4 and 8," David Bushier's "Development in the First Movements of 

Bruckner's Symphonies," and James Wilcox's "The Symphonies of Anton Bruckner." 

In the dissertation by Gault, the main objective was to define and comment on 

the changing form of Bruckner's Third, Fourth, and Eighth symphonies. Gault 

describes the revision process for Bruckner as being organic rather than systematic and 

that the overall goals of revision include: to create a clearer form and tonal plan, to 

make periodicity more regular, create clearer textures, eliminate inessential and 

decorative elements, and make the symphony more dramatic and shorter. Gault argues 

that despite the fact that there is much dispute over the various versions, each should be 

acknowledged and embraced.^ 

In the dissertation by Bushier, he defines the term "development" fi-om a 

historical perspective and shows how this definition relates to the symphonies of 

Bruckner. The development sections of the first movements in the nine symphonies are 

*Paul Hawkshaw and Timothy L. Jackson, review of Bruckner Studies, by Julian Horton, Music 
Analysis 18, no. 1 (March 1999); 155. 

'Dermot Robert Gault, "Anton Bruckner's Concept of the Symphony as Exemplified by His 
Revision of His Symphonies 3,4, and 8," (Ph.D. diss.. Queen's University of Belfast, 1994), 411. 
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analyzed formally, harmonically, and motivically in this study. From his survey. 

Bushier proclaims that there is a high degree of harmonic and motivic development of 

themes in the exposition, which in turn increases the length of the movement. In the 

development section proper, single themes are developed in clear subsections and are 

subjected to motivic techniques such as diminution, augmentation and inversion. Due to 

the constant key changes that occur within the first and second themes in the 

expositions, the closing theme of the exposition, codetta, and final coda are necessary 

sections to reassert the home key.'° Given the broad scope of Bushier's study, only the 

1889 version of the Third Symphony was considered. 

The dissertation by James Wilcox, "The Symphonies of Anton Bruckner," 

focuses on various structural aspects of sonata form, tonality, texture, harmony, and 

counterpoint. Features of Bruckner's style are illustrated through the citation of 

examples from the nine symphonies. Wilcox characterizes a broad concept of 

Brucknerian harmony. In reaction to Wilcox's concept of Brucknerian harmony, David 

Bushier has the following to say: 

The only shortcoming in Wilcox's presentation is that he really defines late 
nineteenth-century harmonic practice in general rather than Bruckner's style 
alone. There are idiosyncratic features of Bruckner's usage that could be further 
isolated... Wilcox's summary of the relative frequency in the occurrence of 
different types of chords assumes that harmonic events are separable facets of 
style. In truth, we know little about chords unless we know the context; a 
chord's function as a link is at least as important as its character as a vertical 
aggregate. Thus, if Bruckner's chords are to be discussed in detail, we should 
learn where in the formal or phrase structure we might expect to find various 
chords, and how they function in a progression." 

'®David Bushier, "Development in the First Movements of Bruckner's Symphonies," (Ph.D. 
diss., The City University of New York, 1975), 6. 

"ibid., 48-49. 
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Bushier makes important points about generalizations, harmonic context, and 

the association made between frequency and formal structures. Bruckner was very 

organized in his compositional process, which is why he numbered the measures of his 

manuscripts in order to show the duration of each phrase. The current study will 

utilize the phrase length numbers supplied by the composer to better illustrate the 

context of the harmony and changing form. 

Wagner's Influence 

The Third Symphony was selected for this study for several reasons, many of 

which are related to its historical significance. The most critical moment for Bruckner's 

symphonic writing came with his experience of hearing Wagner's Tannhauser, which 

inspired and influenced Bruckner in such a way that "the years between the First and 

Third Symphonies were filled with a wave of Wagnerian impact, tempered but never 

absent. The crest of the wave is the first version of the Third Symphony, the very work 

1 -5 

which also reveals for the first time Bruckner's magnificent individuality." The Third 

Symphony was also dedicated to and accepted by Wagner.''^ In the original version, a 

number of quotes from Wagner's works can be found in the first, second and fourth 

movements. These quotes include "Walther's Prize Song" fi-om Die Meistersinger, the 

"Love Death Motive " fi"om Tristan und Isolde, and the "Sleep Motive" from Die 

'^Edward Murphy, "Bruckner's Use of Numbers to Indicate Phrase Lengths," Bruckner-
Jahrbuch{\9%l). 39. 

Anton Bruckner, 19. 
'"Ibid, 70. 



Walkiire. Another important fact about the symphony was that it was the first 

symphony composed by Bruckner to be published, not to mention the first to have been 

transcribed as a four part piano reduction by Mahler and Kryzanowsky. 

Scope 

Since Bruckner's Third Symphony exists in the most versions of any of his 

symphonies and took the longest to compose, 17 years from the first to the last version, 

it is an excellent work in which to trace the composer's evolving thoughts on harmony 

and form in a single major composition. 

The four versions that will be examined are: 

Nowak Versions 

• 1 Version, composed 1873; published by Musikwissenschaftlicher Verlag, 
Wien, 1977, editor Leopold Nowak. 

• Intermediate version, composed in 1876; unpublished in manuscript form. 
• 2""^ Version, composed 1877; published by Musikwissenschaftlicher Verlag, 

Wien, 1977, editor Leopold Nowak. 
• 3*^ Version, composed 1889; published by Musikwissenschaftlicher Verlag, 

Wien, 1958, editor Leopold Nowak. 

The study will focus on specific changes in the harmonic language from version 

to version as well as accounting for any changes that occur to the form, from large to 

smaller examples, including the simple adding or subtracting of measures in a phrase, 

theme or formal section and, most importantly, how these alterations affect the end 

result. 

"Wolfgang Kuhnen, "Die Botschaft als Chififre: Zur Syntax musikalischer Zitate in der ersten 
Fassung von Bruckners Dritter Symphonie," Bruckner Jahrbuch (1991): 33-34. 

'^Hans-Hubert Schonzeler (New York: Grossman Publishers Inc., 1970), 74. 
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More specifically, there will be an initial analysis of the original version to form 

a comparative foundation for the versions to follow. The 1876 manuscript score will 

then be discussed in its entirety, including all changes and whether or not these changes 

are incorporated into the next version. Finally, the 1877 and 1889 versions will be 

discussed with regard to alterations of harmony, form, instrumentation, and length, 

excluding the smaller examples that will be emphasized in the 1876 version. 

Notational Aspects 

Notational aspects used in this analysis are explained in the following. Chords 

are labeled for both their sonority type and harmonic fimction within the key. Table 1.0 

lists the common sonorities that appear in this music. 

Table 1.0: Sonority types 

CM C Major chord 

cm C Minor chord 

C+ C Augmented chord 

bo B Diminished chord 

b)/7 B Half-diminished seventh chord 

bo7 B Fully-diminished seventh chord 

cnmi7 C Minor minor seventh chord 

CMm7 C Major minor seventh chord 

CMM7 C Major major seventh chord 
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Table 1.01 shows chords beyond the seventh and two enharmonically spelled seventh 

chords. 

Table 1.01: Chords beyond the seventh 

h 1 I i I i I I I' 

9 11 13 7 4 
CMmM7 C(M)mMp9 C(M)mMpM 11 CMm CMm2 

7 9 
7 

Table 1.02 lists the labels used for chromatic chords, third relations and nonfunctional 

chords. 

Table 1.02: Chromatic Chords and other relationships 
y7/v Secondary dominant 

\iio7fV Secondary leading tone seventh chord 

It6 Italian sixth 

Gr6 German sixth 

Gr7 German sixth in "root position" 

Fr6 French sixth 

N Neapolitan 

' 3-" Third relation CM '—3-" AbM 

NF The chord has no normal harmonic function in the current key 



26 

Keys are identified by letter name followed by a colon. Uppercase letters 

indicate major keys while lowercase letters indicate minor keys. 

Table 1.03: Key Designations 

D: Key of D major 

d: Key of d minor 

Musical examples in this study are presented as score reductions. Pitches for 

transposing instruments appear as sounding pitches, unless otherwise specified. When a 

particular pitch or pitches are referred to, a designation will be given. Table 1.04 shows 

the format used for pitch designation. 

Table 1.04: Octave Designation 

cc c c 
1 

c 

•o-

2 
C 

3 
C 

4 
C 

Modulations in this study will be identified and labeled according to the criteria in the 

following table; 

Table 1.05: Modulation Types 

Criteria Modulation Type 

• The pivot chord is diatonic in both keys Diatonic Pivot 
Chord 

• The pivot chord is chromatic in the first, second or Chromatic 
(less often) both keys Pivot Chord 
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Table 1.05 Continued 

• In a deceptive cadence, the submediant chord in the first 
key becomes the tonic in the new key. 

• A chord in the first key moves by third relation to a chord 
in the new key. 

• One note is held by itself for some time; it was part of a 
chord in the first key, and becomes part of a new chord 
in a new key. 

• Using the enharmonic possibilities of the major-minor 7^ 
chord, the Gr6 in the first key becomes the V7 in the new 
key, or vice-versa. 

• Lowering of any note in the diminished 7*'' chord creates 
a new major-minor 7*''. The latter becomes the V7 in the 
new key. In the reverse, raising the root of the V7 creates 
a fimctional diminished 7^ chord in the new key. 

• Using the enharmonic possibilities of the diminished 7^ 
chord, the chord can fimction logically in both the old and 
new key. 

• None of the above; there is no pivot chord, no third 
relation or no enharmonic process involved. 

Need For Study 

Considering the previously mentioned interfering forces faced by the composer, 

it becomes imperative not only to identify the changes in the score but, more 

importantly, to imderstand why they have been made. These changes to the scores were 

the result of many factors. For instance, the removal of the Wagnerian quotes may have 

been a result of Bruckner's attempt to appease his critics, especially Hanslick. On the 

other hand, suggestions from the Schalk brothers were more inclined to be pro-

Wagnerian since "these young musicians were all members of the Akademische 

Richard-Wagner Fere/«...and were dedicated to the music of the 'New German School' 

Deceptive Cadence 

Third Relation 

Pivot Note 

Enharmonic Mm7th 

o7-Mm7 
(or vice-versa) 

Enharmonic 
Diminished 

Linear Motion 

"it is important to note that Hanslick was not in favor of Wagner's music. 
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to which they saw Bruckner as belonging."'^ These contradicting opinions were thus 

confusing and at times placed the composer at the mercy of others. There is evidence, 

however, of Bruckner's departure from these influences in the revision process. The 

three published versions show a steady decline in length with each successive one. 

However, the 1876 intermediate version,'^ in manuscript form only, has many 

similarities to the original version and is in fact longer than the 1873 version. This 

manuscript helps supports the notion that Bruckner indeed had a preference for his first 

version. 

Bruckner was generally successful in incorporating the Wagner quotes, as well 

as his own self-quotations. Since these Wagner homages play such an integral part in 

the original score, their elimination had to have been approached very carefully in order 

to avoid detrimental consequences to the rest of the symphony. In other words, these 

motives serve as unifying entities that play an important role in the structure of the 

symphony. Another unifying element of the original version is the fact that themes 

from the first, second, and third movements come back in the finale, which gives the 

first version a cyclical structure. In order to more easily see the differences inherent 

between the various versions, table 1.06 gives the comparative lengths in the numbers 

of measures in the four movements of the four versions considered in this study. 

'^Gault, "For Later Times," 14. 
microfilm of the 1876 version has been loaned to the author for this study by Edward 

Murphy and it originates fi-om the National Library in Vienna. 
^"Gault, "Bruckner's Concept of the Symphony," 114, 116. 
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Table 1.06: Comparative Lengths of Major Sections 

Version 1 Intermediate Version 2 Version 3 
Nowak Version Nowak Nowak 
1873 1876 1877 1889 

Movement 
First 746 756 652 651 
Second 278 278 251 222 
Third 268 268 317 276 
Fourth 764 764 638 495 

Table 1.07 shows the respective lengths of the principal sections of the first 

movement of the four versions.^' 

Table 1.07 ; Respective Lengths of the Principal Sections of the First Movement 

Version 1873 1876 1877 1889 

Exposition 284 284 258 254 
Development 218 218 172 176 
Recapitulation 170 170 160 160 
Coda 74 84 62 61 

Although respective lengths provide some idea of the differences involved, it 

gives little information about the type of revision that has been made. The following 

summary aims to provide some insight into the purpose of each revised version. The 

focus of the first revision includes rhythmic alterations in climactic sections, the uniting 

of important melodic motives, the re-voicing of particular vertical sonorities, and the 

addition of new accompanimental and melodic figures. Although the 1876 version was 

never published, many of the adjustments from this score were incorporated into the 

1877 published version. Moreover, these initial changes, though few in number when 

^'Tables 1.06 and 1.07 have been adapted and modified from Gault to include the 1876 version. 



compared to the wave of revisions to follow, helped to set the standard for the revisions 

to come. 

The magnitude of revision was greatly increased in the preparation of the 1877 

version. Besides the types of changes mentioned for the 1876 score, the 1877 version 

also contains a greater variety of modifications, including repeated and combined 

measures, changes in orchestration, omissions large and small, newly composed 

measures or passages, and the development of motives and expansion of harmonies. 

The Third Symphony for the first time takes on new dimensions and begins to deviate 

significantly fi-om the original. 

The final version of 1889 maintains the same type of alterations of that of its 

predecessor. Also, most of the changes stemming from the 1877 score are maintained 

in this version. In addition, the 1889 version was affected the most with large cuts; 

however, several new sections were added to counter some of the omissions. 
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Chapter 2: FIRST MOVEMENT 

The 1873 Version 

The first priority of this study is to establish a foundation for Bruckner's 

compositional style through a brief analysis of the themes and key relationships in the 

original 1873 score. Each version will be compared in chronological order, followed by 

a summary of findings. 

The original version of Symphony No. 3 is of vast length, totaling 2,056 

measures, where the first movement, in sonata form, is 746 of those measures. The 

movement begins softly in D minor with arpeggios in the strings and pedal tones in the 

wind instruments and the texture is continuously added to with the entrance of new 

instruments on either the notes "D" or "A." The opening of this first movement, as well 

as other places throughout the symphony, show an influence from Beethoven's ninth 

symphony. The first theme area is 134 measures in length and can be further divided 

into two sections that are repeated, an (a)(b)(a)(b) format. In the initial build-up, the 

first (a), lasts 36 measures and relies solely on tonic, dominant, and submediant chords. 

The first theme to emerge is "First Theme 1" presented in the trumpets followed 

by a counter theme in the horns. This theme contains two motives that serve as building 

blocks that help to unify not only the first movement but also the entire symphony. 

Motive X is comprised of the first three measures of figure 2.00, which includes the 

intervallic pattern of a descending 4 followed by a descending 5 . 

^^^chomidex, Bruckner, 150. 
^^The first theme of the Finale is rhythmically identical to motive x. 
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Motive Y, on the other hand, is a triplet rhythmic motive that appears 

throughout the movement but is featured as the accompaniment of the second theme, 

usually placed before or after a duple rhythm. This combination of duple-triple or 

triple-duple rhythms, are characteristic of the composer and has been deemed the 

"Bruckner Rhythm. 

Figure 2.00; Motive X and Y from First Theme 1. 
1873: Symphony No. 3 in D minor, First Movement 

Motive X Motive Y 

m ># 

A sharp contrasting tutti unison marks the end of the initial build-up and the start 

of section (b). It is here that "First Theme 2" is heard and another important motive 

arises; motive Z (figure 2.01). This motive appears in various forms including that of 

diminution, augmentation and fragmentation. 

Figure 2.01: First Theme 2 featuring Motive Z 
1873: Symphony No. 3 in D minor. First Movement 

Motive "Z" "Z" Diminution "Z" Diminution 
Inversion 

Motive "Y" 

> 

J 

The latter four bars of First Theme 2 when extended and sequenced serve as a 

transition. Beginning in bar 51, (figure 2.02), there are two consecutive occurrences of 

a progression that consists of the tonic chord going to a Neapolitan sixth, which 

modulates by third relation to the dominant of the next key. This pattern is interrupted 

Watson, Bruckner, 88. 
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slightly when two parallel first inversion major triads follow the tonic in E minor in bars 

63-64. The expected following key would be F# minor but instead the successive 

Neapolitan chords set up a third relation to the key of G minor. Both Neapolitan chords 

and third relations are used consistently throughout this symphony. What is more, the 

modulating First Theme 2 remains virtually imchanged in its many occurrences in all 

four versions of the Third Symphony. 

Figure 2.02: First Theme 2 as a transition, Neapolitan chords and third relations 
1873 . Symphony No. 3 in D minor. First movement mm. 51-68 

DbM6 DbM6 AMm7 dm 
3 

AMmv 

d: V7 

EbM6 EbM6 BMm7 em 
5 

BMm7 

e: 
F: 

r* 

FM6 GbM6 

N6 
16 N6 
CPC 

Gb.M6 ^DMm? g# 3 

PC 

e 2 

6 
i4 w 

W 

DM 

N6 g: V 
added sixtii 

The second theme group in F major contrasts to the first theme group in that it is 

lyrical, expressive, less dense in texture, and has a faster harmonic rhythm. From a 
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formal standpoint, the second theme group can be divided into an (aXb)(a)(a) format. 

Although the 'Bruckner rhythm' (Second Theme 1) is the most distinguishable 

characteristic of the second theme, there are also two themes that will be designated 

"Second Theme 2" (figure 2.03) and "Second Theme 3" (figure 2.05). "Bruckner's own 

term for his lyrical second group was Gesangsperiode, and themes in this group 

sometimes appear simultaneously, for example in the first movement of Symphony No. 

3."^^ The first (a) section begins in bar 135 with Second Theme 2 and the horn first 

enters four measures later in bar 139. This is a modulating theme that starts on the tonic 

chord in F major and ends on the dominant in Gb major, a Neapolitan relationship 

between the two keys. In the four measures preceding the horn entrance (Second 

Theme 1), the majority of tonic chords are of a half-diminished sonority but function as 

tonic chords with added sixths. 

Figure 2.03 . Second Theme 2, entrance of the horn 
1873: Symphony No. 3 in D minor, First Movement, mm. 139-146 

Horn 
139 140 141 

f  

As was previously stated, several quotes fi^om Wagner's operas are present in 

the Third Symphony, the first of which is "Walther's Prize Song" fi-om Wagner's Die 

Meistersinger. This motive serves as an influence for the melodic content of Second 

Theme 2, as figure 2.04 shows.^^ The intervals, rhythm and contour in measures 2679-

2680] of the excerpt match I4O2-I4I2 in the symphony (figure 2.03). 

^'Ibid., 75. 
^^Wolfgang Kuhnen, "Die Botschaft als Chiffre," 38. 
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Figure 2.04: Wagnerian quote (piano reduction) 
Wagner: Die Meistersinger, Act III scene 5, mm 2679-2682. "Walther's Prize Song" 

J 
pxn 

0 

rmtns^ 

7— 
Cresc. 

r ¥ 

m p 

r f f l r r f f )  
^ r ^ — 
Second Theme 2 is developed for several measures and in the process passes 

through Cb major before reaching the (b) section in bar 156. This new section begins 

with two rapid modulations through G minor and F minor before reaching Cb major 

where the cello enters. Much like Second Theme 2, there are four measures of the 

duple-triple rhythm before the soloist enters. The antecedent phrase of the theme is 

harmonized beginning on a D^'mm^S (ii^5) and the consequent phrase on a CFr6 (Fr6) in 

the key of Bb minor (see figure 2.22). The key of the first phrase (Cb major) is the 

Neapolitan key to the second phrase (Bb minor). Besides this secondary dominant and 

augmented sixth chord. Second Theme 3 also features a variety of supertonic and 

leading tone chords, however both the length and harmony of Second Theme 3 will be 

subject to considerable change beginning with the 1877 score. 

Figure 2.05: Second Theme 3, cello entrance 
1873: Symphony No. 3 in D minor. First Movement, mm. 160-170 

Celloiieo Ul _ 163 164 la. 166„ 167 ^168 - 161 JJO 

j|.,.'rY-ipVi.p}r' Tir -1  -  | f ^ r j f f y | f  "  n  

Antecedent Consequent 

The third theme is in an (a)(b)(a) design and the (a) section begins with octaves in 

imison in F minor and there is an emphasis on the duple-triple rhythm in the strings 

(figure 2.06). The (b) section features a trumpet fanfare and antiphonal qualities with 
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contrasting dynamics. The (a) section returns for six measures before it assumes the 

form of a chorale starting in bar 235. 

Figure 2.06: Third theme (a) section in unison 
1873: Symphony No. 3 in D minor, First Movement 

The codetta begins in E major and has a serene quahty with a chorale theme in 

the wind instruments while the strings softly play arpeggios underneath. When the 

theme is inverted, the codetta takes on a form influenced by Bruckner's own Mass in D 

minor^' (figure 2.07). The main melody of the codetta is played first in the woodwinds 

and then in the horns while the viola maintains a tonic pedal. 

Figure 2.07: Melodic resource for the codetta 
Bruckner: Mass in D minor, Gloria, mm. 100-103 
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Figure 2.07: Codetta, music derived from the Mass in D minor 
1873: Symphony No. 3 in D minor. First Movement, mm. 262-265, Codetta 
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27-Ibid., 39. 
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Table 1.8: 1873 Version First Movement 
Form and Key Table 

Exposition 1-284 
FT 1-134 ST 135-204 

(a) 1-36 (b) 37-78 (a) 79-118 (b) 119-134 (a) 135-155 (b) 156-170 

d: i d: d; V B^; 119 F: g: 156 
C: 50 a'':/A^: I2I3 f: 143 f: 157 
d: 533 b''; 1253 G^: 147 C^: 159 
e; 593 F: 131 C^: 1533 b'': 163 
F; 63 
g: 653 
d: 69 

TT 205-245 Cod 247-284 
(a) 171-182 (a) 183-204 (a) 205-212 (b) 213-228 (a) 229-245 

E: F: 183 f: d; 213 f: 229 A: 
e: 1792 D*': 187 g: 209 b''; 22O3 D^; 231 a; 2513 

F: 191 C: 2373 C: 255 
a; 2423 a; 260 
A: 2444 E: 2663 

C: 271 
F: 277 

Development 285-502 RT 
Tr 285-300 (1)301-332 (2) 333-376 (3) 377-442 (4) 443-460 (5)461-502 

FT a FTb FT a ST a Love-Death, 
2"'* Sym. FT, 
Sleep 

F: f; 
D'': 305 

a; d: F: d: 
f: 293 

f; 
D'': 305 F: 3373 g: 385 d; 449 B*'; 469 
b^: 307 d: 341 d: 391 a: 451 D: 470 
G*'; 309 g: 349 B*': 407 d; 455 F": 471 
g. 3143 E'': 3533 f: 410 A^: 473 
E^: 319 c: 3553 D^; 413 C: 474 
c: 321 e*': 367 a^: 419 E; 475 
A^; 323 d; 371 E: 423 F: 479 
a; 3283 A*': 431 d; 489 

a^: 433 
F: 441 
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Form and Key Table - Continued 

Recapitulation 503-672 
FT 503-562 ST 563-630 TT 631-672 

(a) 503-538 (b) 539-562 (a) 563-583 (b) 584-598 (a) 599-630 (a) 631-672 

d; d: D: e: 584 D*': 599 d: 631 
c: 541 d: 571 d: 585 c#: 603 f: 635 
C: 543 E^: 5733 A*'; 587 A: 605 d; 651 
d: 5453 A^: 5813 g: 591 e: 609 b: 654 
B*': 5493 d: 615 E: 657 
c: 5513 D; 619 A: 665 
D; 560 d: 670 

Coda 673-746 
(1)673-731 (2)732-746 

d: 673 d: 
C: 707 
d; 7143 
F^; 725 
d; 727 
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Exposition 1-284 
FT 1-134 

Table 1.09: 1876 Version First Movement 
Form and Key Table 

ST 135-204 

(a) 1-36 (b)37-78 

d; i d; 
C: 50 
d; 533 
e: 593 
F: 63 
g; 653 
d; 69 

(a) 171-182 (a) 183-204 

E: 
e; 1792 

F; 183 
D''; 187 
F: 191 

Development 285-502 
Tr 285-300 (1)301-332 

FT a 

F: 
f: 293 

f: 
D^; 305 
b'': 307 
G*': 309 
g: 3143 
E*': 319 
c: 321 
A*'; 323 
a: 3283 

(a) 79-118 

d: V 

(2) 333-376 
FTb 

a; 
F: 3373 
d: 341 
g; 349 
E*': 3533 
c: 3553 
e'': 367 
d; 371 

(b)119-134 (a)135-155 (b)156-170 

g; 156 

TT 205-245 
(a) 205-212 

f: 
g; 209 

B": 119 
a'';/A'': 1 
b": 1253 
F; 131 

F: 

(b) 213-228 

d: 213 
b''; 22O3 

(3) 377-442 
FT a 

d: 
g; 385 
d: 391 
B'': 407 
f: 410 
D^; 413 
a''; 419 
E: 423 
a'': 431 
a'': 433 
F: 441 

f: 143 f: 157 
G^: 147 C*': 159 
C^: 1533 b^; 163 

Cod 247-284 
(a) 229-245 

f; 229 A; 
D''; 231 a: 25I3 
C: 2373 C: 255 
a; 2444 a; 260 

E: 2663 

C: 271 
F: 277 

RT 
(4) 443-460 (5)461-502 
ST a Love-Death 

2""^ Sym. FT, 
Sleep 

F: 
d: 449 

d: 
B^: 469 

a: 451 D: 470 
d: 455 F": 471 

A*': 473 
c: 474 
E: 475 
F: 479 
d: 489 
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Form and Key Table - Continued 

Recapitulation 503-672 
FT 503-562 ST 563-630 TT 631-672 

(a) 503-538 (b) 539-562 (a) 563-583 (b) 584-598 (a) 599-630 (a) 631-672 

d: d: D; e: 584 D^: 599 d: 631 
C; 541 d; 571 d: 585 c*\ 603 f 635 
d: 5453 E*': 5733 A^: 587 A: 605 d: 651 
B^: 5493 A^: 5813 g: 591 e: 609 b; 654 
c; 55I3 d: 615 E: 657 
D: 560 D: 619 A; 665 

d; 670 

Coda 673-756 
(1) 673-741 (2) 742-756 

d: 673 d: 
C: 707 
d: 7143 
F^; 725 
d; 727 

The 1876 Version 

Bruckner's 1876 version has been referred to as the "rhythmic revision,"^^ 

however, this title is actually somewhat of a misnomer. Although the majority of 

changes to this score are rhythmic in nature, there are also many other alterations made 

to the manuscript that are anything but rhythmic. A thorough investigation of these 

changes will clarify this point. 

The modifications made to the first movement of the 1876 score can be divided 

into the following categories: new music that has been added, rhythmic alterations. 

^*Gault, "Bruckner's Concept of the Symphony," 87-88. 
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parts that have a note or notes added or eliminated. Most often the music that has been 

added is in the form of motive X, either in original, transposed, tonal or rhythmic form. 

The purpose of these additional entrances of motive X is to create a more unified and 

contrapuntal texture. The first example of this occurs between measures 85 and 99 

where the flute parts have been changed from pedal tones to a transposed version of the 

motive. After this initial statement, both the flutes and clarinets follow suit and are 

transposed and sequenced up a half step each time. These entrances were all 

incorporated into the 1877 score. 

The rhythmic changes to the 1876 score are most often found in the many 

climactic build-ups of this symphony and it is the wind instruments that are usually 

subjected to the changes. The first rhythmic revision in the second (a) section of the 

first theme spans between measures 109 and 118 in the F horn (109-120), Bb horn (116-

119) and trumpet (111-119). As is true in all of the rhythmic changes, the rhythms are 

in comparative diminution to the original score, which suggests that the focus was to 

create faster rhythms in the build-up. Although the respective section in the 1877 

version is shortened, the rhythms for these instruments are at least in part carried over 

from the 1876 score. 

A notable example of the more contrapuntal utilization of motive X is 

demonstrated in the first section of the development for the flute 322-324, oboe 320-

322, and clarinet 318-324 (figure 2.08). Originally, the bass, cello, and bassoon are all 

in unison, as well as the viola and F horn, presenting motive X in inversion. To counter 

this, the flute, oboe and clarinet state the motive in descending fashion. All of these 
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entrances are found in the 1877 score, however the motive X entrances in the trumpet 

for measures 338-340,350-351,354-355 and trombones in 354-355 were not included 

in 1877. The entrances found in figure 2.08 all occur in the first section of the 

development while the four entrances that were not included in the 1877 version are 

found in the second section of the development. Although motive Z does appear in the 

first section twice, the primary melodic material for development is that of motive X. 

On the other hand, section two is dedicated to the development of motive Z. In other 

words, the motive X entrances between bars 338-355 of the 1876 score were not 

incorporated because they would have been out of place. 

Figure 2.08: Motive X entrances in the 1873 version, bass, bassoon, cello, viola, and F Horn 
1873: Symphony No. 3 in D minor. First Movement, mm. 317-324 

Bass Bassoon Celio 
Bass Bassoon Cello 

yi> _ 

Viola 

F Horn F Horn 

Figure 2.08 Continued: Motive X entrances in the 1876 version, flute, oboe, and clarinet added 
1876 version: Symphony No. 3 in D minor. First Movement, mm. 317-324 
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Another change that was maintained in the 1877 version was the removal of 

several pick-up quarter notes to motive Z in the second section of the development. 



These pick-ups were omitted from the flute in mm. 362 and 366; clarinet in 366; F horn 

in 359 and 363; and violin 2 in 362 and 366. It is impossible to tell if the same holds 

true for the pick-ups that were deleted in measures 357-358 since these two measures 

were altogether cut from the 1877 version. 

One of the most significant modifications to the 1876 version is in the second 

section of the development, measures 359-376. This build-up is similar to the 

previously mentioned tutti in measures 109-120, in that the F horn, Bb horn, and 

trumpet are once again the subject of rhythmic variation, however, in this passage both 

the trombone and cello are also rhythmically altered. Besides the increase in the 

number of instruments involved, this particular section is more prominent due to the 

fact that the rhythms are more literally assimilated into the 1877 score than before. 

The rhythms in the Bb horn are nearly identical in both scores with the 

exception of the quarter note replacing the half note in measures 364-370/330-336 

(figure 2.09). This is one of the first indications that throughout the 1877 version there 

will be a more consistent use of articulated rhythms. Formerly, the Bb Horn was scored 

with only whole notes for this section in 1873. 

Figure 2.09: Rhythm: Horn in Bb 
1876 and 1877: Symphony No. 3 in D minor. First Movement, mm. 364-376 and mm. 330-342 

Horn in Bb 

- j u j D  
1876: 364-370 371-372 373-376 
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Figure 2.09 Continued 

1877: 330-336 337-338 339-342 

The trumpet is absent altogether in the measures between 360-376 in the 1873 

score and was first added in 1876 (figure 2.10). As before, the rhythms are almost 

exactly the same except for the third beat of bars 364/330,366/332, and 368/334. The 

only other distinction between the two begins in m. 373/338, although this can be 

described as the same rhythm in both scores having a different starting and ending 

point. 

Figure 2.10: Rhythm: Trumpet 
1876 and 1877: Symphony No. 3 in D minor, First Movement, mm. 360-376 and mm. 326-342 
Trumpet 

JJ]JH - | -JUIU l i JaJXU l -JUJH J  I  
76: 360,362 361 363 364 365 366 367 368 368 369 

J J]J J I  
77: 326,328 327 329 330 331 332 333 334 334 335 

Trumpet 

J. J~3JIJ J>l 
76: 370 371-372 373 374 375 376 

J. JiJiJ n n \ n n n \ i  n n \  
77: 336 337 338-339 340 341 342 

The trombones, like the trumpet, appear first in the 1876 score, showing that 

Bruckner was interested in a fuller brass soimd. The first trombones are the same in 

both scores and the seconds are very close with the only discrepancy being an added 

rhythm in the second trombone in measure 373 (figure 2.11). 
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Figure 2.11. Rhythm: Trombones 1 and 2 
1876 and 1877: Symphony No, 3 in D minor. First Movement, mm. 368-376 and mm. 334-342 

- j i j . i j j . M J i Z M U J u m i n j i n j  j  J I J I  
Trbl+2 76: 368 369 370 371 372-373 374 375 376 
Trbl 77; 334 335 336 337 338-339 340 341 342 
Trt>2 77; 334 335 336 337 338 339,342 340 341 

The only time where a string instrument to any large extent is rhythmically 

revised in 1876 is in this section. The cello was originally limited to eighth and quarter 

note figures and served as an accompanying instrument, however this changed in 1876. 

The cello was allowed more virtuosity and was placed on the same rhythmic plane as 

the flute, clarinet and violin (figure 2.12). Both versions are very similar, but the added 

sixteenth rests in 1877 demand even more precision fi-om the players. 

Figure 2.12: Rhythm: Cello 
1876 and 1877: Symphony No. 3 in D minor. First Movement, mm. 369-376 and mm. 337-342 

I - 1 '  ;  '  J ~ ~ B  
76; 369-372 373-376 

^ J I i 3l 
77; 337-338 339-342 

In the next example of revision (figure 2.13), a new approach to rhythm is in 

effect. The idea of syncopated and staggered rhythms is demonstrated in the 

woodwinds. Previously, these parts were assigned to the rhythm and diminution of 

motive X. The revision adheres to this initial format until m. 409 when essentially two 

new rhythms take hold. Both the clarinet and flute begin with the syncopated rhythm in 

m. 409, which is staggered in the first bassoon in the following measure. Likewise, 

another syncopated rhythm first heard in the oboe in m. 409 is followed by the same 
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rhythm one measure later in the second bassoon. Meanwhile, the brass instruments 

maintain rhythms related to motive X and are virtually identical in both scores with the 

exception of the F horn, mm. 405-408, trumpet mm. 410-417, and trombones mm. 409-

416, all of which are rhythms that have been maintained from the original score. 

Figure 2.13: Flute, Clarinet, Oboe, Bassoons, F Horn, Bb Horn, Trumpet, and Trombones 
1876 and 1877: Symphony No. 3 in D minor. First Movement, mm. 405-425 and 371-386 

Flute and Clarinet 

J J. i> IJ  -  — MJ J IJIJ J I  
76; 405-408 409-424 

77; 371-374 375-386 

Oboe 

J J-i- IJ  -  — I - > J IJ  J JIJ IJ 
76; 405-408 409-425 

77; 371-374 375-386 

Bassoon 1 

J J. U-  l> J  UJ IJ  i  I 
76:405-408 410-424 
77; 371-374 376-386 

Bassoon 2 

J  J. i- i J  ' I  JJ.J -
76; 405-408 410-425 
77; 371-374 376-386 

Horn in F 

J  J .  J  n j  I - - J  i j .  i > j  J  n j  
76; (405-408 = 73) 409-416 417-424 
77; 371-374 375-382 383-386 

Horn in Bb 

J I M -  I  — IJIJJJ 
76; 406-417 418-424 
77; 371-382 383-386 

Trumpet 

J J.J ' I J  - I J J J J I  
76; 405-408 (410-417 = 73) 417-424 

77; 371- 382 383-386 
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Trombone 1, Trombone 2 and Bass Trombone 

J JJIJ-
76:405-408 (409-416 = 73) 417-424 
76:405-416 417-424 
77:371-382 383-386 

There is only one place in all four movements of the 1876 version where 

measures have been added (figure 2.14). These measures were added to the coda of the 

first movement during another important build-up. The section starts like the beginning 

of the movement with the addition of a chromatic ostinato in the bass, which is then 

incorporated into the other instrument parts. The first divergence from the original is in 

bar 679, with a new statement of motive X in the trumpet. This is followed by new 

rhythms in the Bb horn, trumpet and bass trombone, which include another syncopated, 

staggered rhythm between the Bb horn and bass trombone. In all, ten measures have 

been added from 680-689 in turn making mm. 680-696 in 1873 identical to mm. 690-

706 in 1876. Although these added measures qualify as the most revised of the 

manuscript, they are far fi-om the most significant when compared to the others, 

especially since these changes are not carried over into the next version. 

Figure 2.14: Ten added measures to the first movement, staggered and syncopated rhythms 
1876: Symphony in D minor, First Movement, mm. 679-689 

681 682 683 684 685 

Bb Horn 

Trumpet 

Twmibone 

Bass Trombone 

iff 
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Several other amendments to the score have been included in Table 1.10. These 

minor changes include the simple adding or deleting of tones, different voicings, motive 

X entrances, doublings of instruments, and enharmonic spellings. The majority of these 

were not included in the 1877 score. This is most likely the case because these changes 

do not go along with the other prevailing changes in this score. 

Table 1.10: Remaining changes to the 1876 version in the First Movement 

Instrument Part Measure Description Appears in 
1877 

Cello 58 Tone deleted No 
Bassoon 119-120,22 Voicing No 
F horn 119,120 Voicing Yes, No 
Trumpet 119 Voicing No 
Trombone 121-122 Voicing No 
Oboe 1 and 2 308-310 Motive X Yes, No 
F horn 352 Added tone No 
Oboe 360,362 Voicing Yes 
Viola 361-362 Added tones No 
Bassoon 363-368 Motive X Yes slightly 

altered 
Flute 457-458 Tone deleted No 
F horn 508-512 Motive X Yes 
Oboe, Clarinet 512 Added tone No 
B Trombone 641-646 Doubles Trombone No 
Trombone 651 Added tone No 
Clarinet 655 Enharmonic spelling No 

The first revised version of the third symphony offers a sample of Bruckner's 

thoughts on revision. Based on certain tendencies towards the inclusion of particular 

alterations into the version to follow, some conclusions can be drawn. First, rhythmic 

diminution was a priority and is most apparent in the climactic sections of the 

symphony. The adding of rests to create more marked articulations is to a large extent 



also an important goal of revision. Many of the new voicings found in this manuscript 

were not incorporated into the 1877 version, however an overwhelming number of 

vertical sonorities are re-voiced in 1877, which suggests that there was an inclination 

towards this type of revision first made apparent in 1876. Finally, the number of new 

entrances of motive X that are included in the next score shows that motivic unity had 

precedence in Bruckner's mind. 
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Table 1.11: 1877 Version First Movement 
Form and Key Table 

Exposition 1-258 
FT 1-100 ST 103-172 

(a) 1-30 (b) 31-66 (a) 69-88 (a) 89-102 (a) 103-124 (b) 125-140 

d; d; d; B*'; 89 F; g; 125 
c:/C: 41 a^A^: 9O4 f: 111 f: 124 
d: 443 b'': 943 G^: 115 C'': 129 
e: 5O3 F: 99 C''; 123 b^: 133 
F: 54 
g: 563 
D: 59 
(F: 61) 
d: 66 

TT 173-220 Cod 
(a) 141-150 (a) 151-172 (a) 173-180 (b) 181-196 (a) 197-220 221-258 

E: 141 F: 151 f; d: 181 F: 197 A; 221 
D*': 155 g: 177 b": 189 D*': 199 a; 225 
F: 159 C: 205 C; 228 

E: 213 a: 233 
E: 239 
A; 243 
C: 245 
F: 251 

Development 259-430 
Tr 259-270 

F: 
f: 263 

(1) 271-299 (2) 300-342 (3) 343-404 (4) 405-414 (5)415-430 
FT FT FT ST 2nd ft 

f: 
D*': 275 

a; d: F; B^: 415 f: 
D*': 275 F: 3043 g: 351 d; 411 D: 416 
b^: 277 d: 308 d: 357 F: 412 F": 417 
G": 279 g: 3I63 B^: 373 f: 413 A'': 419 
g: 2843 E^: 32O3 E": 375 C: 420 
E'': 289 c: 323 D''; 379 E: 421 
c; 291 e''; 333 E; 383 d; 423 
A*'; 293 d; 337 A*': 393 
a: 2983 a'': 395 

F: 403 
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Form and Key Table - Continued 

Recapitulation 431-590 
FT 431-482 ST 483-546 TT 549-590 

(a) 431-460 (b) 461-482 (a) 483-502 (b) 503-518 (a) 519-548 (a) 549-590 

d: d: D: e; 503 D*'; 519 d: 549 
c:/C: 4624 d: 489 A: 504 A: 527 F: 553 
d: 4663 E'': 493 B'': 505 e: 531 D^: 555 
B*': 47O3 A''; 501 A*'; 507 d: 537 e: 559 
c: 4723 g: 511 D: 541 f 565 

d
 

0
0
 

G'': 569 
A: 583 

Coda 591-652 
(1)591-628 (2)629-652 

d: 591 d: 
C: 623 
d: 6263 

The 1877 Version 

The build-up sections of the first movement that were the primary focus of 

revision in 1876 continue to be as such in 1877. The initial build-up was shortened by 

six measures by means of, once again, rhythmic diminution and also the condensing of 

bars. For instance, four measures become two by halving note values in measures 11-

14/11-12 (figure 2.15), two measures take the place of three in measures 17-19/15-16 

and four replace three in 20-23/17-19. The rest of the build-up is also shortened by two 
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measures. The same holds true for the respective section in the recapitulation affecting 

measures 513-516/441-442, 519-521/445-446 and 522-524/447-448.^^ 

Figure 2.15: A shorter build-up as a result of rhythmic diminution, wind instruments only 
1873 and 1877: Symphony No. 3 in D minor, First Movement, mm. 11-23 and rtmi. 11-19 

dm 

> 
> 

4 

AMm7/D 
V7 

dm 
i 

-T  ̂

AMm7/D-
V7 

f r,= |f 

AMm7/D 
d: V7 

- dm AMm7/D 
i V7 

17 IS, 

AMm7/D -
V7 

- dm AMm7/D 
i V7 

^'Xhe changes throughout this analysis correlate with those suggested by Gault unless otherwise 
specified. In addition, the current study has been expanded with a focus on harmonic as well as formal 
changes. 
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First Theme 2 is also affected by shorter note values and measures that are 

combined. Bars 38-39 become m. 32 and the silent measures of 45-46 become only one 

in bar 38. Throughout the revision process, many of the silent measures were deleted. 

The harmonized statement of First Theme 1, like its predecessor, show that bars 48-49 

are combined to form bar 40 in 1877 (figure 2.16). 

Figure 2.16; Measures condensed 
1873 and 1877: Symphony No. 3 in D minor, First Movement, mm. 48-49 and m. 40 

I. .  - t t  
a. 
S—r 

•fm 9 
s 

IL_e— 

AM 
d; V 

dm 

In the original score, measure 68 is cut from the 1877 score, its content was a 

DM tonic chord, which brings about a major to minor shift in the next bar. The passage 

begirming in 69/59 consists of a descending chromatic line, the first of many descending 

and ascending lines in this symphony. The end of this passage marks the end of the (b) 

section and both versions are similar in construction with a heavy emphasis on rhythmic 

motive Y. 

One difference between the two, as a result of the deletion of bar 68, is the 

change in mode between the first two measures, which means that the major to minor 

shift that was eliminated earlier is actually just relocated. Another difference is the 

combining of mm. 76-77 into m. 66, one more example of compacting music (figure 

2.17). Also, a measure of rest is added after m. 67 in the 1877 score, essentially 

creating a dramatic breath between contrasting sections. 



Figure 2,17; Descending bass line, ten measures 
1873; Symphony No. 3 in D minor, First Movement, mm. 69-78 

f  f  r  r r  f  r  f  
H 
f T r r f  r  

>  
n. 

f  f  f — —  

> >  2 £  

dm FM®b FM4 
6 

III 1114 

F: DPC 

vii /V 

bbm 
o4 <J7 

FM6 b2 g 

16 vii2/V ii 

FM 

1 

FMM 
.7 

m  

FM/Eb dm FM/Db BbMM 

d: 1114 DPC 

Figure 2.17; Continued; Descending bass line, ten measures shortened to nine 
1877; Symphony No. 3 in D minor, First Movement, mm. 59-67 

A 

DMM DM/C 

i' 

DM b bbm 
o4 

vii 2 / V  F; iv 

FM6 FM FMM 

vii2/V ii I D: 16 
o7 

F: viiA  ̂Enho7 
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Figure 2.17 Continued 
64 65 , , 66 , 67 
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^ tfl  1 
F: I VI 1 14 d: vi VI iv6 V 

6 
d: 1114 DPC 

The second statement of both themes in D minor incorporates a harmonic 

progression that is based on chromatic bass movement. Beginning in bar 79/69 the 

progression is as follows: AM (V), BbMM^2 (i^4 with added sixth), (i^4 with added 

sixth), amm^ (v^) and finally reaches the V' in bar 99/83. Two measures of the AM 

chord are cut from the original version leaving six measures as opposed to eight. The 

progression is maintained in the 1877 score, however the rhythmic values of motive X 

are halved, leaving four measures in the place of eight in bars 91-98/79-82 (figure 2.18). 

The integrity of the harmonic sequence in these measures is kept intact, only shortened. 

In the second build-up, the motive X rhythms in the flute between mm. 73 to 83 

have been carried over fi^om the 1876 version and the rhythms are once again affected 

with the diminution of motive X in bars 99-106/83-84 (figure 2.19). The latter version 

consists of rhythms that are one quarter of the original's rhythmic values, in turn 

making two measures the equivalent of eight. The remainder of the build-up is also 

shortened fi^om twelve measures to only four. 
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Figure 2.18; Chromatic bass movement, motive X, eight measures, wdnd instruments only 
1873; Symphony No 3 in D minor. First Movement, mm. 91-98 

d; i4 w/ added sixth 

Figure 2.18 Continued; Chromatic bass movement, rhythmic diminution, motive X, four measures, wind 
instruments only 
1877; Symphony No 3 in D minor. First Movement, mm. 79-82 

2' ''J 

•J S" 

itrrr. 

S" f . r-  J -I '  

—r—^ If iJ- L J ̂ ^ J J 

ty -

b 2 
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i4 w/ added sixth 

- amm -

.,7 

Figure 2.19; Rhythmic diminution, eight measures become two, wind instruments only 
1873 and 1877; Symphony No. 3 in D minor. First Movement, mm. 99-106 and mm. 83-84 

Horn in h 
FHom 

AMm' AMm 



First Theme 2 ends loudly with a deceptive cadence modulation to Bb major at 

the same time that the harmonized statement of First Theme 2 begins. As before, the 

theme is shortened with the combining of mm. 120-121 into m. 90. Also in these 

measures, the three chords are a dominant seventh, B diminished triad, and tonic chord. 

In the revised score, the progression is changed to a leading tone seventh chord and the 

tonic, thus eliminating the passing chord (b°). First Theme 3 goes through Ab 

minor/major before reaching Bb minor for the transition to the second theme group. 

In the transition of the original, the horn enters on an f' and is unaccompanied 

for one measure until the woodwinds enter, completing a Bbmm'^3 sonority for two 

measures (figure 2.20). In bar 131, the Bb becomes a B natural, changing the chord to a 

DbMm^5 sonority, a Gr6 in the second theme key area of F major. 

The revised version differs in that the horn entrance is one measure later and 

unaccompanied for two measures. Also, measure 129 is eliminated and the woodwinds 

n 
enter with the Gr6, surpassing the Bbmm sonority and creating a more direct route to 

the second theme key area. In addition, measures 131 and 132 are reversed creating 

two consecutive measures where the flute emphasizes motive Y rather than the 

antiphonal effect accomplished between the flute and horn as found in the first 

30 version. 

^°Gault suggests that measure 132 is actually cut from the 1873 score. The elimination of 
measure 132 would create the two consecutive measures of motive y in the flute, however, the sonorities 
are inconsistent and would only leave 3 measures of the DbMm7 sonority rather than the 4 that are 
actually present. 
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Figure 2.20: Transition 
1873: Symphony No. 3 in D minor. First Movement, itmi. 128-134 

Flute, Oboe, Clariwt 

131 

HornuiF 

bbmm3 DbMmS 

F: iv3 DPC 

Figure 2.20 Continued: Transition shortened with the elimination of a chord 
1877: Symphony No. 3 in D minor, First Movement, mm. 97-102 

97 98 

Flute, Oboe, Clarinet 

VPP 
Horn In F 

tVP 

"P" 
bb: V 

F: I DPC 

DbMinS -

F: Gr6 

The majority of changes in the first theme group were associated with rhythmic 

diminution in an effort to essentially speed up or intensify the build-up. The combining 

and eliminating of measures does not disrupt the overall flow, rather the changes result 

in a more direct approach to the harmonic content. Also from a harmonic standpoint, 

passing chords are eliminated and progressions are made more logical in most 

sitiiations. 

The second theme group in 1877 begins much like the original except that the 

dominant pedal in the bassoon has been removed, as well as the woodwinds in mm. 



141-146/109-114. To compensate for this, the clarinet and oboe enter in measure 117 

where the clarinet doubles violin 2 and the oboe has motive Y every other measure. 

Figure 2.21 illustrates how several changes in the revised score occur 

simultaneously. Harmonically, the supertonic chord on the second half of measure 118 

replaces the dominant in bar 150 and also the dominant in the 1877 score is lengthened 

by two beats. After the modulation to Cb Major in both scores, the new dominant is an 

augmented triad, a stylistic harmony used by Bruckner. Also retained in the latter score 

are the two rapid modulations to G minor and F minor and the third relation between the 

dominant six-four and the AbMm''2 sonority. In the revised version, the AbMm'^2 chord 

is extended for four beats before leading to the secondary leading tone chord in bar 128. 

From a melodic perspective. First Theme 2 is transferred in fragmented form, from the 

horn to the violin in 1873. 

On the other hand, the revision is orchestrated in such a way that the theme is 

exclusively a horn melody and although it is still fragmented, the latter version is truer 

to the original first two measures of the theme. Also, beginning in measure 152/121, 

the violin and cello take on opposite roles from one another. The viola part is stripped 

of all embellishment while the cello becomes more ornamental in the 1877 score. The 

more highlighted role of the cello is an ongoing trend in this symphony that can be 

traced back to the more difficult rhythmic responsibilities assigned to that instrument in 

the 1876 version. 

Another difference is that the chromatic descending line that began in bar 155 is 

cut short in the next score as a result of the extended AbMm''2 sonority. In addition, the 



60 

woodwinds and horns are done away with and replaced by the trumpets in mm. 156-

158/125-126; however, a new oboe part begins in m. 130. 

Figure 2.21: Second Theme 2 
1873: Symphony No 3 in D minor. First Movement, mm. 150-158 
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Figure 2.21 Continued: Second Theme 2, harmony altered, music extended 
1877: Symphony No 3 in D minor. First Movement, mm. 118-128 
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The changes to the second theme group go beyond the rhythmic diminution and 

harmonic clarification found in the first theme group. This is demonstrated by the use 

of less fragmented orchestration in First Theme 1 along with the adding rather than 

subtracting of measures. The extended length of the sonorities has its consequences as 

well. First, a definite departure fi-om the continuity of the descending line passage of 
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the first version becomes apparent. This however is only a product of what Gault refers 

to as making periodicity more regular.^' As a result, the phrase length has been 

changed from an irregular 7 measures to two 4 bar phrases. 

Second Theme 3 is also varied both melodically and harmonically in the 

revision of 1877 (figure 2.22). The theme presented in the cello is shortened from 11 

measures to 9, eliminating the rests. In addition, the theme becomes increasingly more 

syncopated as well as embellished with eighth notes. Syncopated rhythms were first 

introduced in the rhythmic changes to the 1876 score. Both versions begin with a 

supertonic seventh chord in the key of Cb major. The two chords to follow the 

supertonic seventh are each accomplished by the changing of one chord tone within the 

sonority by a half step, as a result creating more dissonant harmonies. In other words, 

the DbMm' (Db-F-Ab-B) becomes a Dbmm' (Db-Fb-Ab-Cb) and in turn becomes a Bb 

half diminished 7^ (Bb-Db-Fb-Ab) sonority. This type of evolving harmony can be 

traced to the transition of the first version. The ii^5 lasts for an extra bar in the revised 

score and both versions reach a secondary dominant seventh chord in bar 163/133, 

which alternates for two measures with a supertonic chord in the key of Bb minor. 

The harmony differs more drastically between the two versions in the measures 

to follow. In Bb minor of the original version, a CFr6 (Fr6) lasts for one measure, 

followed by a C half diminished seventh (ii^5), for two measures. An a°^ continues for 

two bars and the progression ends with the correct spelling of the leading tone seventh 

chord in the next key of E major. In the 1877 score, the CFr6 chord is delayed by one 

^'Gault, "Bruckner's Concept of the Symphony," 411 
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measure and the content of measure 135 is now a secondary dominant seventh. The 

revised version relies more on secondary dominant chords and the modulation to E 

major is delayed. 

Figure 2.22: Second Theme 3 
1873: Symphony No. 3 in D minor. First Movement, mm. 160-170 
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Figure 2.22 Continued: Second Theme 3, melodically revised, harmonically altered 
1877: Symphony No. 3 in D minor, First Movement, mm. 129-137 
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In preparation for the change in key, the leading tone chords that appear in bars 

168-169 of 1873 are transplanted to bars 137-140 in the latter score. The new key of E 

major is established in m. 171/141 as the trombone is added to replace the woodvsands 

while the bassoon doubles the cello. Second Theme 2 is also altered in the hom, and 

the bassoon comes in at measure 144. The texture becomes lighter in the woodvwinds 

with the elimination of the doubled parts. 
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A fragmented Second Theme 2 is also slightly changed in the 1877 score. Both 

versions feature a development of Second Theme 2, meaning that the running eighth 

notes of that theme are repeated and sequenced in order to get back to the main key of F 

major from E minor. In the revised version the repeats have been eliminated and there 

is less of a thematic development, however both editions retain the major to minor shift. 

As figure 2.23 shows, the rest in bar 149 provides a much more fragmented melodic 

line, creating some obscurity of the theme. 

Figure 2.23: Development of Second Theme 2 
1873; Symphony No 3 in D minor. First Movement, mm. 179-182 
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Figure 2.23 Continued; Second Theme 2, two measures eliminated, fragmented melodic line 
1877: Symphony No 3 in D minor. First Movement, mm. 149-150 
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The return to F major begins with the absence of the flute, the replacement of 

the horns with the trombones, along with the oboe and clarinet, doubling violin 2. The 

build-up to the third theme is intensified in the 1877 version with a full tutti, the 

addition of the trumpets and trombones, and rhythmic motive Y in every instrument 

except for the Bb horn. 

A twelve measure dominant complex begins in both versions at 193/161, 

emphasizing dominant IS***, 11***, and 9*^ chords. The 13*'' chord from measure 200 is 

cut from the 1877 version but the dominant seventh lasting for four measures is 

consistent in both versions. An added measure in 162 of the 1877 version includes a 

tonic six-four and secondary leading tone chord (figure 2.24). 

Figure 2.24: Measure added in 1877 
1873 and 1877: Symphony No. 3 in D minor, First Movement, mm. 193-194 and mm. 161-163 
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The third theme differs only slightly between the two versions. The trumpet is 

added to the texture, the bassoons are divisi at the octave starting in m. 205/173, and the 

woodwinds are missing from mm. 205-208. The (a) section unison ends in bar 212/180 

and the (b) section begins with a trumpet fanfare on a leading tone seventh chord in the 
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key of D minor. The third theme unison is restated and becomes a chorale at bar 

235/203, beginning in Db Major and then to C Major. A difference in harmony 

includes the replacement of an EMm' for an Em chord in m. 239/207 (figure 2.25). The 

change in harmony in 1877 is more logical because an EMm7 (V%i) replaces an Em 

(iii) from 1873, which is preceded by an Am (vi) in both scores. Thus, rather than the 

awkward progression of vi - iii in 1873, the secondary dominant provides a dominant 

•J relationship (Am - EMm ). The new secondary dominant then resolves correctly to the 

vi in the new progression of V'/vi - vi. 

Figure 2.25; Bass line, harmony, addition of a secondary dominant 
1873 and 1877: Symphony No, 3 in D minor. First Movement, mm. 238-239 and mm. 206-207 
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A few key changes exist in the measures leading to the codetta. In the 1873 

version, a modulation to A minor takes place in bar 242 and is followed beginning in 

bars 243-244 with the progression: CM (VI) - am (i) - amm''2 (1^2) - dm6 (iv6) - BFr6 

(Fr6) and ending in bar 245 with the dominant in A Major (figure 2.26). On the other 

hand in the revised score, there is not a modulation to A minor from C major. Rather, 

measure 212 consists of an em^ and FMM^ which flmction in C major as a iii^4 and IV7. 

Here the FMM chord is the pivot and functions as an N7 in E major, and is followed by 

the tonic in that key for eight measures. This EM chord in bar 245/213 is prolonged in 

the 1877 version for six measures, featuring First Theme 1 in inversion. These 



67 

differences show that a change in mode in the 1873 score is replaced with a modulation 

in 1877. 

Figure 2.26: Change of mode 
1873: Symphony No. 3 in D minor, First Movement, mm. 243-245 
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Figure 2.26 Continued: New modulation 
1877: Symphony No. 3 in D minor. First Movement, mm. 211-213 
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The codetta begins in bar 247/221 in A major with a shift in mode to A minor at 

bar 251/225. The trumpet is added to the texture in mm. 229-230, and measures 256-

257 are consolidated into bar 230 and measure 266 is repeated in bars 239-240 (figure 

2.27). The flute enters in m. 244 with motive Y and F major returns in m. 245. 
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Figure 2.27: Two measures become one 
1873 and 1877: Symphony No 3 in D minor. First Movement, mm. 256-257 and m. 230 
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The transition to the development has been shortened by four measures by 

means of juxtaposition. The horn part is placed in such a way that it occurs 

simultaneously with the held sonorities in the woodwinds and strings. A typical major 

to minor mode shift is also present in both scores. The result of this alteration is a 

twelve bar transition as opposed to sixteen measures (figure 2.28). 

Figure 2.28: Transition, sijcteen measures 
1873: Symphony No 3 in D minor. First Movement, mm. 285-300 
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Figure 2.28 Continued; Transition, twelve measures, juxtaposition 
1877: Symphony No 3 in D minor. First Movement, mm. 259-270 
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The section that has the most significant differences in this movement is the 

development section. There are a total of 46 measures less in the second version when 

compared to the first and this is the result of adding, or omitting measures or entire 

passages. The development can be divided into five sections and in sections 4 and 5 

alone there are 34 less measures in the second version. These differences are discussed 

below. 

The first section of the development begins as the movement did with a build-up 

of motive X in original and inverted form, including several entrances that were 

originally first added in the 1876 version. The passages of motive X are in alternation 

with First Theme 2. The key scheme of the first section shows a pattern of down a third 

occurring three times in succession, which is then repeated transposed up a step. In 

other words: F minor - Db major - Bb minor - Gb major - G minor. 

The first change in the development is the shifting of parts in the orchestra. In 

the first version, the tonic pedal in the bass instruments begins on the downbeat of 

measure 301 and the arpeggios in the second violin come in on beat three. In the 

corresponding place in the second version, the pedal takes place one measure later. The 



70 

same holds true for bars 317/286. This one measure shift is a direct result of the added 

entrances of motive X in the 1876 score, an effort to make the texture more 

contrapuntal. Also, at the close of section 1 of the development in 1873, five measures 

(bars 329-333) are compressed to make two bars (299-300) in 1877, and a fermata 

replaces the rests between sections (figure 2.29). 

Figure 2.29: Five measures become two 
1873 and 1877: Symphony No 3 in D minor. First Movement, mm. 329-333 and mm. 299-300 
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Section 2 begins in A minor at m. 333/300 and relies on the build-up of motive 

Z in its original and inverted form. The accompaniment has changed from straight 

eighth notes to a pizzicato eighth note-eighth rest figure, another example of more 

articulated rhythms. The horns are removed from bars 301-308 and upon their return in 

m. 309 have been changed to a descending fifth pattern rather than motive Z in 

diminution. The bassoon is omitted beginning in bar 340, which includes its 

descending scale passage from mm. 342-344, a part that has been left exclusively to the 

strings. A new figure in the woodwinds begins in bar 317 and again in 321 and a 

modulation to C minor in m. 356/323 coincides with the addition of the trumpets and 

trombones in bar 323. 
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Along with the modulation to the key of C minor, the progression has also 

changed. Originally, the new tonic began on the second half of m. 355 and in the next 

measure a submediant chord lasted for three beats (figure 2.30). There is a Fr6 on the 

fourth beat and resolves to a root-positioned dominant for the next two measures, bars 

357-358. On the other hand in the 1877 version, the tonic on beat three of measure 322 

is followed by a Gr6 in the next two measures that passes through a 1^4 to arrive at the V 

in bar 326. Part of this new progression is the result of measures 357-358 being cut 

from the 1873 score. 

In the measiires to follow, an alternation between the dominant and submediant 

lasts for three measures (bars 326-328) in the revised edition instead of four in the 

original (bars 359-362). A Gr6 for four measures replaces four measures of an AbM 

and one measure of an A diminished seventh chord before both lead to a CbMm'*2 (Gr7) 

in the key of Eb minor. The AbM is a VT in C minor and a IV in Eb minor, a chromatic 

pivot chord modulation. The modulation in the revised version is rather a third relation 

between the AbMm^ and CbMm'^2 chords. These specific modifications are intended 

to increase the duration of the augmented sixth chords to help intensify the upcoming 

build-up as well as create a more opportune place for the modulation. 

As was seen earlier this chapter, the rhythmic changes in the 1876 score heavily 

influenced the measures between 325-376 in the 1877 version. This build-up to the 

third section of the development can be rhythmically traced to the 1876 score, however 

a change in harmony is first present in 1877. In the 1873 score between bars 368 and 

376, the CbMm''2 sonority, a Gr7 in Eb major lasts for three measures followed by a 



leading tone seventh chord in D minor (c"®^ 2) for four measures and an AMm^7 (V^7) 

for two measures. This chord sequence is changed in 1877 between measures 333-342. 

The CbMm'^2 sonority lasts for 1 measure followed by an a"^ in the next bar where both 

chords are in alternation within the bar for two measures, two beats each. Another key 

change takes place for the next two measures, an alternation of CMm''2 and which 

function in D minor as a VII'^2 and viio'^2. Next, there are 3 Va measures of a c#°^ 2, a 

viio''2, and finally AM (V) for one beat. The new progression is more complex and 

shorter by one measure. This new approach of intensifying the climax alludes to the 

corresponding section of the1889 version where this idea is even more thoroughly 

developed (see figure 2.47). 

Figure 2.30: Build-up, bass movement, and harmony 
1873; Symphony No. 3 in D minor, First Movement, mm. 356-376 
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Figure 2.30 Continued; Build-up, bass movement, change in harmony and modulation 
1877: Symphony No, 3 in D minor. First Movement, mm. 323-342 
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Section three of the development begins with First Theme 1 in a full tutti and at 

a triple forte dynamic level. Only dominant and tonic chords are present from mm. 

393/359 until 406/372 in the home key. The harmony in both versions is consistent 

n 

until bar 416/382 where the chord is an AbMm , a V7 in Db major. In the original, 

there are modulations from Db major to Ab minor to E Major. 

In 1877, the key of Ab minor is not reached in this series but rather there is a 

modulation directly to E major via third relation where the EM chord lasts two extra 

measures. In both scores. First Theme 2 begins on the Neapolitan and modulates to Ab 

major. The outburst of motive X to follow marks another major to minor shift where 
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the rhythms are in diminution in the revised version. This pattern is repeated with the 

Neapolitan of Ab and another third relation, this time to a dominant seventh of the 

upcoming key of F Major. Also, as was previously mentioned earlier, measures 409-

424 contains the rhythms from the 1876 version. Fewer keys and a more direct path to 

the fourth section have fueled the changes in these measures. 

Section four is illustrated in figures 2.31 and 2.32, and it shows material from 

the second theme. In the 1873 version, the triplet duplet rhythm is sequenced in a build

up beginning in m. 450 where the texture is thickened and the music moves from F 

major to D minor to A minor, ending up in D minor to coincide with four measures of a 

climactic diminished chord in measures 455-458. Section five begins with two silent 

measures followed by a timpani solo on the dominant pedal, which ushers in a dominant 

complex and the retransition. The music in section four is tutti and loud which is in 

stark contrast to the sparse texture and subtle dynamics of section five. The 1877 

version (figure 2.32) by comparison is much shorter and does not have the build-up of 

the original. Here, section four begins similarly to that of the earlier version but with 

the addition of the horn motive. 

Figures 2.33 and 2.34 show where the two versions once again coincide. Both 

feature the opening motive from the first theme of Bruckner's Second Symphony, 

which alternates between the wind and stringed instruments. Harmonically, both 

versions contain nearly the same sonorities with the exception of the F+m^5 taking the 

place of the original FMm^5 in measure 470/416. There is also consistency in the keys 

and use of third relations in each. However, a rhythmic difference in the Second 
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Symphony motive shows the 1873 version in half notes while the 1877 version has a 

dotted half to quarter note rhythm (this rhythm is more accurate with the original 

Second Symphony motive, see figure 2.36). 

In the 1873 version, the last twenty-four measures of section five features a 

chorale that emphasizes third relations with a modulation from F major to D minor in 

preparation for the beginning of the recapitulation. On the other hand, the 1877 version 

is only eight measures in length and relies strictly on the rhythm of the Second 

Symphony motive. This rhythmic motive begins in the bassoons and bass, enters a 

measure later in the brass instruments, and finally is syncopated in the horns. 

A closer look at this material can help determine why these specific changes 

have been made in the 1877 score. Measures 450 to 458 were shortened to mm. 412-

414 thereby eliminating the build-up, which was most likely seen as expendable due to 

its repetitiveness. As was mentioned earlier, the deletion of silent measures was 

commonplace accounting for the termination of bar 459 and 460. A quote from Tristan 

is found in mm. 461-468 and is removed in the second version (figure 2.35). Beginning 

in m. 463, the "Love Death Motive " is evident in the half notes, although in this quote 

the second and third half notes are tied in the symphony where they are not in the opera. 

The probable reason for the tie is to partially conceal the tribute and to emphasize the 

motive entrances to follow. The deletion of the Tristan quote may have also 

contributed to the rhythmic change of the Second Symphony motive. Both motives are 

in half notes and compliment one another rhythmically, however, when the "Love 



Death" motive was eliminated, the rhythm of the Second Symphony motive was 

altered. 

Both versions retain the eight bar phrase beginning in m. 469 (1873) and m. 415 

(1877). This material, as has been mentioned, is a self-quote. Self-quotes, incidentally, 

are for the most part maintained in the subsequent versions. The short transition in mm. 

477-478 introduces the next idea and is done away with because it is not present in the 

1877 version. 

The chorale-like passage in measures 479-488 is also a quote, the "Sleep 

Motive" from Die Walkiire, (figure 2.37) and has probably been deleted here because of 

that tribute, again an effort by Bruckner to appease his critics. The "Sleep Motive" is in 

the top voice of the chorale and descends by half step. The accompanying harmony, 

when not third related, is consistently major triads a half step apart. This relationship 

correlates with the first three, and fifth and sixth chords from the quote. Measures 489-

496 contains transitional material that is constructed in a way that is similar to the 

"Sleep Motive " in the first version and is transformed into the shorter mm. 423-426 in 

the second version where the Second Symphony motive is featured. Finally, measures 

497-502, the last build-up of the dominant before the recapitulation are condensed to 

four measures (427-430) in the second version. The retransition of the original begins 

vdth the dominant pedal in measures 461-470 and again in measures 489-494 and 497-

502, a total of 22 measures, whereas the pedal in the 1877 version is 18 measures less. 

Although these cuts shorten section five, the effectiveness of the retransition in the 1877 

score is questionable since the recapitulation comes as somewhat of a surprise due to 
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the lack of dominant preparation. In the preceding examples, the modifications have 

served the purpose of eliminating repetitions and quotes, summarizing extended 

passages, and simplifying harmonies. 
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1873 
Figure 2.31; Section 4 of the development, material from the second theme. 
1873 Version: Symphony No. 3 in D minor. First Movement, mm. 443-449 
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Figure 2.31 Continued: Section 4 continued with sequenced build-up 
1873 Version: Symphony No. 3 in D minor. First Movement, mm. 450-458 
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Figure 2.31 Continued; Quote from Tristan, mm. 459-468 beginning of the retransition in section 5 with 
a dominant pedal in the timpani. 
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1877 

Figure 2.32: Section 4 of the development, material from the second theme with the addition of the horn 
motive 
1877 Version: Symphony No. 3 in D minor, First Movement, mm. 405-411 
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Figure 2.32 Continued: Section 4 continued, nineteen measures in 1873 shortened to three in 1877. 
1877 Version: Symphony No. 3 in D minor. First Movement, mm. 412-414 
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1873 
Figure 2.33; Section 5 of the development, Second Symphony motive alternates between winds and 
strings. 
1873 Version: Symphony No. 3 in D minor. First Movement, nun. 469-478 
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Figure 2.33 Continued; Section 5 cont., chorale, third relations, and Neapolitan chords: "Sleep Motive 
1873 Version: Symphony No. 3 in D minor. First Movement, mm. 479-502 
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1877 
Figure 2.34; Section 5 of the development, Second Symphony motive alternates between wind and 
stringed instruments. 
1877 Version: Symphony No. 3 in D minor, First Movement, mm. 415-422 
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Figure 2.34 Continued: Section 5 continued, rhythm of the Second Symphony motive 
1877 Version: Symphony No. 3 in D minor. First Movement, mm. 423-430 
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Quotes 

Figure 2.35: Compare to measures 461-468 of the 1873 version. 
Wagner: Tristan undIsolde, Act 2, scene 2,"Love Death" mm. 1385-1388. 
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Figure 2.36: Compare cello part mm. 3-4 with mm. 468-476 of 1873 and mm. 415-430 of 1877. 
Bruckner: Symphony No. 2 in C minor, First Movement, mm. 3-6. 
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Figure 2.37: Compare to mm. 479-488 of the 1873 version. 
Wagner: Die Walkure, Act 3, scene 3, "Sleep Motive," mm. 1413-1417 
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The recapitulation unfolds much like the exposition with the condensing of 

measures in the first theme build-up. An entrance of motive X that was added 

originally in the 1876 version, appears in mm. 436-440 slightly altered (figure 2.38). 

The unison statement of First Theme 2 is excluded in both versions and the transition 

passes through the keys of D minor, C major, D minor, Bb major, and, C minor before 

D major. Measures 567-568 from the 1873 version, a repeat of the two measures that 

precede them, are cut from Second Theme 1 in 1877. The additions and omissions of 

instruments are consistent in the recapitulation as well as the added measure, bar 498, to 

the second theme. 

Figure 2.38: Horn in F, motive X 
1876: Symphony No. 3 in D minor, First Movement, mm. 508-512 
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Figure 2,38 Continued: Horn in F, motive X slightly altered 
1877: Symphony No. 3 in D minor, First Movement, mm. 436-440 

Similar to the exposition, the transition fi^om Second Theme 2 to 3 has 

imdergone changes in harmony and length (figure 2.39). The 1873 version shows a 

modulation from D minor to Ab major. In the 1877, bars 504-506 are better suited to A 

major with an eventual modulation to Ab major in 507. The added measure in 1877 

(bar 506) allows a smooth harmonic transition to the new key in 507. 

It is also interesting to note that the continuity of the descending bass line that 

was abruptly cut short in the corresponding section of the exposition is now continued 
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by means of transference from the cello to the violin. Also, the cello melody is 

extended by a half note with the addition of the extra, syncopated half note at 5073. 

These particular changes show that an effort was put forth to reestablish the descending 

bass line and the added sonorities in bars 505-506 delay the modulation to Ab major. 

Figure 2.39: Second Theme 2 
1873: Symphony No 3 in D minor. First Movement, mm. 585-588 
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Figure 2.39 Continued: Second Theme 2, music extended 
1877: Symphony No 3 in D minor. First Movement, mm. 504-508 
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The next two phrases differ between the two versions, namely, the sequence in 

Db major (bars 599-610/519-530) is extended in the 1877 version by two measures and 

the harmony is altered (figure 2.40). Measures 599-601 in 1873 are comparable to mm. 
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519-521 in 1877 where the harmony is consistent but the melody in 600/520 is altered. 

The 1877 version shows an alteration in the theme in this measure. Measures 602-604 

in 1873 are comparable to 522-526 in 1877. In 1873 these measures show a major to 

minor shift with a tonic DbM chord in m. 602 followed by a c#m (dbm) chord for two 

measures (603-604). The oboe part in the first version is only a fragment of the theme, 

which is then repeated in the minor mode in the violin. The 1877 version in the 

corresponding place does not have the major to minor shift but rather a series of tonic 

chords, tonics with added sixths, and dominants. Measure 524 shows a difference with 

a G half-diminished and C fiilly diminished sonority, each a leading tone chord to the 

dominant and tonic respectively. 

Bars 605-610 in 1873 are comparable to 527-532 in 1877 where Second Theme 

2 is repeated more in the later version. The first two measures of the theme are heard in 

the violin in bars 605-606 and in the cello in bars 527-528. Although both versions 

begin with two measures of the theme it is only in the 1877 score that the theme is 

repeated in the horn in Db Major and again in E minor. 

Figure 2.40: Second Theme 2 melody and harmony, twelve measures 
1873: Symphony No. 3 in D minor. First Movement, mm. 599-610 
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Figure 2.40 Continued 
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Figure 2.40 Continued: Second Theme 2 melody and harmony, fourteen measures, harmony altered 
1877: Symphony No. 3 in D minor, First Movement, mm. 519-532 
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The trombones are added to the tutti in the two bar chromatic ostinato in mm. 

533-536 in 1877 and the harmony in E minor has changed (figure 2.41). The chords in 

bars 611-612 are: a#°^ - em^4 - CM - em^4 with the functions of - i^4 - VI - i^4, 

and then repeated. In mm. 533-534 the sonorities are changed to; CMm'^2 - em^4 -

CMm^ - em^4 functioning as Gr7 - i^4- Gr6 - i^4, and then repeated. In both versions 

the last tonic chord is the pivot to the home key, D minor in 1873 and D major in 1877. 

The addition of the German augmented sixth chords is consistent in the trend to 

intensify climactic points in the movement. In the Finale of the revised version, the 

German 7 will be taken even further and serve as the building block of the climactic 

development. 

Figure 2.41: Bass Une, harmony, climactic point 
1873; Symphony No. 3 in D minor. First Movement, mm. 611-614 
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Figure 2.41 Continued: Bass line, harmony, climactic point, Gr7 chords replace secondary leading tone 
and submediant chords 
1877: Symphony No. 3 in D minor. First Movement, mm. 533-536 
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Two more changes include the cutting of two measures of the tonic ^4 chord 

from mm. 621-622 and the change in sonority in the next chord (bar 623/543) from a 
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dominant eleventh chord to a secondary dominant. Motive Y is again featured in the 

majority of instruments in the build-up to the third theme. 

The third theme is consistent in both versions for six measures until bar 637/555 

when the 1877 version continues in unison for ten measures as opposed to four in the 

original. In these additional six measures (bars 559-564), both Db major and E minor 

come into play while the first version remains in F minor. Both versions end on a CM 

triad but take different paths from this point to reach D minor in the coda. 

In 1873, there is a harmonized ascending chromatic scale, reminiscent of the 

exposition's first theme build-up that begins in F minor (figure 2.42). The scale is 

harmonized in the first version, bars 642-665 with CM (V), DbMM^2 (i^4 with added 

sixth), (f*2 (i^4 with added sixth), AbM6 (III6), Ab^ (IH^), and DbMm'^2 (Gr7). Next, 

in bars 649-650, a descending Bb minor scale in the trombone ushers in two measures 

of that sonority, a iv in the key. This is followed by two measures of a tonic ^4 chord in 

D minor and a leading tone seventh of the dominant in that key. The "root" of the g#°^ 

changes to a "G" in the next measure creating a o7-Mm7 modulation to B minor where 

the progression is Gr6 - i^4 - Gr7 in bars 654-656. A third relation between the GMm'^2 

and EM chord of m. 657 sets up eight measures of an EM (I) which then leads to five 

measures of an AM chord (I), in preparation for the Coda. 

In measures 566-587, the progression in the corresponding section of the 1877 

score is much less involved. This version begins with a descending, opposed to 

ascending, chromatic scale fi-om C, harmonized with a CMmm^7, AbM6, Ab^, 

DbMm'^2, and Bbm. Here the functional progression in F minor is, V^7 - III6 - III^ 
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and an enharmonic Mm7 modulation on the DbMm'^2 chord, a Gr7 in F minor and aV^2 

in Gb major, which is then followed by two mediant chords. The tonic Gb major chord 

is sustained for nine measures and is third related to the tonic in A Major, which lasts 

for five measures. The alterations to the third theme have simplified the harmonies as 

well as eliminate several modulations leaving a much shorter, less developed theme. 

Figure 2.42: Bass line, harmony, four different keys 
1873; Symphony No. 3 in D minor. First Movement, mm. 642-665 
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Figure 2.42 Continued: Bass line, harmony, three diflferent keys 
1877: Symphony No. 3 in D minor, First Movement, mm. 566-587 
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The coda in both versions starts out softly with a chromatic ostinato (C - B - Bb 

- A) in the low instruments along with a build-up of motive X (figure 2.43). In the 

1873 score, the ostinato prevails for twenty-three measures (674-696) before it is 

broken by an ascending chromatic scale in bars 697-703. This new figure basically 

demonstrates an expansion of intervals, which helps to create suspense until the tonic 



91 

chord in bars 703-706. After only four measures of the tonic, a bo^5 in 707-709 takes 

hold, which is the leading tone seventh chord that prepares First Theme 2 for C major. 

In the 1877 score, the ascending chromatic scale is removed and the original chromatic 

ostinato is in place for twenty-seven measures. Another difference is the fact that the 

last two sonorities at the end of the 1877 ostinato in bars 619-622 are BbM (VI) and 

g#°^ (Secondaiy LT) chords rather than the b°^5 in bars 707-709 of the 1873 version. 

Figure 2.43: Expanding intervals 
1873: Symphony No. 3 in D minor, First Movement, mm. 697-709 

697 698 699 700 701 702 703-704 705-709 

rV r ii' r r r If r*!' r r"^ r i^f'r r r"r r r' ' 
m2 M2 m3 M2 m3 M3 P4 M3 P4 A4 P5 A4 P5 P5 P8 P8 

At the end of the long climactic build-up, a contrasting First Theme 2 comes in 

at m. 710/622 (figure 2.44). Similarly to the first appearance of this motive, the key is 

C major and there is a modulation to D minor. In 1873, the flute and oboe descend 

fi-om "A" scalewise to "C#" where the horns then enter. The chordal and antiphonal 

material of measures 719-730, are reminiscent of the fifth section of the development 

when the Second Symphony motive and "Sleep Motive" were first heard. Even though 

the Second Symphony motive is present in the 1877 version in bars 415-422 (see figure 

2.36), the quote fi"om the current section is omitted just the same fi-om the score. This is 

probably because Bruckner felt that First Theme 2 from bars 622-627 could serve as a 

transition without the reiteration of the self-quote. 



Figure 2.44: First Theme 2 "Sleep Motive," mm. 710-730 in 1873 are comparable to mm. 622-627 in 
1877 
1873: Symphony No 3 in D minor, First Movement, mm. 710-730 
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Figure 2.44 Continued: First Theme 2, motives deleted 
1877; Symphony No 3 in D minor, First Movement, mm. 622-627 
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In the original version, the final section of the coda includes arpeggios in the 

strings, motive X in the brass and motive Z in the woodwinds. This last climax lasts for 

15 measures on a tonic chord. The revised score begins similarly, utilizing these 

motives but now they are in diminution by half Also, the duration of the final climax is 

increased by 8 measures and rhythmic motive Y takes effect for the last six measures. 

The extension of the final climax allows a grander finish to the first movement. 
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Table 1.12: 1889 Version First Movement 
Form and Key Table 

Exposition 1-258 
FT 1-100 ST 101-170 

(a)1-30 (b)31-66 (a) 67-86 (b) 87-100 (a) 101-122 (b) 123-138 

d: i d: d: V 87 F: g: 123 
c;/C; 41 a^'i/A*': 89 f: 109 c: 124 
d: 443 b": 923 G*'; 113 C'': 127 
e: 503 F; 97 C'': 121 b''; I3I3 
F; 54 
g: 563 
D: 59 
(F: 62) 
d: 66 

TT 171-216 Cod 
(a) 139-148 (a) 149-170 (a) 171-178 (b) 179-192 (a) 193-216 217-254 

E: 139 F; 149 f: d: 179 F; 193 A; 217 
D*': 153 g: 175 b'': 186 D'': 195 a: 221 
F: 157 C: 201 C: 223 

E: 209 a: 229 
E: 235 
A: 239 
C: 241 
F: 249 

Development 255-430 
Tr 255-266 (1)267-296 (2) 296-340 (3)341-404 (4) 405-414 (5)415-430 

FT a FTb  FT a ST a 2""^ Sym FT 

F: f: 
D*': 271 

a: d: F: B*'; 415 
f: 259 

f: 
D*': 271 F: 3OO3 g: 349 d: 411 D: 416 
b'': 273 d: 304 d: 357 F: 412 F": 417 
G^: 275 g: 3123 B'': 371 f: 413 A*': 419 
g: 28O3 E''; 3163 e'': 373 C: 420 
E^: 285 c: 319 a: 381 E: 421 
c; 287 e^: 329 D": 385 d: 423 
A'': 289 e: 331 E: 393 427 TimpV 
a: 2943 f: 333 

f: 334 
g; 335 
c^\ 337 
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Form and Key Table - Continued 

Recapitulation 431-590 
FT 431-482 ST 483-548 TT 549-590 

(a) 431-460 (b) 461-482 (a) 483-502 (b) 503-518 (a) 519-548 

d: d: 
c:/C; 4624 

D; e; 503 D^: d: 

d: 4663 
B''; 47O3 
c; 4723 
D: 481 

d: 489 
E^: 493 
A''; 501 

A: 504 A: 527 
B'': 505 e; 531 
Ab; 507 d: 537 
g: 511 D: 541 

F; 553 
D^: 555 
e: 559 
F: 579 
A: 583 

Coda 591-651 
(1)591-628 (2)629-651 

d: d: 
C: 623 
d; 6263 

The 1889 Version 

The final version of the first movement is by comparison very similar to the 

1877 version. Besides the occasional small changes to the voicing and minute rhythmic 

variations, there are only three sections that have undergone harmonic alteration. The 

ensemble has also changed in the 1889 version with the substitution of the trumpet in D 

for the F trumpet, however it is seldom the case where the different capabilities and 

range of the new instrument are exploited. Instead, the trumpet parts are for the most 

part the same as they had been in the previous version. One of the exceptions to this is 

that the trumpet has been added to the texture in the descending chromatic passage in 
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measures 59-67. Ultimately, the decision to replace the D trumpet with the F trumpet 

was based on Bruckner's own personal preference for the instrument. 

Following this descending chromatic passage, the first alteration can be found, 

and is in the spirit of the condensing of measures. Three measures are combined to 

create one in the repeat of the (a) section of the exposition making the two sections 

elided (figure 2.45). 

Figure 2.45: First and second statement, measures combined, rest eliminated 
1877 and 1889: Symphony No. 3 in D minor. First Movement, mm. 67-69 and m. 67 
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Just as the build-up to the third theme was altered in the second version, it is 

once again imder re-construction in the third version (figure 2.46). Measure 162 in 

1877 is new when compared to the 1873 version and was deleted in 1889, making way 

for the augmentation of motive Y in bars 159-160. Also, the added sixth to the tonic 

chord in the first half of 163/161 has been changed from a Db to a D natural. 

James H. Wilcox, "The Symphonies of Anton Bruckner" (Ph.D diss., Florida State University, 
1979), 305. 
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Figure 2.46: Build-up 
1877: Symphony in D minor, First Movement, mm. 159-164 
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Figure 2.46 Continued: Build-up, augmentation of motive Y, change in harmony 
1889: Symphony in D minor. First Movement, mm. 157-162 
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Figure 2.46 Continued 
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As was previously stated, the build-up to the third section of the development 

has undergone changes in every version. The final result in the 1889 score is a 

lengthened section that includes more modulations and a more heightened intensity than 

before (figure 2.47). In the 1877 version, Eb minor lasted for four measures in bars 

333-336 but this key is intact for only two bars (329-330) in the 1889 version. After 

this point, four more keys introduce a stepwise relationship from E minor to F minor to 

F# minor to G minor. The pattern is broken with a modulation to C# minor and finally 

to D minor. The harmony in each of the chromatic keys is similar and relies on the 

alternation of a Gr7 and leading tone to the dominant. The two chords are only 

separated by a half step, another common element of Bruckner's harmonic style as was 

seen in the transition between the first and second themes of the exposition. In addition, 

the modulation types for each of these keys, is accomplished by an enharmonic o7 pivot 

chord. In C# minor, the progression is exclusively the alternation of the supertonic 

seventh and Gr7 chords. Finally, an enharmonic Mm7 modulation to D minor shows 

two different dominant chords in that key, an AFr7 (V^b5) and AMm^ (V7). 

Modulations to keys that are a half step apart, as well as the extended use of the Gr7, are 
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indicative of the different style of writing that Bruckner would use in 1889 for the 

movements to come. 

Figure 2.47: Third section build-up, more modulations, greater intensity 
1889 Symphony No. 3 in D minor, First Movement, mm. 332-339 
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Figure 2.47 Continued 
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The third section of the development is changed once again in the 1889 version. 

Rather than the modulation from Bb major to F minor in m. 373 of the 1877 version, 

there is a modulation to Eb minor (figure 2.48). Motive X is featured in the bass, cello, 

and oboe with held notes in the viola and horns, and arpeggios in the violins. At the 

begiiming of the next phrase of the 1889 version bar 381, there is a modulation to A 

minor where only a Gr6 and supertonic seventh chords are present. A third relation 

between the FMm (Gr6) in A minor and DbM (I) in Db major begins the continuation 

of motive X in the key of Db major. The syncopated rhythms first introduced in the 

1876 score are in measure 385 (1889) in the flute and oboe while the brass instruments 

emphasize motive Y. Another modulation by third relation between the dominant in Db 

major and tonic of E major in bars 392-393 ends one twelve-measure phrase and begins 

another twelve-measure phrase. As a result of this new music in 1889, the sections of 

First Theme 2 that were part of the previous three scores have been eliminated in 1889. 

Also, rather than ending section 3 on a dominant seventh (1873 mm. 441-442, 1877 
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403-404) in preparation for section four and the tonic in F major, in 1889 the timpani 

instead has three measures of an "E," the leading tone to the key. 

Figure 2.48; New music, violins exempt 
1889: Symphony No. 3 in D minor. First Movement, mm. 373-404 
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Figure 2.48 Continued 
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Figure 2.48 Continued. Brass and timpani only, pedal on "E" 
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One of the consequences of the many alterations to the 1889 version is the 

change in phrase lengths. Gault suggested that one of the goals in the revision process 

was to make periodicity more regular, however, this is contradictory to the evidence 



found between the 1877 and 1889 versions.^^ The former consists of mostly four and 

eight bar phrases where the latter has a multiplicity of phrase lengths, which means that 

the periodicity is actually less regular as a result of the revisions. However, this 

coincides with Bruckner's later works that would incorporate a larger variety of phrase 

lengths, evidence that the composer was evolving in his conception of phrase 

construction.^'^ 

The final major difference in the last version is found in the third theme of the 

recapitulation and exemplifies the point on modified phrase lengths (figure 2.49). It 

was in this same section that the previous version was altered fi-om the original. In 

1877, the third theme unison was extended by 6 measures, completing an eight bar 

phrase. The 1889 version has been extended by 14 more measures and as a result the 

phrases are, two, eight and twelve measures in length as opposed to the eight bar phrase 

of 1877. Also, motive Y has been omitted from bars 561 and 563 in 1889 and the final 

sounding pitch is an "E," again a leading tone to the FM chord in the next phrase. 

Figure 2.49; Third theme 
1877: Symphony No. 3 in D minor, First Movement, mm. 557-564 
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Figure 2.49 Continued: Third theme extended unison, new phrase lengths 
1889: Symphony No. 3 in D minor. First Movement, mm. 557-578 
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'^Gault, "Bruckner's Concept of the Symphony," 411. 
^''Murphy, "Phrase Lengths," 39. 
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Figure 2.49 Continued 
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The section following the unison was different between the 1873 and 1877 

scores and is changed again in the 1889 version. The unison is followed by a loud tutti 

with First Theme 1 in the trumpets on an FM chord for four measures. Motive Y stands 

alone in bar 582 and a second tutti featuring First Theme 1 begins in m. 583 on a third 

related AM chord that lasts for five measures. The AM chord is the dominant 

preparation for the coda, which begins in bar 591. On matters concerning the length, 

this particular section has been shortened from 26 measures in the 1877 version to 12 in 

the current version. The last change in the 1889 score is the deletion of the final silent 

measure in the movement, which is a return to the absence of the silent measure also 

found in the 1873 version. 
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Chapters; SECOND MOVEMENT 

The 1873 Version 

The revisions to the second movement are in high abundance of formal and 

harmonic diversity. In this movement, new key relationships are established and it is 

also the first time that a new approach to developing themes is made apparent. The 

Neapolitan relationship is not limited to mere sonorities but is also found on the macro 

level, the evidence lying in the fact that the second movement is in Eb; a Neapolitan 

relationship to D minor. The form of the movement as can be seen on the chart is AB 

Dev. ABA Coda, where several themes are featured. 

Four different themes emerge as the main melodic material for the movement. 

The opening A section is in (a)(b)(c) form and the first theme to emerge is first stated in 

the strings and will be referred to as "Theme A-a" (figure 3.0). Motive X emerges in 

this movement from the second measure and is comprised of a dotted quarter, two 

sixteenths and a quarter note. Although the theme begins in Eb major there is a 

modulation to the minor subdominant (Ab minor) in bar five. Perhaps due to 

Bruckner's overwhelming religiosity, this plagal relationship is often used. More 

evidence supporting this assumption lies in the fact that the final cadences of the first, 

second, and fourth movements are all plagal. 
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Figure 3.00: Theme A-a 
Symphony No. 3 in D minor, Second Movement, mm. 1-8 
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The eight bar opening phrase is followed by a repeating scale-wise passage that 

will be labeled "Theme A-b" (see figure 3.11) and ends with a "Marienkadenz," the first 

of many in this movement (3.01). This quotation is taken fi-om many of Bruckner's 

own previous works, the first of which is found in his Ave Maria motet of 1856.^^ This 

half cadence is almost exactly the same in each respective voice part when comparing 

the Ave Maria with the Symphony (figure 3.02). The only difference between the two 

lies in the bass movement in bar 8/14. 

Wolfgang Kuhnen, "Die Botschaft als Chiflfre," 39. 
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Figure 3,01; "Marienkadenz" 
Bruckner: Ave Maria, 1856, mm. 8-9 

Figure 3.02: 1873: Symphony No. 3 inD 
minor, Second Movement, mm. 14-15 
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Following the two consecutive cadences in bars 14-19, a quotation from Tristan 

is foxmd in measures 22-31 (figure 3.04). According to Kuhnen, the quote is from the 

first three measures of the opera, which includes both the "Grief and "Desire" motives 

(figure 3.03). The ascending chromatic contour of the "Desire" motive is in the cello 

part (bars 22-23) although the rhythm is not the same. Also, a descending line in the 

viola in bars 22-24 is somewhat like the "Grief motive although it is not completely 

chromatic and less noticeable. 

Not mentioned by Kuhnen, is a figure that is similar to the "Yearning" motive 

from the opera that is in measures 23-24 and 25-26 of the symphony. In the opera 

(figure 3.3 bars 36-38), Wagner utilizes orchestration and register to portray the main 

characters. When the "Yearning" motive is in the woodwinds at a high register, this is 

in reference to Isolde. On the other hand, Tristan is referred to when the strings play at 

a low register. In the symphony between bars 23-26, Bruckner also uses an antiphonal 

effect similar to Wagner's portrayal of the characters. The differences in register still 
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apply, however the instrumentation is the opposite from Wagner's, where the 

woodwinds are lower than the strings. 

Bruckner adopts the harmony of the prelude in several ways. The variation of 

an augmented sixth chord, which includes an It6 and Fr6 in bar 36 of the opera, finds its 

resolution in the first half of bar 37. Likewise, the symphony includes a variation of an 

augmented sixth with a Gr6 and Fr6 that resolves to the dominant in bars 25-26, where 

the Gr6 in the symphony replaces the It6 in the opera. In addition, the strong chromatic 

passing tone on the downbeat that is so characteristic of the opera, as seen in bar 3 and 

37, is slightly altered by Bruckner in the symphony. Rather than a non-harmonic tone 

on the downbeat of bar 24, the tone is instead the root of a Fr6 sonority, which means 

that the Fr6 of the previous bar goes to another Fr6 sonority before reaching the 

unaltered dominant in the second half of bar 24. Here, the measures preceding the 

quote from Tristan and the theme that follows are designed in a way that that there is no 

real great contrast. For this reason, unlike the "Love Death" and "Sleep" motives that 

were omitted from the first movement, this particular homage has been retained in this 

section. 

Figure 3.03: Motives: Compare the "Desire" motive in bars 2-3 with figure 3.04 bars 22-23 in the viola; 
compare the "Grief motive in bars 1-3 with figure 3.04 bars 22-24 in the cello. 
Wagner; Tristan und Isolde, mm. 1-3 
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Figure 3.03 Continued: Measures 36-38 
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Figure 3.04: Motives incorporated into the symphony 
1873: Symphony No. 3 in D minor. Second Movement, mm. 22-31 

Yearning 
Strii^s 

Yearning 

I 

Grief 
•Viola 

u-

Desire 
CeUo u iii U £ 

Woodwinds 

Tristan 

ab: 
9 

V7 
9 V7A^ 7 ^ V v' iv6 Fr6 Vb5 iv6 Gr6 Fr6 

9 9 7  7  7 7  
RbMmM7 BbMmM7/Fb EbM EbMm dm6 BbFr6 (EbFrt) EbMnf dbm6 FbMm BbFr6 RbMm 

Isolde 

4 
GbMm2 

bb; Gi7 

4 
G«vim2 

Gi7 

6 
bbm4 

6 
14 

(FFr7) 

7 
(Vb5) 

FMm • 

The B section begins with a theme first heard in the violas (figure 3.05). 

"Theme B-a" is very chromatic and begins in the dominant key of Bb major with 

modulations to G minor, F# major, G minor, and A minor, before finally returning to 

Bb major. Two consecutive major-minor sonorities are found in bars 40-41 and the 
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tonic chord in bar 42 is the first of three consecutive third relations that end with an 

enharmonic major-minor seventh modulation to A minor in bar 45. The final 

modulation is also by enharmonic major-minor seventh from A to Bb major in bar 46. 

Figure 3.05; Theme B-a, melody in the violas, harmony 
1873: Symphony No. 3 in D minor, Second Movement, mm. 33-49. 
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The repeat of the (a) section shows the main theme in the bass and cello with 

syncopated accompaniment in the violins. The same keys of the first statement are 

maintained with the exception of a final modulation to Gb major rather than to Bb 

major. A second theme in the B section in Gb major, "Theme B-b" is contrary to the 

previous theme in that it relies on mostly root positioned triads and the harmonies are 

for the most part made up of primarily diatonic chords rather than the chromatic 

sonorities of Theme B-a (figure 3.06). 
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Figure 3.06: Theme B-b, mostly diatonic harmony 
1873: Symphony No. 3 in D minor, Second Movement, mm. 65-74. 

et 
" K 
J J J* 
•r r 

mp 

•F^ 
J J 

PP 

J lJ 
m 

Qb: 

ObM DbM ObM CbM DbM GbM CbM5 

I V I rv V I IV6 

04 ° 
^3 CbM ibffl GbM4 DbM ab: ibm EbM tbm 
o6 6 

VU5/IVIV ii 14 V i V i 

ab; IV 
ca?c 

.1. fj J vjl 
' r y , p J. ^^5 

i A > 

FbM OM 

VI in 

FbM6 c3 <fixn a>M4 ObM dbm AbM dbm eb dbm4 AbM 

.06 o4 6 
vU 3;^v iv Cb: 14 V db: i V 

C\x ii DPC - (Jo: IVCPC 
6 

14 V 

Despite the fact that the last tribute was carried over from the original version 

(see figure 3.04), the next quote from Tristan in bars 156-160 in 1873 was cut along 

with one of the major omissions of the 1877 version (figure 3.07). In bars 156-160 the 

harmony is again similar to that of the opera and the modulation sets up the main key of 

G major for the advent of the B section. 

Figure 3 .07: rmia« quote eliminated 
1873: Symphony No. 3 in D minor. Second Movement, mm. 156-160 
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The "Sleep Motive" in bars 266-269 is present in all four scores and is most 

likely maintained because it is also very similar to the music that surrounds it (figure 

3.08). As a matter of fact, the four measures that preceded the quote identified by 

Kuhnen may also be considered part of the quote itself Both the chromatic descending 

line in the top voice and the consecutive third relations are each qualities of the "Sleep 

Motive" (see figure 2.37) 

Figure 3 .08: Four measures prior to the "Sleep Motive" 
1873; Symphony No. 3 in D minor. Second Movement, mm. 262-265 
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Figure 3.08: "Sleep Motive," strings only 
1873: Symphony No. 3 in D minor, Second Movement, mm. 266-269 
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Table 1.13; 1873 Version Second Movement 
Form and Key Table 

A 1-32 Transition B 33-128 
(a) 1-8 (b) 9-192 (c) 193-32 (a) 33-48 (a) 49-64 (b) 65-78 

E''; e^: a"': B'': B'': 
ab: 5 C''; 11 A*': 20 g: 39 g: 55 69 

a*': 16 b''; 27 F*: 41 G^; 57 C''; 72 
g: 43 g: 59 d": 723 
a: 45 a: 62 F: 743 
B''; 463 G^: 64 

Codetta TR Development A 129-160 
79-88 89-90 (1)91-98 (2) 99-104 (3) 105-128 (a) 129-136 

F: F: G: C: 99 C: 105 E*'; 
G: 90 a: 94 a: 102 A"; 111 a^: 133 

A: 97 f; 119 
D''; 123 
E''; 127 

Trans B161-224 
(b) 137-1513 (c) 1514-160 (a) (a) 177-192 (a') 193-212 (b) 213-224 

b^: 137 D": G: 
c: 139 G: 160 e: 167 
d; 141 E^: 169 
E: 143 G; 175 
c": 148 
D'': 151 

E*': 177 d: D^: 
B: 183 F; 1933 E: 215 
f: 189 C: 195 c": 21 
d: 192 G: 197 A^; 21 

E^: 199 B*': 21 
e'': 201 
F: 202 
c: 203 
g: 206 
D'': 209 

A 225-256 
(a) 225-2562 Coda 2563-278 

E'': 225 f: 2433 G*': 248 e*': E*"; 273 
f: 2283 d; 245 e''; 253 C'': 262 
C; 232 a'': 246 A^; 266 
b^: 242 f: 247 a'': 271 
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Table 1.14: 1876 Version First Movement 
Form and Key Table 

A 1-32 
(a) 1-8 

E'': 
ab; 5 

Codetta 
79-88 

F: 

Trans 

b^: 137 
c; 139 
d: 141 
E: 143 
c": 148 
D'': 151 

Transition B 33-128 
(b) 9-192 (c) 193-32 (a) 33-48 (a) 49-64 (b) 65-78 

e'': a'': B*': B^: G^: 
C'': 11 A*'; 20 g: 39 g: 55 a*': 69 
a^: 16 b^: 27 F*: 41 G^: 57 C^: 72 

g: 43 g: 59 d^: 723 
a: 45 a: 62 F; 743 
B^: 463 G*': 64 

TR Development A 129-160 
89-90 (1)91-98 (2) 99-104 (3) 105-128 (a) 129-136 

F: G: C: 99 C; 105 E^: 
G: 90 a: 94 a: 102 A^: 111 a'': 133 

A: 97 f; 119 
D^: 123 
E^: 127 

B 161-224 
(c) I5I4-I6O (a) (a) 177-192 (a') 193-212 (b) 213-224 

D^: G: E^: 177 d: D^: 

G: 160 e; 167 B: 183 F: 1933 E: 215 
E'': 169 f: 189 C: 195 c": 21 
G: 175 d: 192 G: 197 A^: 21 

E'': 199 B'': 21 
e''; 201 
c; 203 
g; 206 
D*': 209 

A 225-256 
(a) 225-2562 Coda 2563-278 

E^: 225 
f: 2283 
C: 232 
b": 242 

f; 2433 
d; 245 
a'': 246 
f: 247 

G^: 248 
e'': 253 

e^: 

C'': 262 

A^: 266 

a^; 271 

E^; 273 
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The 1876 Version 

The alterations in the first movement of the 1876 version were for the most part 

concentrated in particular sections of the movement. The same holds true for the 

second movement but to an even higher degree. Most of the changes occur between 

measures 196-203 in the B section with Theme B-a and each of the modifications made 

in this particular area have been incorporated into the 1877 version. Once again, the 

1876 version is responsible for the initiation of modifying a section that will inevitably 

be changed in some way in each of the four versions. The alterations include new 

music that has been added, added and deleted tones, and changed voicings. 

Most of the changes do not affect the harmony since the changed tones remain 

diatonic to the current vertical sonority. However, in bar 202 with the addition of the 

trumpet, violins 1 and 2, and viola, the harmony is in fact altered from the original 

(figure 3.09). In 1873 the three chords in bar 202 are: BbM6 - GFr6 - CM. In Eb 

minor the BbM6 is the dominant, and also the pivot, a IV6 in F minor. The GFr6 

functions as a Fr6 that resolves to the dominant on the third beat. The modulation from 

Eb minor to F major is by diatonic pivot chord. In 1876, the chords in the same 

measures are; Gb"^4-GbM^4-f#*^3. In Eb minor the first two chords fimction in Eb 

minor as a in"^4 and 111^4; both are mediant chords. The W°^3 chord on beat three when 

respelled as an a°^5 functions as a vii'^sA^ in Eb minor. The original spelling is 

conducive to the key of C minor as a vii°^3A/^ and the modulation type is an enharmonic 

diminished seventh pivot chord. This change in harmony was mostly likely made to 

decrease the number of modulations in this section. 
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Figure 3.09: Harmony altered 
1873 and 1876: Symphony No. 3 in D minor, Second Movement, m. 202 
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Figure 3.10 shows how measures 196-203 compare between the 1873 and 1876 

versions. The instrument and specific type of change between the two are given, as 

well as a visual illustration. 

Figure 3.10: Individual parts in 1873 and 1876 compared 
1876: Symphony No. 3 in D minor, Second Movement, mm. 196- 203. 

1873 1876 

Bassoon - one new measure added 

F Horn - added measure and new voicing 

199 200 201 

H— rh 
MM 

Flute ~ single note added 

198 199 200 

I b, r 
201 



117 

Figure 3.10 Continued 
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Most of the amendments and additions in these measures are not in themselves 

extraordinary, but the fact that they are all concentrated in only a few measures shows 
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that Bruckner was interested in revising only particular sections of the original 

symphony. 

Only one of the remaining five changes to the 1876 score were incorporated into 

the 1877 score and can be viewed in the table below. 

Table 1.15: Remaining Changes to the 1876 Version in the Second Movement 
1876: Symphony No. 3 in P minor. Second Movement 

Instrument Part Measure Description Appears in 
1877 

Flute 124 Changed tone No 
Flute 170-173 Added part No 
Bassoon 179-180 Octave lower Yes 
Flute 231 Passing tone No 
Oboe 245 Embellishment No 
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Table 1.16: 1877 Version Second Movement 
Form and Key Table 

A 1-40 Transition B 41-181 
(a) 1-8 (b) 9-292 (c) 293-40 (a) 41-72 (a) 57-72 (b) 73-86 

E'': C: 9 A^; B^: 41 B^: G''; 
a'': 6 e'': 12 A^: 30 g: 47 g: 63 a'': 77 

15 b^: 37 F'': 49 G'': 65 C": 80 
a'': 23 g: 51 g: 67 d^: 8O3 

a: 54 a: 70 F: 823 
B^; 543 G^: 72 

Codetta Development B136-171 (Dev) 
87-97 (1)98-105 (2) 106-111 (3)112-135 (a) 136-151 152-171 

F: G: C; 106 C: 112 E*': d: 
G: 963 a: 101 a: 109 A^: 118 B: 142 F: 1523 

A: 104 f: 126 f: 148 C: 154 
D'': 130 d: 151 G: 156 
E^: 134 E'': 158 

e^: 160 
c: 162 
D^; 168 

Retransition A 182-227 Coda 2273-251 
(b) 172-181 (a) 182-193 (b) 194-207 208-2272 

D'': E'': E: 194 f: 
b^: 209 E: 174 f: 186 A^: 196 
f: 
b^: 209 f: 229 

c^: 175 A^: 188 C: 198 f: 211 g: 231 
A^: 176 189 f: 1993 d; 212 e'': 233 
B'': 177 C^: 190 C: 2OI3 a'': 213 C'': 234 

A^: 1913 d: 2022 G^: 215 A^: 236 
b'': 192 e; 2024 e'': 222 a'': 242 
D^; 193 a: 2033 E^: 244 

C: 204 
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The 1877 Version 

There are several changes to the 1877 version that affect the form and harmony. 

The first significant difference is found following the statement of Theme A-a in the 

first eight measures (figure 3.11). Theme A-b is found in bars 9-13 of the 1873 version, 

a theme that will be excluded in the 1877 score in this particular section. In measure 8 

7 7 
in the original score, the preparation for the Second Theme includes an abmm (i ) and 

f^S (i with added sixth) in the key of Ab minor. The latter is the pivot chord to Eb 

minor and is followed by a secondary dominant that resolves to a tonic six four chord in 

the next two measures. A diatonic pivot chord modulation takes place in bar 11 to Cb 

Major, the bVI key. 

In 1877, the first and last keys are the same but the section is expanded by 

means of more development and another modulation. Rather than the in the second 

half of measure 8, an FbM6 fimctioning as a VI6 is third related to the dominant 

seventh of C major in bar 9. The new key is in place for four measures until there is an 

enharmonic diminished seventh modulation to Eb minor. Another modulation two bars 

later results in the arrival of Cb major in bars 15-20, ending with a half cadence in 

measure 20. Like bars 14-15 of the 1873 version, the 1877 score includes the 

"Marienkadenz" in bars 21-22. 

The melodic material is also different between the two versions. The first 

version includes a sixteenth note figure that moves scalewise up and down (A-b). On 

the other hand, the 1877 version relies on a fi-agment of Theme A-a. Measure 3 of 

Theme A-a is developed in the 1877 version by alternating the original and inverted 
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forms of the theme. This type of development of the main theme is typical in this 

version and will amount to a completely new development section later in the 

movement. In addition, both the trumpet and trombone are added to the texture. 

Figure 3.11: Melodic material from Theme A-b 
1873: Symphony No. 3 in D minor. Second Movement, mm. 8-15 
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Figure 3.11 Continued: Melodic material from Theme A-a, music expanded, additional keys 
1877: Symphony No. 3 in D minor. Second Movement, mm. 8-22 
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Figure 3.11 Continued 
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The first quote fi-om Tristan has been changed only slightly to include longer 

held notes and more fragmented orchestration in 1877. After the quote, measures 30-31 

in the original have been combined to form bar 40. In addition, the silent measure 

separating the two themes has been eliminated (figure 3.12). 

Figure 3 .12; Measures combined, elimination of a rest 
1873 and 1877: Symphony No. 3 in D minor, Second Movement, mm. 30-32 and m. 40 
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The first statement of Theme B-a in 1877 is nearly identical to the earlier 

version with the exception of the doubling of the tune by the bassoon in mm. 49-56 and 

the Bb horn in mm. 57-72. Theme B-b is exactly the same until the end of the first 

statement. Originally, bars 89-90 in 1873 served as a transition fi-om F major to G 

major with a third relation between the tonic in F major and the dominant of G major 

(figure 3.13). In 1877 the modulation is more subtle because of the insertion of the 

chromatic Fr6 chord on the third beat of 96. In turn, the Fr6 then resolves to the 

dominant in bar 97. 



Figure 3.13: Modulation changes from a third relation to incorporate a chromatic Fr6 chord 
1873 and 1877; Symphony No. 3 in D minor. Second Movement, mm. 89-90 and mm. 96-97 
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The cello is added to double the viola in bars 116-119 in 1877 and comes in one 

bar early in 127. The most significant cut in the movement is between measures 129-

176 in 1873. This section includes the recapitulation of both Theme A-a and A-b, as 

well as the first statement of Theme B-a. The A section in bars 129-160 in the original 

included both theme A-a in mm. 129-136 and theme A-b in mm. 137-145. Theme A-b 

fi"om the 1873 version is made to be very chromatic by an ascent by half steps that 

involve the alternating of major-minor and major-major sonorities (figure 3.14). The 

keys are consistently up a whole step fi^om Ab to E minor. The second A theme is 

concluded with the first of two "Marienkadenz" that are heard in bars 146-147 and 150-

151. This is followed by music that is similar to bars 20-32 and includes another quote 

fi'om Tristan. 
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Figure 3.14: Theme A-b, major minor and major-major sonorities, woodwinds, violin 2, cello, bass (bass 
note is one octave lower) 
1873: Symphony No. 3 in D minor. Second Movement, mm. 137-144 
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The two versions once again coincide at m. 136/177 for the second statement of 

Theme B-a. The differences that take place beginning in m. 196/155 are influenced by 

the 1876 version because all of the additions made to the 1876 score are incorporated 

into this section (figure 3.15). The harmony in measure 202/161 is once again changed 
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to now include the following chords: Bb^, GbM^4 and This progression is 

similar to the 1876 version with the exception of the augmented dominant chord on the 

first beat. Both versions maintain the Gr6 of Am (vi) and show a modulation to Db 

major in preparation for Theme B-b in bars 172-180. The intricate contrapuntal writing 

in this section of all the versions proves to have some of the most complex harmonic 

associations in the movement. Also, bars 222-224, which were silent measures, are cut 

from the current version. 

Figure 3.15; New harmonies when compared to the 1876 version 
1873: Symphony No. 3 in D minor, Second Movement, mm. 196-206 
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Figure 3.15 Continued: New harmonies, music extended 
1877: Symphony No. 3 in D minor, Second Movement, mm. 155-171 
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The return of the A section brings about many changes. The first four measures 

of the first version present the main theme in Eb major (figure 3.16). A third relation in 

bar 228 ushers in F minor for three measures of the theme followed by a modulation to 
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C major. A dominant complex beginning in bar 232 incorporates both a fragmented 

theme A and a descending scale and reaches a climactic CM^4 (1^4) in bars 239-240. 

The 1877 version also begins in Eb major and Theme A-a is heard in bars 182-

185 (figure 3.16 1877). A modulation by third relation to F minor includes two 

measures of the theme in mm. 186-187 followed by another modulation to Ab major 

where only one measure of the theme is played. Bar 189 is a repeat of 188 in Bb major 

and a modulation to Cb major takes place in 190. The second half of Theme A-a is the 

material that is developed begirming in m. 191, both in original and inverted form. In 

that same measure, a modulation to Ab major by third relation lasts for two beats. Bar 

192 is in Bb minor, 193 in Db major, 194-195 in E major, 196-197 in Ab major and C 

major in m. 198, and F minor in 199-200. A string of three fully diminished seventh 

chords begins on the third beat of200 and a return to C major sets up a pattern of a 

leading tone seventh chord to tonic in D minor and E minor. The diminished seventh 

chords in succession show a trend by Bruckner towards parallel chords. In bars 200-

201, motive X is present in original, inverted and fragmented form. The key of A minor 

is reached on the third beat of 203 and a modulation to C major in bar 204 ends this 

development section. Motive X is repeated four times per measure in bars 202-205 and 

the climactic CM^4 (1^4) is present in bars 206-207. 
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Figure 3.16: Development section (violin 1 exempt) 
1873; Symphony No. 3 in D Minor, Second Movement, mm. 225-240 
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Figure 3.16 Continued 
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Figure 3 .16 Continued: New development section 
1877: Symphony No. 3 in D Minor, Second Movement, mm. 182-207 
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Figure 3 .16 Continued 
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Figure 3.16 Continued 
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Figure 3.16 Continued 
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Both versions come together at m. 241/208 for Theme A-b. This is the first and 

only time that the chromatic harmonies of this theme are present in the 1877 score. 

Other changes include that bar 249 is repeated in 216-217, bar 250 is repeated in 218-

219 and bar 254 takes place in 224-225. The end result is the expansion of three 

measures into six. Lastly, bar 261 is repeated in 232-233. 

The "Sleep Motive" is present in the 1877 version but is altered in m. 268/239, 

eliminating the EbM6 chord and including only the GMm^ chord (figure 3.17). Bars 

271-272 originally contained an Abm chord in the homs but in 1877 was changed to the 

strings with the simultaneous Theme A-a in the homs. In 1873, the movement ends on 
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an EbM sonority witli motive X in the clarinet and violin for the first half of bar 274, 

viola on the second half, and measures 275-277 include the repeating motive in the 

viola. A few changes exist in the last measures of the 1877 version concerning motive 

X. The clarinet is added v^th the motive in bars 245-247, meaning that it doubles the 

viola, which has been shortened by two measures. Also, the final EbM chord is 

extended by one measure as well as the addition of a final silent bar. 

Figure 3.17: "Sleep Motive," motive X, final bars 
1873: Symphony No. 3 in D minor, Second Movement, mm. 266-278 
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Figure 3 .17 Continued. "Sleep Motive," motive X, final bars, harmony altered, music extended 
1877; Symphony No. 3 in D minor, Second Movement, mm. 237-251 
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The revisions of the 1877 version show a trend in developmental writing that are 

in contrast to the original. The 'motive' emerges as an important unit that can be used 

to increase harmonic complexity as well as unite a section. This greater reliance on 

identifiable material may be based on Bruckner's admiration for Wagner and his ability 

to use motives successfully. This different approach that develops Theme A-a is 

directly responsible for the omission of Theme A-b from the first section in this version. 

Fortunately, this compensation helps to balance the movement in such a way that it can 

stand alone. However, the more severe cuts of the 1889 version have more of a 

detrimental impact, as will be seen in the pages to follow. 
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Table 1.17: 1889 Version Second Movement 
Form and Key Table 

A 1-40 Transition B 41-181 
(a) 1-8 (b) 9-292 (c) 293-40 (a) 41-56 (a) 57-72 (b) 73-86 

E'': C: 9 a": B^: B^: G^: 
a^: 5 e^; 12 A'': 30 g: 47 g; 63 a''; 77 

C'': 15 b^: 37 G'': 49 G^; 65 C^; 80 
a'': 23 g: 51 

a: 54 
B'': 543 

g; 67 
a: 70 
G": 72 

d': 8O3 

F: 823 

Codetta Development 98-153 A 154-199 
87-97 (1)98-105 (2) 106-111 (3) 112-141 (4) 142-153 (a) 154-165 

F: G; C: 106 C: E^: E^: 
G: 963 a: 101 a: 109 A'': 118 c; 144 f: 158 

A: 104 f: III2  f: 126 
D^: 130 
B'': 134 
d': 136 
E^: 140 

d'': 147 
E^: 1493 

A^: 160 
B^: 161 
C*': 162 
A^: 1633 
b^: 164 
D'^; 165 

Development Coda 
(b) 166-179 180-1993 1994-222 

A: 166 f: 180 e'': 
E: 167 b^: 181 C^: 206 
Db: 168 f: 1823 A''; 208 
C; 170 d: 184 a''; 214 
f: 1713 a''; 185 E^: 216 
C: 1733 G^: 187 
d: 1742 e^; 194 
e: 1744 
a; 1753 
C: 176 
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The 1889 Version 

The first 135 measures of the 1889 version are primarily the same as the 

previous version with only a few exceptions. Beginning in bar 41 at the B section, the 

music has been changed from sharps to flats. In bar 59 the clarinet enters with the 

theme and the false entrances by the oboe in bar 58 and flute in 61 have been 

eliminated. Also, the music for the flute and oboe labeled "solo" in mm. 66-69 is 

deleted and the bassoon drops out in bars 67-70. The result of these changes is that the 

embellishments have been done away with and the clarinet along with the bassoon, 

cello, and bass now play the theme. 

The first (b) section of large B is also relatively untouched in the 1889 version. 

However, the oboe is missing from bar 85 and the bassoon no longer doubles the cello 

and bass in mm. 109-111. Also, the horns that played an accompaniment role are 

removed from these measures and the start of the last (a) section shows that the oboe's 

chordal accompaniment is gone. A number of rhythmic changes have been made 

throughout this section but the harmony remains the same. 

The most significant change in the 1889 version lies between measures 136-152 

(figure 3.18). In comparison to the 1877 version, bars 136-143 were eliminated and 

measure 136 in 1889 is equivalent to bar 144 in 1877. Again, each of these is 

enharmonically different in that the former is in B major and the latter is in Cb major. 

An E diminished seventh chord in bars 148-149 is the leading tone seventh in the key of 

F minor. The A diminished seventh chord in the current score replaces bars 148-149, 

thus setting up the leading tone to the dominant in Eb major. In other words, bars 150-
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157 from 1877 are cut and the keys of F minor/major, C major and G major are never 

reached. Both versions are harmonically consistent in mm. 158-159/142-143 but then 

diverge after this point. 

An chord replaces the tonic ebm chord in the first beat of bar 144. This 

chord is the pivot to C minor as a leading tone chord to the previous sonority and the 

secondary leading tone to the dominant in C minor. The next modulation is to Db 

minor in bar 147, via linear motion. The final key of this section is reached in bar 150. 

A prolonged CbMm'*2 (Gr7) in Eb major sets up the following recapitulation, which 

begins in bar 154. It would have been necessary to modulate to Db major in order to 

accommodate Theme B-b, but since this section is cut (bars 172-181 from 1877), the 

return to the tonic key of Eb major is necessary. The new development section that 

was initiated in the 1877 version is held intact in 1889 with the exception of the clarinet 

being deleted from bars 163-166. 

Figure 3,18; New harmonies 
1889: Symphony No. 3 in D minor. Second Movement, mm. 136-153 
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Figure 3.18 Continued 

ff. 
"D" 

Eb: (V6 

ff 

1-0- l>l» 

¥ 

I 147 

"Bb" BbM BbMni2 gm 

V) V 
4 w2/y  

o7 4 7 
m AbMin2 cm6 DMm 

LT c: (Jr7 i6 V7A/ 
p7 

vii/V 
Enh o7 

o7 46 6 06 
b DbMin2 cm4 BM4 b 4 <Ibm6 

o7 6 
vii (Jr7/t i4 db: VI! viio6 i6 

148 

[T JP J' ^ ^ 

149 l> 

'ff * I' 

» i* 7: ^ •R • ' ^ 

52 

^1 

153 

dim. 

«. |i 

dim. 

1 

V 'cr' 
BT H 

r--
PP dim. 

^ M 
dim. m 

f f 

[ 

f—^ 
I PP dim. 

P ^ 

1 r * M 

6 06 ^ 
AbM4 AbMin7 c ftn6 CbMm2 "Gb" (EbM) 

, t 3 o 
^ 7 06 (I) 

db: V4 V vii Eb: ii6 Gr7 ' 



140 

Chapter 4; THIRD MOVEMENT 

The 1873 Version 

The third movement has the fewest alterations of the symphony. The scherzo 

begins with an eighth note figure (motive X) followed by a pizzicato bass that continues 

to build with the adding of instruments, for sixteen measures (figure 4.00). At this 

point, the first tonic chord sounds for 8 measures with the first theme of the movement. 

The next eight-measure phrase features the symphony's trademark Gr7/I, first in D 

minor for four bars and then in E minor for four bars. Surprisingly, the FMm''2 chord in 

bar 31 does not go to the expected EM chord but rather to a d#°^ sonority, a leading tone 

seventh chord in the key. Three consecutive major-minor sonorities in bars 34-40, 

(AMm'*3, BbMm'*3, and AbMm''2), are supported by two keys. In D minor the first two 

sonorities function as a V43 and Gr6 respectively. The AbMm'*2 in bars 37-40 is a Gr7 

in the key of C major that resolves to a tonic six-four in mm. 41-46. A descending C 

major scale in bars 41-47 ends on a DbMm'^Z chord in bars 47-48, which can be 

interpreted as the Gr7/I of the previous chord and goes by third relation to the 

Neapolitan (BbM) of A major in bar 51. 

Figure 4.00: Motive X 
1873; Symphony No. 3 in D minor, Third Movement 

Motive X 

J  3  »  p  ^  P  ^  II 

The Trio's theme fi-om the trio begins in the viola in the key of A major 

followed by a very stylistic modulation by third relation to Db major in bar 14 (figure 

4.01). 
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Figure 4.01: Trio themes 
1873: Symphony No. 3 in D minor. Third Movement, mm. 1-4, 11-14 
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The B section begins with the same theme from the A section but now in the key 

of C major. In measures 65-72 of this section of the trio the progression is CM - FMm' 

- BbMm^ - EbMm'^3 - AbM - DbM. This down a fifth progression concludes with a 

third relation back to A major, for the restatement of the A section. 
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Table 1.18: 1873 and 1876 Version 
Third Movement Form and Key Table 

A 1-56 

d: 
E: 29 
d: 34 
C; 36 
A: 51 

Trio 
A 1-40 

A: 
D'': 14 
a'': 16 

E'': 17 
C: 20 
B: 21 
F"; 22 
E; 25 

The 1876 Version 

The most important additions to the 1876 version of the scherzo go beyond the 

mere changing of a tone or voicing of a chord. Several of these added extras are of a 

longer length and are more melodic in character (figure 4.02). These new lines have 

been added to the Trio section and are derived from the original theme of the section. 

Also, the diatonic nature of the melodic lines is non-threatening to the harmonic 

stability. In each of these additions, only tonic and dominant chords are found. Arrows 

have been supplied in order to show the three non-harmonic tones, to signify the low 

extent of chromaticism. 

B 57-92 

B*': 57 
C'': 67 
g#: 71 
E; 75 
c#: 78 
E: 83 
d: 86 

B 41-76 

C: 41 
a'': 57 
f: 65 
b'': 66 

E'': 67 
A*': 68 

D'': 70 

A: 93-152 

d: 93 
E: 121 
f 125 
F: 137 
D: 147 

A 77-116 

A: 77 
D'': 90 
E*': 93 
B: 97 
F": 98 
E: 101 
A: 103 
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Figure 4,02; Added melodies in 1876 
1876: Symphony No.3 in D minor, Third Movement, mm. 42-52, 54-56, 59-61, 78-84 
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The voicing for the flute in the last chord of the movement is changed from e 

•y "X ^ 
b to e - e in 1876 and maintained in 1877. However, in the 1889 version, in mm. 

106-107 show a return to the original configuration for two measures followed by e^ -

e^ for four measures and finally e^ - f ^ for the last two measures (figure 4.03). 

Figure 4.03 
1873 and 1876: Symphony No. 3 in D minor, Third Movement, mm. 106-114 

Flute 106-114 Versus Flute 106-114 

The last example shows the remaining modifications that were made to the 1876 

version. Only changes in the Trio were actually incorporated into the 1877 version. 
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Table 1.19: Remaining Changes to the 1876 Version in the Third Movement 

Instrument Part Measure Description Appears in 1877 
F Horn 34 Note changed No 
Timpani 116 Rhythm No 
Violin 2 123 Note changed No 
Cello Trio 6 Note Changed No 
Viola Trio 45 Note Changed No 
Violin 2 Trio 57 Passing Tone Yes 
F Horn Trio 61-64 Ascending line Yes 
Bass and Cello Trio 61 Note Changed Yes 
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Table 1.20: 1877 and 1889 Version 
Third Movement Form and Key Table 

A 1-58 B 59-94 A 95-160 

d: B'': 59 d: 95 
E: 31 C*': 69 E: 125 
d; 36 g"; 73 f: 129 
C: 38 E; 77 F; 141 
A: 53 c": 80 D; 151 

E: 85 
d: 89 

Coda 161-201 35 

Trio 

A 1-40 B 41-76 A 77-116 

A: C: 41 A: 77 
D^: 15 A*': 57 A*'; 90 
a'': 16 f: 65 E'': 93 
E''; 17 b^; 66 B: 97 
C: 20 E^; 67 F"; 98 
F"; 21 A'': 68 E; 101 
E; 25 D*': 70 A; 103 

The 1877 Version 

A limited number of modifications separate the current version from the 

previous one. The first change occurs in the A section in bars 17-24/17-26 (figure 

4.04). The harmony remains the same but the 1877 version is extended by two 

measures. Also, rather than the held sonority in the woodwinds, the entire ensemble 

plays the main rhythms. In the B section bars 88 and 91 are cut due to repetitiveness. 

^'Xhe Coda is only present in the 1877 version. 
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These measures are made up of motive X played by the solo violin in a transition back 

to the second A section. Similar to the previous section, measures 109-116 are 

extended to mm. 111-120 in the 1877 version. The DM chord in bars 147-148 in 1873 

is extended by means of repetition of the two measures in bars 151-154. 

Figure 4.04: Theme from the A section 
1873; Symphony No. 3 in D minor, Third Movement, mm. 17-24 
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dm 

i d: 

Figure 4.04 Continued: Theme from the A section extended by two measures 
1877: Symphony No. 3 in D minor, Third Movement, mm. 17-26 

The coda is only present in the 1877 score and motive X is featured nearly 

throughout the entire section (figure 4.05). In the key of D minor, the first twelve 

measures alternate between a unison on "D" and a supertonic seventh chord. Three 

measures of a unison "F" are followed by a Gr7 that becomes a secondary leading tone 

seventh chord in bar 185. The diminished chord is continually respelled until bar 192 
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and instead of resolving to a dominant chord, the coda ends with a tonic DM sonority. 

The forty-one-measure coda, although somewhat long in length only really contains 

four different chords. It does not especially add to the movement, which is why it was 

most likely not included in the next version. 

Figure 4.05: Harmony of the Coda 
1877: Symphony No. 3 in D minor. Third Movement, mm. 161-201 
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The 1889 Version 

The 1889 version as far as form and harmony are concerned, is a replica of the 

previous score. The only differences lie in a number of rhythmic and accompanimental 

figures that have been incorporated into the final version as well as the absence of the 

coda. 
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Chapters: FOURTH MOVEMENT 

The 1873 Version 

The Finale is in sonata form and is the longest of the four movements. The first 

theme consists of two (a) sections and opens with an eight-measure build-up that 

involves a repeating chromatic figure in the strings while the wind instruments continue 

to mount on the pitches of "D" and "A". The first theme is based on motive X fi-om the 

first movement and contains an important major-minor sonority that functions as a 

Grin that resolves first to the minor tonic, which then changes to a major tonic in the 

next measure (figure 5.00). Here is yet another example of the common major to minor 

shift utilized throughout this symphony. This is followed by a descending chromatic 

line that is harmonized with parallel chords that eventually lead to the dominant in bar 

25. The second (a) section begins now on the dominant (AM) and is third related to a 

Grlfl in E major that resolves to an EM chord followed by an Em chord in bars 34-36. 

Although the opening section is at times harmonically unclear, there is a greater sense 

of stabilization reached when particular sonorities are held for longer durations, these 

chords are usually dominants or tonics. 

Figure 5.00: First theme, motive X, Gr7/I, parallel chords 
1873: Symphony No. 3 in D minor, Fourth Movement, mm. 9-16 
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The form of the second theme group is ternary and the main key is F# major. 

The second theme is made up of two different themes. On the one hand there is the 

graceful theme in the first violins and on the other a more somber chorale in the 

woodwinds and horns. The justification for these two simultaneous contrasting themes 

was given, according to August Gollerich, when Bruckner once said "Listen! Here in 

this house a grand ball and yonder in the Suhnhaus the master in his coffin! That is life 

and that is what I wanted to show in the last movement of my Third Symphony; the 

polka means the fun and joy of the world and the chorale the sadness and pain of life. 

The harmony is for the most part conventional until the two consecutive third relations 

in bars 73-74 (figure 5.01). A modulation to E minor in bar 74 includes a Gr7 to i^4 

directly followed by the return of F# major in bar 76 with a Gr7 that resolves directly to 

a V rather than passing through a tonic six-four. 

Figure 5.01: Second theme: melodic line from violin 1 and harmonic progression 
1873; Symphony No. 3 in D minor, Fourth Movement, mm. 69-76 
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^^oemberg, Anton Bruckner, 145-146. 
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Figure 5.01 Continued: Chorale in F major, wind instruments only 
1873: Symphony No. 3 in D minor, Fourth Movement, mm. 69-76 

69 
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73 74 76 

Both the "Love Death" motive and Second Symphony motive appear in the 

1873 version of the finale. The Wagner quote found in bars 134-145 (figure 5.02), is 

more closely related to the original with the modulation by third relation from D minor 

to F major. The second half note is once again tied over the bar line but the melody is 

more distinguishable since it is extended from six measures to twelve (see figure 2.35). 

Figure 5.02: "Love Death" Motive 
1873: Symphony No. 3 in D minor. Fourth Movement, mm. 134-145 
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Figure 5.02 Continued 

Zresc. ~T 

b9 
EMmm7/A g# /A AM 

o7 o7 4 
gm6 CMm2 FM6 AM 

4 o7 b9 o7 
F: ii6 V2 16 vii/V A: I V7 viiA' V 

A: vii Enh o7 

The Second Symphony motive follows the Wagner quote just as it had in the 

first movement. This progression that takes place in mm. 147-158 (figure 5.03) is 

nearly identical to that in bars 469-474 of the first movement (see figure 2.33), except 

that it is twice as long due to the longer duration of some of the chords. 

Figure 5.03; Second Symphony motive 
1873: Symphony No. 3 in D minor, Fourth Movement, mm. 147-158 
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The third theme (figure 5.04) in this movement is a unison like that found in the 

first movement (see figure 2.06) and the codetta in bars 279-294 is chorale-like in the 

horns. 

Figure 5.04: Third theme unison 
1873: Symphony No. 3 in D minor. Fourth Movement, mm. 209-216 

209 m 211 212 
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Table 1.24 1873 and 1876 Version 
Fourth Movement Form and Key Table 

FT 1-64 ST 65-208 
(a)1-24 (a) 25-64 (a) 65-90 (b) 91-160 (a) 161-208 

B'': D:/d: V F^; 65 e'': G''; 123 F; 161 
E^; 10 E:/e: 33 e: 74 b^: 93 a^: 1283 e'': 166 
D;/d: 11 b''; 45 F": 763 F: 94 A; 131 F: 168 

G: 49 d": 82 C: 963 d: 1333 G'': 171 
g: 57 e'': 85 F: IOI3 F: 139 D'': 173 

g: 102 A; 142 B^: 183 
A: 104 B''; 147 b'': 184 
D*'; 111 D: 150 F:/f: 186 
f: 114 F": 151 

A''; 155 
C; 158 

TT 209-276 Cod Dev 295-46{ 
(a) 209-220 (b) 221-244 (a) 245-256 Dev 257-278 279-294 TR 295-309 

D*'; f: 221 D*': 245 b''; 257 F; F:/f: 
F phryg; 217 C: 223 A: 249 c: 261 

f: 227 a: 253 f: 265 
b^: 236 
c: 238 
f; 241 

(1)310-358 (2) 359-432 (3) 433-468 FT 

FT FT ST(b) (a) 469-498 (a) 499-536 

f: 
A^: 315 

D*': E'': 397 C:/c: 433 B'': D/d: f: 
A^: 315 G'': 367 f: 402 E*': 441 D:/d: 484 E:/e: 5 
C:/c: 324 F:/f; 368 C; 405 d^: 446 b^: 51 
E''; 328 G:/g: 372 d: 413 B'': 4473 C: 523 
c: 329 d: 378 C: 423 f: 449 
Ab: 332 C: 381 D: 425 e''; 45O3 
f; 333 D*'; 385 E; 427 C; 4513 
Db; 334 D: 398 F: 429 f: 453 
b^: 335 F: 390 C: 464 
c; 339 
D''; 341 
d: 346 
c: 349 
C: 351 
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Form and Key Table - Continued 

ST 537-600 TT 601-636 

(a) 537-558 (b) 559-580 (a) 581-600 (a) 601-618 (b) 619-636 (a) 637-688 

A^; 537 f; A: B'': 601 D: 619 E'': 637 
gVG'':542 C: 561 g: 586 Fphryg:605 D:/d: 638 

f A: 
C: 561 g: 586 
a; 563 A: 588 
E: 564 d: 5933 

a'': 5433 a: 563 A: 588 D": 606 c: 651 
f: 550 E: 564 d: 5933 C; 675 
A*'; 567 
B: 570 
A: 577 
g; 586 
A: 588 

Coda 
Dev 689-724 725-764 

f: 689 D: 
g: 693 
a: 697 
d; 703 

The 1876 Version 

The majority of revisions to the fourth movement in 1876 that are kept in the 

1877 version are once again concentrated in a particular area. The changes in bars 323-

327 are based on voicing, unisons, and a staggered motive X (figure 5.05). For the 

theme to be staggered means, that its entrance is delayed by one measure to create an 

echoing effect. The following figure shows how the particular parts have been changed. 



Figure 5.05: Individual parts in the 1873 and 1876 versions compared 
1876: Symphony No. 3 in D minor. Fourth Movement, mm. 323-327 
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1873 1876 

F Horn - voicing, unison, staggered motive X 

323 324 325 326 327 

m & 

323 324 325 326 327 

^  j . j °  ' j  

Bb Horn - voicing, unison, staggered motive X 
323 324 325 326 327 

Trumpet - voicing, staggered motive X 

323 .324 325 326 327 

323 324 325 326 327 
323 324 325 326 327 

I Hi; i | :p! !  

Trombone - staggered motive X 

323 324 325 326 323 324 325 326 

m i 

B. Trombone - staggered motive X 

323 , 324 325 326 
bitt ^ 

323 j 324 325 326 

Two more instances where motive X has been incorporated into the 1876 

version and retained in the 1877 version can be seen in the trumpet and horn in F in 

figure 5.06. 
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Figure 5.06: Additions of motive X 
1876: Symphony No. 3 in D minor. Fourth Movement, mm. 645-655, 650-654 

1873: Trumpet 645-655 

o g 

l-io ' Lo 1 Lo ' d d 

1876: Trumpet 645-655: New entrances of motive X 
645 646 647 648 649 650 
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651 652 653 654 

Motive X 
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Ifft d — J  
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—J. 

lie ' 

1876: Trumpet 645-655: All trumpet parts together 

645 646 647 648 649 650 651 652 M2 65: 

o q 
3 654 655 

1873: Fhom 650-654 

650 651 652 653 654 

1876: F horn 650-654 

650 651 652 653 654 

rr  

Several other changes that have been made in the 1876 version are docimiented 

in the table found below (table 1.22). Nearly all of the motive X entrances were 

maintained in 1877 while other changes such as passing tones, and changed notes are 

for the most part not included. The fact that this movement has the most modifications 

is an indication that Bruckner was probably thinking of a larger scale revision of the 

third symphony, for which the result would be the 1877 revised score. 
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Table 1.22: Remaining Changes to the 1876 Version in the Fourth Movement 
1876: Symphony No. 3 in D minor, Fourth Movement 

Instrument Part Measure Description Appears in 1877 

Horn in F 73 Enharmonic spelling Yes 
Violin 1 84 Passing tone No 
Trumpets 366-373 Unison, motive X Yes 
Violin 2 425 Notes changed No 
Viola 425 Voicing No 
Horn in F 484-485 Unison, motive X Yes 
Horn in Bb 484-485 Unison, motive X Yes 
Horn in F 508-510 Unison, motive X Yes 
Horn in Bb 508-510 Unison, motive X Yes 
Trumpet 546 Embellishment No* 
Violin 1 552 Added anticipation No 
Violin 1 573 Notes changed Yes (8va) 
Violin 1 574 Notes changed No 
Violin 2 575-576 Notes changed No 
Viola 575-576 Notes changed No 
Cello 574 Notes changed No 
Horn in Bb 609 Note changed No 
Horn in F 638-640 Unison, motive X Yes 
Horn in Bb 638-640 Unison, motive X No 
Flute 653 Notes changed Yes 
Oboe 653 Notes changed Yes 
Clarinet 653 Notes changed Yes 
Trombone 734 Rhythm changed Yes 
Bass Trombone 734 Rhythm changed Yes 

* Although the embellishment in the trumpet has not been incorporated into the 1877 version, the 
rhythm of the embellishment has been transferred to the trombone in the same measure. 
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Table 1.24 1877 Version 
Fourth Movement Form and Key Table 

FT 1-64 ST 65-154 
(a) 1-24 (a) 25-64 (a) 65-80 (b) 81-124 (a) 125-154 

D: V F": 65 e"; a": 101 F: 125 
E''; 9 E:/e; 33 e: 70 b^: 83 f: 104 e''; 130 
D;/d; 10 b''; 45 F*: 72 F: 84 A'': 105 F; 132 

G: 49 d": 78 d: 853 0
 

00
 

b": 1343 
g: 57 C: 863 g": 1123 a": 1353 

F: 91 G*': 116 b*'; 1363 
c; 92 

00 

c: 1373 
G; 93 a: I2O3 F: 1383 
A: 943 A: 124 G''; 139 

b'': 143 
D''; 145 
F: 146 
d: I5O3 
F; 152 

TT 155-218 
(a) 155-166 

D ' ' :  

fphryg 159 

(b) 167-184 (a) 185-196 

(1)245-292 
FT 

c: 245 
A^: 251 
D*'; 259 
C:/c; 261 
E*'; 264 
A*': 267 
f: 268 
D*'; 269 
b''; 270 
c: 275 
D''; 279 

f: 167 
C: 169 
f: 173 
b'': 180 
c; 182 
f: 183 

c; 283 
C: 285 

D": 185 
A: 189 
a: 192 
d: 194 

(2) 293-350 
FT 

d'': 
G^: 301 
F: 303 
G; 306 
D: 309 
E: 311 
F": 3123 
A*'; 3133 

3143 

C; 3152 
D: 3154 

Cod 
Dev 197-218 219-232 

b": 197 F: 
c: 201 
f: 205 

E: 3162 
F^: 3164 
b^: 323 
f; 324 
G: 325 
F: 329 
b'': 334 
D''; 335 
f: 337 
A*'; 3383 

G: 34O3 

c: 351 
E^: 355 
d''; 360 
E^: 3613 

f: 363 
e'': 3643 
C: 3653 
f: 367 
c: 3743 

Dev 233-378 
TR 233-244 

F:/f: 

(3)351-378 FT 379-432 
ST (a) 379-394 

E^; 379 
D:/d: 380 
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Form and Key Table - Continued 

ST 433-478 TT 479-514 
(a) 395-432 (a) 433-448 (b) 449-466 (a) 467-478 (a) 479-498 (b) 499-514 

d: V a''; 433 f: A; B*'; 479 D: 499 
e: 405 t:lf: 438 C; 451 d: 472 e''; 483 g: 503 
b": 415 a'': 439? E: 453 b; 489 
C: 419 f; 446 A"; 456 C; 491 

B; 459 d: 493 
A: 465 e^: 495 

f: 497 
Coda 

(a) 515-560 Dev 561-596 597-638 

E'': 515 f: 561 D: 
D:/d: 516 g: 565 
f; 523 a: 467 
C; 527 d: 587 
c: 529 
C: 555 

The 1877 Version 

In the opening (a) section of the first theme, measure 15 is repeated and bar 20 is 

cut, leaving the original same number of measures in the section as before in the 1873 

version (figure 5.07). Likewise in the second (a) section, bar 39 is repeated and 44 is 

cut. 
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Figure 5.07; First theme 
1873: Symphony No. 3 in D minor. Fourth Movement, mm. 15-21 
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Figure 5.07 Continued: First theme, measures repeated and omitted 
1877: Symphony No. 3 in D minor. Fourth Movement, mm. 15-21 
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This particular change was probably initiated to balance out the number of 

similar measures. In other words, the 1877 version has two consecutive measures of 

dm6 - amm'^3 and four measures of BbM6 - am6 rather than one measure of dm6 -

amm'^3 and five of BbM6 - am6 found in 1873. Bruckner must have felt that an even 

nimiber of like measures was more desirable than an odd number. 

The DM chord at the end of the first theme group is extended by five beats 

where there had previously been two measures of rests (figure 5.08). This is another 

example of the ongoing tendency of eliminating rests. 

Figure 5.08: Extension of DM chord 
1873 and 1877: Symphony No. 3 in D minor, mm. Fourth Movement, mm. 62-64 and mm. 62-65 

62 63 64 62 (A 65 | 

r, I I -ir if II 
D: 1 15^ 

(DM) A—^A# 

D: I F#—>F# I 

In the second theme area, the introductory first four measures (bars 65-68) of 

pizzicato strings in the 1873 version are cut from the 1877 version (figure 5.09). These 

measures help set the mood for the theme to emerge in bar 69. However, without this 

introduction, the transition is somewhat different. The last two sounding pitches in bar 

64 are "F#" and "A" from the DM chord, which will become "F#," "A#," and "C#" of 

the F#M chord in bar 65. The common tone and half step relationship serve as the 

transition between the two sections, and are not technically third related since the root 

"D" is not present. These measures will once again be revamped in the 1889 version to 

make this transition even clearer. 
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Figure 5.09: Introductory measures of the second theme omitted 
1873: Symphony No. 3 in D minor, Fourth Movement, mm. 65-68 

ra Jw 
67 
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68 a > h 

Cello, Bass 

As the second theme begins, the woodwinds are missing starting in bar 65 while 

the trumpets and trombones are added in the 1877 version. Both versions show a 

modulation by third relation to D# minor in bar 82/78 that continues in that key for 

three measures (figure 5.10). In the 1873 version, the key of enharmonic equivalence, 

Eb minor, takes hold in bar 85 and lasts until bar 93. On the other hand, bars 85-90 and 

the progression (i - VI - iv - ii - V - VI - ii - V' - i) are not included in the 1877 

version, therefore leaving only two measures (bars 81-82) in Eb minor. The omitted 

progression is repetitive, which is why it was probably considered to be expendable. 

Figure 5.10: Second theme, bass line, harmony 
1873: Symphony No. 3 in D minor, Fourth Movement, mm 82-92 

'Pn Vvt frvt'Pn itpn i"pn 
^ AfM BM g#ni A#M 

d#; V VI iv V 

abm f BbM CbM BbMn/ ebm ebm6 BbMm ebm ebm6 

i i6 
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Figure 5.10 Continued: Second theme, bass line, harmony, five measures omitted 
1877: Symphony No. 3 in D minor. Fourth Movement, mm. 78-82 

78 , 79 80 

n,B.. 
7 J , -r m 

A#M BM g#m A#M d#m 

d#: V VI eb; ii 

f BbMm ebm 

V' 

A typical progression of dominant to tonic chords in several keys occurs in both 

scores at mm. 93-95/83-87. In the 1873 version, the V to I relationship begins with Bb 

minor, then F major and continues in that key with a dominant CM chord in bar 95 and 

a submediant chord in the next measure. In the 1877 version, an AMm chord follows 

the CM chord in bar 95/85, which is then followed by the Dm. In the revised version, 

the Dm chord is no longer a submediant chord but now rather functions as a tonic 

(figure 5.11). This means that an additional modulation to D minor takes place in 1877 

via third relation. Another result from this new key is that the modulation to C major 

involves a diatonic pivot chord between the tonic in D minor and a supertonic in C 

major. It is possible that the AMm sonority has most likely been added to extend the 

series of dominant to tonic relationships, a feature so prevalent in this movement. 

Figure 5.11: New sonority, key, and modulation type 
1873 and 1877: Symphony No. 3 in D minor. Fourth Movement, mm. 95-96 and mm. 85-86 
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F: V d: V i C: V' 
C: ii DPC 

The next example shows the deletion of a chord rather than the adding of one. 

The c#°' chord in bar 98/88 is extended from only beat four in 1873 to both beats three 

and four in 1877, omitting the dominant seventh on beat three of the 1873 version 
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(figure 5.12). Both versions include a 4-3 suspension over a Dm chord in bar 99/89. 

The c#°' resolves to the Dm sonority in both scores, but the CMm^S (V^S/TV) in bar 98 

of the 1873 score does not resolve to the expected IV. The removal of the V^5/IV 

makes the progression clearer in the 1877 version by eliminating a secondary dominant 

that does not resolve to the expected chord. 

Figure 5.12; Secondary dominant omitted 
1873 and 1877: Symphony No. 3 in D minor. Fourth Movement, mm. 98-99 and 88-89 
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1 vii /ii 

sus4-3 
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An instance where another new key has been added in 1877 can be found in bars 

102/92 (figure 5.13). The chords in this bar are different causing a change in the 

modulation. In bar 102 of the 1873 score, the chords are DMm^5 and Gm and are 

preceded by a CMm^ sonority, while in bar 92 of the 1877 score the chords are 

and cm^4. In a modulation from F major to G minor in the original configuration, the 

pivot is on the CMm' sonority, a V' in F major and a IV^ in G minor. This sets up a V 

- i progression in the next measure, an enharmonic major minor seventh modulation. In 

the revised version, the sonorities in bar 92, and cm^4, suggest that there is a 

temporary tonicization of C minor. The new sonority creates a different modulation, a 

chromatic pivot chord on the cm^4 as a i^4 in C minor and a iv^4 in G major, before the 

new dominant seventh in bar 93. This addition of C minor may have been initiated in 
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order to achieve the pattern of keys that are a fifth apart in 1877 (F major - C minor - g 

minor). 

Figure 5.13: New sonorities and key 
1873 and 1877: Symphony No. 3 in D minor, Fourth Movement, mm. 101-102 and mm. 91-93 
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The changing of instrumentation continues in the 1877 version where the 

trombones have been added to mm. 97-101 and the horns have been removed from bars 

105-108, replaced by the trumpets and trombones. The sonority in the second half of 

bar 127/117 has been changed from a mediant seventh to a dominant seventh chord in 

Gb major (figure 5.14). The root movement has thus changed in 1273-1282 from down 

a third in 1873 to down a fifth in 1877 bars 1173-1182. The placement of the dominant 

seventh is better suited for the progression because it allows for a stronger concluding 

cadence in the key before the modulation to Ab minor. 

Figure 5.14: Mediant seventh chord to a tonic chord 
1873: Symphony No. 3 in D minor. Fourth Movement, mm. 127-128 

$ 
lis 

=k 

Gb: VII 

FbMM 

7 

bbmmS 
4 

iii3 

GbM EbM6 

ab; V6 



166 

Figure 5.14 Continued: Mediant seventh chord replaced with a dominant seventh 
1877; Symphony No. 3 in D minor. Fourth Movement, nun. 117-118 

DbMmS EbM6 FbMM 

Gb; VIl'̂  ab: V6 

As was previously mentioned, the two quotes can be found in bars 134-160 of 

the 1873 version (see figure 5.02). Similar to the first movement, these two tributes are 

eliminated from the 1877 score. Two measures before the quote at m. 133/123, both 

versions have EMm^ and EFr6 sonorities (figure 5.15). The key of A major/minor was 

established two measures earlier in each version so the functions would seem to be 

and V'b5 respectively. This is the case for the 1877 version since there is a tonic triad 

in the next measure followed by a modulation to F major by third relation in the 

measure after that. In the 1873 version, the measure following the bar in question (bar 

134) is AM for two beats, however, there is a minor seventh added on the last two beats, 

suggesting a dominant seventh rather than a tonic. Since the next measure is a tonic ^4 

in D minor, the modulation takes place on the EMm^ chord in the first half of bar 133, a 

V^3 in A major and a Y'^s/Y in D minor, a chromatic pivot chord. Now that the key of 

D minor is in place before the EFr6 sonority, the chord does not function as a V'b5 in A 

minor but rather a Fr6 in D minor. The dual functions of the EFr6 sonority allowed 

Bruckner to make a logical and effective transition past the two Wagner quotes of this 

movement. 
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Figure 5.15: Multiple fiinctions of the EFr6 sonority, new modulation 
1873 and 1877: Symphony No. 3 in D minor. Fourth Movement, mm. 133-135 and mm. 123-125 
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In the second (a) section, the same instrumentation found earlier is in place. 

However, several changes have been made in the build-up to the third theme, including 

that bars 170-181 have been replaced by 134-140 (figure 5.16). In the 1873 version, a 

modulation from F major to Gb major takes place in bar 171 and then to Db major in 

bar 173. There is only an augmented triad (passing chord) in bar 172 and an altered 

dominant in bar 175 and 176 that show a deviation from the primary chords in this 

passage. Likewise, after a modulation to Gb major in bar 177, only dominant and tonic 

chords are present imtil bar 182. 

In 1877, there is a chromatic ascent beginning on FF in the bass in bar 133 that 

ascends to F, an octave higher. The first two sonorities are the same as the 1873 version 

and the next two are third related. Beginning on beat three of bar 134, several 

modulations take place at the rate of two sonorities per key. After the dominant and 

submediant chords in Bb minor, only leading tone seventh and tonic chords are present, 

supporting the keys of Ab minor, Bb minor and C minor, respectively. The progression 

is as follows: GbMM^5 - g°^5 - abm6 - a'^5 - bbm6 - b°^5 - cm6. The last chord 

before reaching the new dominant in Gb major is a CMm^s, the dominant in F major. 

The pattern of a leading tone chord resolving to a minor triad in rapid succession was 

first seen in the development section of the second movement (see figure 3.16). This 
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type of voice leading allowed Bruckner to show rapid modulations through very 

chromatic means. After the key of Db major has been established, harmonically, bars 

182 and 183 are the same as 141-142 and 143-144 respectively. Each of these changes 

serves to fiirther condense this section and to coincide with the chromatic style of 

writing found in Bruckner's later period. 

Figure 5.16; Second theme, mostly tonic and dominant chords 
1873: Symphony No.3 in D minor. Fourth Movement, mm. 169-176 
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Figure 5.16 Continued: Harmony changed from mostly tonic and dominant to chromatic rapid 
modulations 
1877: Symphony No. 3 in D minor. Fourth Movement, mm. 133-138 

FMm5 GbMM5 CMm3 

abm6 a 5 bbm6 b5 cm6 CMm5 
o6 o6 6 
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In the 1873 version, the 16 measures between 177-192 show a similar harmonic 

pattern (figure 5.17). In bars 177-182, there is a series of dominant to tonic chords in 

Gb major, which is followed by the same pattern in bars 183-185 in Bb major/minor. 

The configuration changes to involve the alternation of the tonic in F major with the 

GT6 in that key between m. 186 and m. 192. This unusual progression, that does not 

allow the proper resolution of the augmented sixth chord, is broken in bar 193 when the 



Gr6 finally passes through a 1^4 to reach the dominant in bar 194. Overall, this pattern 

is an effective way to increase the harmonic tension before its eventual release. 

Despite the effectiveness of this tension-building pattern, Bruckner chose to 

revise this particular section in the 1877 version. First, the six measures of dominant to 

tonic chords in Bb minor are reduced to only two, which are followed by an AbMm^ 

chord in bar 145, possibly suggesting the key of Db major. The Gr6 to I sequence is 

altogether eliminated leaving only the final resolution of the Gr7 to 1^4 in bars 146-147 

to match the harmony of bars 192-193 of the original (see resolution in figure 5 .18). 

The probable reason for the exclusion of the pattern in bars 186-192 was because it was 

seen as awkward and thus was eliminated in the revision. 

Figure 5.17: Bass line, hannony, Gr6 -1 progression, sixteen measures 
1873: Symphony No, 3 in D minor, Fourth Movement, mm. 177-192 
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Figure 5.17 Continued: Bass line, harmony, awkward progression eliminated, eight measures 
1877: Symphony No. 3 inD minor, mm. 139-146 
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The next several measures are completely revised, namely, measures 193-208 in 

comparison to 147-154 (figure 5.18). In the 1873 version, these measures include 

mostly tonic, dominant and mediant chords. The chords that stand out the most in this 

section include a DMm^S (V^5/ii) in bar 198 that resolves properly to a Gm (ii) in the 

next measure, a CFr6 that functions as an altered dominant, and a GbM^4 an N^4 in bar 

204. By contrast, bars 148-149 in the 1877 version show the horns with five 

consecutive diminished seventh chords, another example of Bruckner's tendency 

towards parallelism. After the string of parallel chords, there are two sonorities (EMm^ 

and AM^4) on the third and fourth beats of bars 150-151 that do not fit into the key but 

are functional in the relative minor. Solidly back in F major, the last two measures of 

the passage include two measures of the dominant in preparation for the third theme in 

F minor. Bruckner chose to condense sixteen measures of mostly diatonic chords into 

eight measures featuring the horns with parallel chords. The dominant is also two 

measures (including an eleventh chord) in bars 153-154 in 1877 as opposed to only one 

in bar 208 in 1873. The two measures better stabilize the key in preparation for the 
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deceptive cadence that comes in with the second (a) section of the third theme that is in 

Db major. 

Figure 5.18: Mostly tonic, dominant and mediant chords 
1873: Symphony No,3 in D minor, Fourth Movement, mm. 193-208 
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Figure 5 .18 Continued 
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Figure 5.18; Harmony changed to include parallel half diminished seventh chords, music shortened 
1877: Symphony No. 3 in D minor. Fourth Movement, mm. 147-154. 

A ^ cresc. 

J p u / -

l> ^ 
dim. p 

"J 
dim. 

T 
pp 

\i t {2TTT\: 

Strings 
PPP 

4 — " J J  • •  

\̂ m 

4 in 7 o4 Xt 
i2 b3 g3 c"' aJ tf EMm c 3 AM 62 ™4 l'Mm2 

Diminished Sevrath Chords 
6 4 p6 

F: 14 V2N viiSA^ 

1 

04 9 7 
2 b2 C(M)mmp7 CMm 

11 

>7 o4 
vii N vii 3 

o4 9 
vii2A^vn2A^ V7 

The third theme begins in m. 209/155 and bars 217-218 are repeated in 163-166 

and 219-220 are cut (figure 5.19). Both of these amendments stabilize one another 

making each version's third theme statement of equal length. Once again, as was seen 

in bars 15-21, the repeated measures create more balance by eliminating three 

consecutive identical bars as seen in 1873 (bars 218-220). 
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Figure 5.19; Third theme unison 
1873: Symphony No. 3 m D minor. Fourth Movement, mm. 216-221 
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Figure 5.19 Continued: Third theme unison, measures repeated and omitted 
1877: Symphony No. 3 in D minor, Fourth Movement, mm. 162-167 

163 164 163 

The motive X rhythm has been cut from the flute in mm. 223-224/169-172 and 

clarinet in 228-230/174-176. In bar 230 of the original score there is an AbM6 (III6) 

that is followed by two measures of an Ab"^ (III"^) (figure 5.20). The Ab^ sonority is 

cut from the revised score in an effort to omit augmented chords. 

Figure 5.20: Augmented mediant chords 
1873: Symphony No. 3 in D minor, Fourth Movement, mm. 230-233 
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Figure 5.20 Continued: Augmented mediant chords deleted 
1877: Symphony No. 3 in D minor, Fourth Movement, mm. 176-177 
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The transition to the second (a) section of the third theme includes a passage in 

the strings that continually gets softer between bars 238-244 in 1873. The pattern in the 

first five measures (if each beat is considered to be a separate sonority) consists of a 

leading tone seventh chord to the dominant in C minor in alteration with a half 

diminished supertonic seventh chord (d®^3). A modulation to F minor shows that the 

is still present and is in alternation with a dominant seventh chord in bars 241-242. 

The leading tone seventh chord does not have a function in F minor and it may be that 

this harmonic awkwardness was the reason behind the shortening of this passage. More 

specifically, bars 239-240,242 and 244 are cut to avoid this repetition (figure 5.21). In 

addition, the second (a) section of the third theme shows that the horns have been 

shifted over one measure to create a staggered rhythm, another example of the ongoing 

influence of staggered rhythms from the 1876 version. 

Figure 5.21: Seven measures 
1873: Symphony No. 3 in D minor. Fourth Movements, mm. 238-244 
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Figure 5.21 Continued: Seven measures reduced to three 
1877: Symphony No. 3 in D minor. Fourth Movement, mm. 182-184 
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The transitional material from the third theme unison to the next contrasting 

section is approached differently in each score (figure 5.22). The imison in bars 254-

256 in 1873 alternates between an "E" and "F" and ends on an "F" before the a°' chord 

in 257. On the other hand, bars 194-196 of the 1877 version include the motive X 

rhythm and the unison leads to an "A" pedal in the timpani, the root of the a°' chord in 

the next measure. The added pedal in 1877 allows better preparation for this upcoming 

a°' chord. 

Figure 5.22: Motive X added as well as a dominant pedal in the timpani 
1873 and 1877: Symphony No. 3 in D minor. Fourth Movement, mm. 254-256 and mm. 194-196 
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The next 9 measures of what is referred to in the chart as a development of the 

third theme include only fully diminished seventh chords in both versions. Here the 

bassoon has been omitted and the trumpet has been added starting in bar 205 of 1877. 

Measure 267 of 1873 is repeated in 207-208 of 1877 and 269-270 of 1873 are 
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consolidated into bar 210 of 1877 (figure 5.23). The harmony is nearly the same, 

however the eighth note "C" that is tied over the bar line in the 1873 version gives a 

stronger impression of a dominant ninth chord rather than just the leading tone seventh 

found in the 1877 version. This revision once again shows the deletion of a measure 

containing an augmented mediant chord. 

Figure 5.23: Augmented mediant chords 
1873: Symphony No. 3 in D minor, Fourth Movement, mm. 267-270 
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Figure 5.23 Continued: Augmented mediant chords omitted 
1877: Symphony No. 3 in D minor. Fourth Movement, mm. 207-210 
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In the codetta, bars 293-294 which are silent measures along with 299-300 of the 

transition, a pedal on f \ have been cut (figure 5.24). Another amendment to this section 

is that the FM chord in bar 298 of 1873 has been extended from two beats to four in bar 

236 of 1877. This particular change is reminiscent of the first movement where the 

similar chorale type transition to the development section (see figure 2.28) was 

shortened by the removal of rests, however, the pedal is not juxtaposed but rather 

eliminated here. 
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Figure 5.24: Transition, ten measures 
1873: Symphony No. 3 in D minor, Fourth Movement, mm. 291-300 
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Figure 5.24 Continued: Transition, ten measures reduced to six with the deletion of rests and pedal points 
1877: Symphony No. 3 in D minor, Fourth Movement, mm. 231-236 
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The first section of the development begins with a build-up much like the 

exposition, but the horns have been added to bars 245-250 of 1877 with a b°^ sonority 

rather than just the pedal point in the horn (figure 5.25). The addition of this complete 

chord suggests the leading tone seventh chord in the key of C minor, possibly in 

preparation for this important key in bar 261. 

Figure 5.25: Pedal on "F" 
1873: Symphony No. 3 in D minor. Fourth Movement, mm. 309-314 
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Figure 5.25 Continued: Added homs form the leading tone seventh chord in C minor 
1877: Symphony No. 3 in D minor. Fourth Movement, mm. 245-250 
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As it was previously mentioned, the motive X revisions from the 1876 version 

are in place between measures 259 and 263 with staggered entrances (the equivalent of 

bars 323-327 in figure 5.05). The harmony has been changed in 3293-331/2653-266 

from GMm'*3 - cm in 1873 to BbM6 - AbM6 - gm6 in 1877 (figure 5.26). In these 

measures, the 1873 version better supports the key of C minor but the 1877 revision is 

more consistent with the parallel first inversion triads found in the first theme. 

Figure 5.26: Modulation to C minor 
1873: Symphony No. 3 in D minor. Fourth Movement, mm. 328-331 
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Figure 5.26 Continued: Passage shortened and modulation surpassed 
1877: Symphony No. 3 in D minor, Fourth Movement, mm. 264-266 
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Another example of tonic to dominant functioning chords is found in measures 

336-340 (figure 5.27). The first two bars, 336-337 of 1873, are repeated in 271-274 of 

1877 and 339-340 of 1873 in 275-278 in 1877. Although bar 338 has been cut from 

1873, the number of dominant to tonic chords has still increased in the 1877 score. 

Measure 341/279 begins a pattern of third related chords, namely, DbM and AM. This 

pattern remains consistent until bars 345-348 of 1873 where the progression changes to 

DbM - AM - F+ - AM^4 - F+ - AM^4 - F+ - AM^4. These measures are cut, which is 

another example of the removal of augmented triads, which also means that the key of 

D minor is never reached in the revised score. 

Figure 5.27: Bass line, harmony, augmented mediant chords, modulation to D minor 
1873: Symphony No. 3 in D minor. Fourth Movement, mm. 336-348 
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Figure 5.27 Continued 
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Figure 5 .27 Continued: Bass line, harmony, repetitions, omission of augmented mediant chords, no 
modulation to D minor 
1877: Symphony No. 3 in D minor. Fourth Movement, mm. 271-282 
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Section two of the development is also material taken from the first theme. The 

staggered motive X rhythms that are foimd in bars 302-307 are from 1876 (table 1.22). 

The motive X in F major does not have the expected major to minor shift in mm. 369-

370/303-304 in the 1877 version, rather both measures are an FM chord (figure 5.28). 

This change, however, sets up a modulation by third relation to the Neapolitan chord in 

the next key of G major. Originally, the AbM sonority was the pivot chord between the 

two keys. Although the CPC has been commonplace here, the third relation is more 

consistent for these revisions. 
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Figure 5.28: Major to minor shift absent affecting the modulation 
1873 and 1877: Symphony No. 3 in D minor, Fourth Movement, mm. 369-371 and mm. 303-305 
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Probably the most significant harmonic and formal change of the movement is 

found in bars 375-436/309-350 (figure 5.29). Beginning in bar 375 of the 1873 version 

there is an eighth note build-up figure in the strings that, descends through bar 380. 

Short abrupt syncopated utterances of a falling fourth, fifth, and octave are heard in the 

wind instruments. Then, starting in bar 381, a slower ascent takes place and is similar 

to the A-b section of the second movement (see figure 3.14). The progression includes 

a CM6 chord for four bars that is followed by four measures of DbM6, then one bar of 

DM6 and finally an E ®^5 in bar 390, a leading tone seventh chord in F major. 

Figure 5.29; Development section 
1873: Symphony No. 3 in D minor. Fourth Movement, mm. 375-390 
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Figure 5.29 Continued 

r c-
rm rm 

j J J 
38) > 

> J Ascending scale 

dim. 

* I* f > _ I* f-

Descending scale 
CM6-

C: 16 

i  J  ^ ^  j  ,4^  ^  ^  ^  
f P f f 

If - ^ f f 

M 

P crt&c. 

^ J- M 3m -J 

t ?  P - f  
CM6-. 

C: 16 

DbM6-

Db; 16 

387 

I'J ^ ll _4L J=J=A J-J-

©,.« I, 
F f P f ^ 

mr] m i O 

DM6 

r=f 
DbM6-

E>b: 16 
Ji6 

F; vifs 

The music continues from bar 391 with a scalar ascent, passing through the keys 

of Eb major F minor and C major. An F major scale beginning on the dominant ascends 

from mm. 408-412 to the octave higher before moving chromatically to a "C#," the 

leading tone to the key of D minor, which is followed by only tonic and dominant 

chords in bars 415-420 at triple forte (figure 5.30). The melodic material in this passage 

is from the first measure of the third theme. After two measures of rest, the second 

theme is fragmented in bars 423-426 in C major and D minor. The third theme returns 

in mm. 427-430 in the keys of E major and F major, thus presenting a consistent 



184 

ascending key scheme (C-D-E-F). The two silent measures to follow come before the 

third section of the development, which features the second theme. 

Figure 5.30; Development, third and second themes 
1873: Symphony No. 3 in D minor, Fourth Movement, mm. 415-436 

tl i u I r7~«J T T J nJ 
, r r p r r p [j-f? r p r p [j-

o6 4 
c# 5 AMm3 dm 

vii 5 V3 i 

o6 4 
c# 5 AMni3 dm 

vii 5 V3 i 

o6 4 
c# 5 AMm3 dm 

o6 4 
vii 5 V3 i 

rf#4H 

• 

f ^ 

 ̂ man zato 

jj 

 ̂ marcato 

f 

s 

dm - AM6-

V6 

-dm-

i 

423 424 426 

• «jU jU ft 

3 
AMm3 

4 
1 D: 1 V3 

am dm GM 

VI 11 



185 

Figure 5,30 Continued 
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In the 1877 version a new development section begins in bar 309, replacing the 

music that had begun in bar 375 of the 1873 version (figure 5.31). Throughout the 

symphony, the Gr7/I -1 relationship has been a unifying characteristic and here that 

relationship is displayed in a tremendous fashion. Starting in the key of D major, the 

progression (Gr7/I -1) takes place over a span of two measures. The tonic chord is then 

third related in a modulation to E major a whole step higher. In measures 312-314 the 

rate of modulation is doubled and in 315-316 it is doubled again. The music stabilizes 

for two measures in bars 317-318 with an alternation between F#M and am^4. For the 

next three measures, the ultimate exhibit of parallel chords is found, with twelve 

consecutive major-minor seventh chords in descent by half step. (There are actually 

twelve different sonorities since measure 322 is a repeat of measure 321.) Finally, in 

bars 323 and 324 two different resolutions of a GbMm'^2 chord are shown. First in Bb 

minor, the sonority functions as a Gr7 and resolves to a i^4 in that key. After a 

modulation to F minor in the next measure, the sonority then fimctions as a Gr7/i where 

it resolves to a tonic chord. 
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Figure 5.31: Development changed, prominence of the Gr7/I and parallel major-minor seventh chords 
1877; Symphony No. 3 in D minor. Fourth Movement, mm. 309-324 
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Figure 5.31 Continued 
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The continuation of motive X in diminution goes on from measures 325-348 

passing through G major, F major, Bb minor, Db major, F minor, and Ab major to 

finally reach G major at bar 3403 (figure 5.32). The multiple functions of the half 

diminished seventh chord are utilized in these modulations. The pivot chord between F 

major and Bb minor is a g®^5 in bar 333, which functions as a supertonic seventh in the 

first key and a submediant seventh in the next key. In the next modulation between Bb 

minor and Db major, the pivot chord is a c^2 in bar 334, a supertonic seventh in the 

first key and a leading tone seventh in the next key. Also notable is yet another function 

of a half diminished seventh chord in bar 337, where it functions as a tonic ^4 with an 

added sixth in F minor. This passage along with the transition to the third theme (see 
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figure 5.18) show a greater use of half diminished seventh chords in this movement. 

The second section of the development ends on a resounding G major chord for 9 

measures between bars 341 and 349, which is prepared by a dominant ninth in first 

inversion in the second half of bar 340. 

Figure 5.32: Continuation of the development of motive X 
1877; Symphony No. 3 in D minor. Fourth Movement, mm. 325-341 
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Figure 5.32 Continued 
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In all likelihood, the new development section in 1877 is the result of 

Bruckner's goal to unify the symphony by means of harmonic and motivic means. The 

descending and ascending scales of the 1873 version, beginning in bar 375, are 

somewhat reminiscent of the opening descending line of the movement that 

incorporates parallel first inversion chords, however, it is not completely obvious. The 

ascending major chords help to intensify the music but do not necessarily refer to or 

develop any specific material from the main themes (see figure 5.29). On the other 

hand, to the credit of this section, the constant eighth notes do remind the listener of the 

music that normally accompanies the motive X theme. The alternation of the third and 

second themes in bars 415-432, are more effective in developing those themes by means 

of fragmentation. But it is in the 1877 version where the focus of development becomes 

the clearest. Just as motive X and other segments of the main theme were developed in 

the second movement, the same has been accomplished here. Both motive X and two 
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of the most prominent harmonic relationships (the Gr7 and third-relation) are fused 

together in order to form a contextual climactic episode in the development. 

The two versions join together again in the development section at m. 437/351. 

The instrumentation has changed, with the deletion of the horns in 355-356 and the 

replacement of the horns with the trombones in bars 359-360 and 363-364 of the 1877 

version. Also, the woodwinds have been eliminated in 361-362 and 365-366, being 

replaced by the horns. All of these minor changes in instrumentation are consistent 

throughout the movement. In the transition from the development to the recapitulation, 

the music has been shortened and the instrumentation has changed as well as the 

harmony (figure 5.33). In the section between mm. 453-468 of 1873 and 367-378 of 

1877 the second violin has been eliminated from mm. 370-374 and the viola's second 

theme melody is absent altogether. The violin ascends on an F minor scale in both 

versions but the starting point is different, an "Eb" in 1873 and a "C" in the 1877 

version. Meanwhile, the woodwinds descend on an F minor scale in 1873 and 1877. 

Both versions begin the first three measures with mediant, dominant and tonic 

chords and the first difference is foimd on the last beat of bar 455/369. Here, a leading 

tone seventh chord replaces a dominant seventh. Since both of these chords function as 

dominant, there is no great consequent other than the disruption of the third relation. 

On the last beat of m. 457/371, a tonic ^4 is exchanged for a minor dominant ^4 and the 

dominant ninth chord, in bar 458, is replaced by a subdominant chord in bar 372. This 

is a somewhat awkward progression since it is in retrogression, however it does 

correlate with the parallel chords seen time and again in this movement. Another 
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change includes a dominant ninth chord in bar 459 that is replaced by a leading tone 

chord in bar 373.The modulation that takes place from F minor to C major is also 

accomplished by different means. Measures 460-468 are replaced by 374-378 making 

the transition shorter. Rather than a diatonic pivot chord on CM in bar 464 there is a 

DPC on an EbM chord in m. 374. In the original, the modulation is followed by only 

tonic and dominant sonorities in the major mode. In the revised score, a Gr6/i resolves 

to a tonic ^4 in the minor mode. The 1877 version is more compact and the DbMm^s -

cm is another example of the incorporation of the Gr6/i - i that is found throughout the 

movement. 

Figure 5.33: Retransition 
1873; Symphony No. 3 in D minor. Fourth Movement, mm. 453-468 
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Figure 5.33 Continued 
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Figure 5.33; Continued; Retransition siiortened, new modulation type 
1877; Symphony No. 3 in D minor, Fourth Movement, mm. 367-378 
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The first 13 measures of the recapitulation in bars 469-482 are cut from the 1877 

version. These measures included the first theme in its original form with an 

introduction in bars 469-474. The previous section (see figure 5.33) showed a 

modulation to C minor rather than C major, this change of mode was probably initiated 

because the upcoming key is Eb major, a relative major to minor relationship. 
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The two versions meet in bar 483/379 for the second statement of the first theme 

in D minor. The same amendments to the exposition are found in the recapitulation. 

For instance, bar 489 is repeated in 385-386, bar 494 is cut, measure 513 is repeated in 

409-410 and m. 518 is cut.^^ The woodwinds and trumpet are missing beginning in 433 

and the trombones are added in its place. Bars 552-557 along with m. 563 are cut as 

before in the exposition. 

In the first score, measures 575-576, a dominant seventh in B major and 

measures 578-580, a dominant in A major, are followed by two measures of rest. In the 

1877 score, bars 575-576 and 578 are cut and rests are added in between the EM 

measure (figure 5.34). This amendment accomplishes two goals that have been 

consistently sought after in the symphony. First, the passage has been condensed by 

three measures and secondly, to avoid two consecutive measures of rest, the two 

measures of rest (bars 579-580) have been distributed to come between the two keys. 

Figure 5.34: Modulation, seven measures 
1873: Symphony No. 3 in D minor, Fourth Movement, mm. 574-580 
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^'Gault suggests that it is measure 517 that is cut; however, based on the fact that both the 
trumpets and trombones are present in the measure indicates that it is measure 518 that is cut since the 
measure that has been omitted contains both of those instruments. 
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Figure 5.34 Continued 
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Figure 5 .34 Continued: Seven measures reduced to four, distribution of rests 
1877: Symphony No. 3 in D minor. Fourth Movement, mm. 463-466 

The second (a) section of the second theme has also undergone a change in 

harmony, bars 581-600/467-478 (figure 5.35). According to the form of the movement, 

the second theme should appear in the next eight measures which is the case in the 1873 

version. Based on the ascending A major scale, the second theme is kept in its entirety, 

with the modulation to G minor and back to A major. This section has the purpose of 

transitioning back to the third theme and thus modulates back to D minor. Before the 

modulation, there is a major to minor shift in bar 591 and after the new key has been 

established, another shift in tonality occurs in bar 594. The dominant complex begins in 

measure 593 and is separated from the next theme by one silent measure. 

Contrary to the first version, the 1877 score begins the section with the dominant 

complex and does not include the expected harmonic progression of the second theme. 

Instead, from measures 4683-471 only fully diminished and major-minor-minor ninth 
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chords are present. An enharmonic o7 modulation to D minor precedes a temporary 

departure from the dominant complex only to return in the second half of bar 472. Both 

versions utilize the tonic^4 with added sixth to dominant progression in the last couple 

of measures, but it only occurs once in the 1877 version as opposed to three times in the 

original. In all, the later version has eight fewer measures than the first. As a result of 

this revision, it would seem that the dominant complex was more important than the 

intact version of the second theme. 

Figure 5.35: Second theme, base line, harmony, twenty measures 
1873: Symphony No. 3 in D minor. Fourth Movement, mm. 581-600 
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Figure 5.35: Continued; Second theme, bass line, twenty measures reduced to twelve 
1877: Symphony No. 3 in D minor, Fourth Movement, mm. 467-478 
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Figure 5.35 Continued 
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The third theme begins in bar 601/479 and the two versions remains on the same 

plane for five measures before they begin to diverge (figure 5.36). The descending F 

minor scale reaches a low point in bars 609-611 before the brass instruments come in on 

an "Ab" at a fortissimo dynamic level. The ensemble comes back in with the theme in 

mm. 613-615 and continues to alternate with the brass fanfare in 616-618. The 1877 

score shows the scale passage ending on an "Fb" in mm. 487-488 before starting again 

with the theme. The rest of the theme is foimd in two measure increments of ascending 

fashion for increased intensity, however, the brass fanfare is replaced with silent 

measures. In this example the third theme unison has been extended, a precursor for a 

lengthy elaboration of this theme in the 1889 version (see figure 5.44). 

Figure 5.36: Third theme 
1873; Symphony No. 3 in D minor. Fourth Movement, mm. 601-618 
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Figure 5.36 Continued: Third theme lengthened by two measures 
1877: Symphony No. 3 in D minor, Fourth Movement, mm. 479-498 
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In the measures leading to the coda, the harmony is simplified in bars 632-

636/512-514 (figure 5.37). The tonic to dominant pattern over a "D" pedal every 

quarter note is shortened by two measures and involves a 9-8 suspension ending on a 

solo timpani pedal in bar 514. Also, the keys are different where the 1873 version is in 

D major while the 1877 version is in G minor. 

Figure 5.37: Measures prior to the coda 
1873: Symphony No. 3 in D minor, Fourth Movement, mm.632-636 
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Figure 5.37 Continued; Measures prior to the coda, five reduced to three, music simplified, different keys 
1877; Symphony No. 3 in D minor, Fourth Movement, mm. 512-514 
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In the coda, some of the adjustments to the 1876 version are apparent in the 

hom, trumpet, flute, oboe and clarinet (see table 1.22). Meanwhile, measure 651 is 

repeated in 529-530 and 652 in 531-532, an extra measure is added between 533 and 

535 (figure 5.38) and measure 668 is cut. Once again this has been an effort to balance 

out the unison as well as extending its duration. 

Figure 5,38; Unison 
1873; Symphony No. 3 in D minor, Fourth Movement, mm. 649-654 
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Figure 5.38 Continued: Unison, music lengthened 
1877; Symphony No. 3 in D minor. Fourth Movement, mm. 527-534 
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It was pointed out earlier that the original version displays characteristics of a 

cyclical symphony. The two versions to follow the 1873 and 1876 scores, with all of 

their omissions and additions, show a breakdown of that cyclical continuity. An 

example of this breakdown is found in the fourth movement before the final section of 
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the coda. In the first version, the major themes of the preceding movements come back 

(figure 5.39). The second theme of the first movement is stated in mm. 675-678, the 

main theme of the Adagio in mm. 681-684, and the first four measures of the Scherzo in 

mm. 685-688. The restatement of these themes demonstrates a unity between the 

movements. It is interesting to note that although the themes maintain their original 

sonority types, they appear here in the fourth movement in the key of C major, the 

subtonic key of D minor. 

In the second version, however, only the second theme of the first movement 

returns (the equivalent of the first four measures of figure 5.39). In the context of the 

symphony, this reiteration has a more random eflfect since it is not accompanied by any 

other important themes. This randomness may have been the reason why the third 

version, in this particular section, does not contain any of the themes fi^om the previous 

movements at all. Instead, Bruckner took this opportunity, with the deletion of past 

themes, to find a creative way to make the third version different from the former two. 

Figure 5 .39.- The restatement of the main themes from the previous three movements. 
1873 Version Symphony No. 3 in D minor, Fourth movement, mm. 675-688 
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Figure 5 .39 Continued 
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In the second section of the coda, motive X in the trumpets comes in one 

measure later, another example of staggered rhythms influenced by the 1876 score. The 

harmony remains the same but the accompaniment in the woodwinds is reduced to 

tremolo figures instead of the more scalar lines from before, also, the brass rhythms 

have changed. The climactic ascending scale no longer includes the woodwinds and 

brass instruments in bar 708 and rather than ending on a g#°^ chord in bar 715 in 1873 it 

just ends on the pitch "G#" in bar 587 in 1877 (figure 5.40). 

In the 1873 version, the trumpets loudly armounce the final progression of the 

section on a sounding d' and d^ in bars 715-716. The all brass chorale begins with a 

BbMm' (Gr6) for two measures, then a g#°^ (viWfV) for six beats and an EMm^S 

(V^sA^) for two beats. The tension continues to mount since each of these three 

sonorities seeks resolution to a dominant chord. In the next two measures, an AMm' 

with a suspended "D" creates even more tension before the last two measures where the 

suspension resolves. 
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The 1877 version has been changed from the original. The music is no longer in 

chorale form but instead has aggressive quarter note rhythms. Also, the EMm^s chord 

has been omitted allowing the secondary leading tone seventh chord to resolve to the 

dominant. Finally, bars 595-596 include an "F#," which means that the chord has been 

changed from a dominant seventh to a dominant seventh with a major thirteenth. The 

probable reason why the chorale has been changed is because of its similarity to the 

Wagner motives. The combination of the chorale's resemblance to the "Sleep Motive," 

with its serene effect, as well as the fact that all of the Wagner motives were eliminated 

from the first and second movements, suggests that this section would seem out of place 

had it not been changed. 

Figure 5.40: Chorale 
1873: Symphony No. 3 in D minor. Fourth Movement, mm. 715-724 
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Figure 5.40 Continued: Harmony altered, chorale changed to have more marked rhythms 
1877: Symphony No. 3 in D minor. Fourth Movement, mm.587-596 
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Figure 5.40 Continued 
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The last section of the coda brings back the first theme fi"om the first movement. 

The two versions remain virtually the same for twenty-four measures until measure 621 

where there begin to be some changes. Motive Y is added to the 1877 version in bar 

624 and a final motive X is played unison tutti in measures 635-637. This is opposed to 

the final DM chord in m. 763 in 1873. Also, the coda has been extended by two 

measures. 
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Table 1.24 1889 Version 
Fourth Movement Form and Key Table 

FT 1-64 ST 65-154 
(a) 1-24 (a) 25-64 (a) 65-80 (b) 81-124 (a)125-154 

D: V F^; 65 e^: A^: 101 F: 125 
E^: 9 E:/e; 35 e: 70 b'': 83 f: 104 e^: 130 
D;/d; 11 b^: 45 F"; 72 F: 84 A^: 105 F: 132 

G: 49 d"; 78 d: 853 f: 108 b'': 1343 
g; 57 C: 863 g': 1123 a'': 1353 

F: 91 G^: 116 b^: 1363 
G; 93 00

 

c: 1373 
A: 943 a: I2O3 F: 1383 

A: 124 G'': 139 
b^: 143 
D'': 145 
F; 146 
d: I5O3 
F: 152 

TT 155-213 Cod 214-228 Dev 229-36C 
(a) 155-166 (b) 167-184 (a) 185-192 Dev 193-213 TR 229-240 

D": f: 167 D'': 185 b*'; 193 F: F:/f: 
F Phryg 159 C; 169 c: 197 

f: 173 f; 201 
b'': 180 
F: 182 

(1)241-278 (2) 279-332 (3) 333-360 ST 361-392 
FT FT ST(b)  (a) 361-376 (b) 377-392 

c: 241 D*'; E; 2982 c; A^: 361 f: 
A''; 247 G^: 283 F"; 2984 E*': 337 f^i/F": 366 C: 379 
D'': 255 F; 285 b'': 305 G''; 342 A''; 3673 E: 381 
C:/c: 256 G; 288 f: 306 Eb: 3433 f; 374 A^: 384 
E'': 260 D: 291 G: 307 f: 345 B: 387 
A^: 263 E: 293 F: 311 e^; 3463 
f: 264 F": 2943 b^: 316 f: 3473 
b^; 266 A^: 2953 f: 319 c: 3563 
c: 271 B'': 2963 A^: 3203 
D'': 275 C; 2972 G: 3223 

D: 2974 
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Form and Key Table - Continued 

(a') 393-450 Coda 451-495 

D: 
395) 

(e :  397)  
(e*; 399) 
{t : 401) 
( f :  403)  
c" :  405 
ALydian: 407 
G# Phrygian: 409 
C# Phrygian: 413 
d: 417 
F Phrygian: 421 
e^: 424 
d: 434 

The 1889 Version 

The first theme of the 1889 version is changed once again in the last few 

measures at the end (figure 5.41). First, the horns have been added to the final DM 

chord in bars 54-631. Also, the bassoon and clarinet play an ornamental figure in the 

last two measures. The modulation from D major to F# major has once again been 

altered with the addition of the note "D" in the oboe on the last two beats of measure 64 

of the 1889 version. Now that the DM sonority is intact, a third relation is possible 

between it and the tonic F#M chord in the next bar. The third relation allows for a 

smoother transition than in the 1877 version. 

(d'^: 
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Figure 5.41: Ornamental figures added, transition made clearer 
1877 and 1889: Symphony No. 3 in D minor. Fourth Movement, mm. 62-64 and mm. 62-64 
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In the third theme at 189-195/189-192, seven measures have been reduced to 

four (figure 5.42). The 1877 version begins in Db major in bar 187 and then descends 

on an A major scale in bars 189-191, A minor in 192-193 and reaches D minor in 194 

and ends with a dominant pedal in bar 196. On the other hand the 1889 version begins 

the same but diverges on the last beat of bar 188, where it remains in Db major for the 

next four bars. The 1889 version not only reduces the number of measures in this 

passage but also avoids three other keys. 

Figure 5.42: Third theme 
1877: Symphony No. 3 in D minor. Fourth Movement, mm. 187-196 
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Figure 5.42 Continued: Third theme, melody changes, one key versus four 
1889: Symphony No. 3 in D minor. Fourth Movement, mm. 187-192 
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In the measure preceding the codetta, a solo timpani part with a fragmented 

motive X in bar 214 has been added to replace an otherwise silent measure. Bars 283-

296 have been cut from the first section of the development. These measures included a 

modulation to C major, the build-up to the second section of the development, and the 

first four measures of the second section. This section was deleted through the 

influence of Schalk.^® In the second section of the development, a fragmented second 

theme is added in mm. 340-343 and again in mm. 363-366. The oboe replaces the flute 

with the melody in measures 352-354 and the bass is added with a pedal point in bars 

357-360. The dominant complex found in these measures should, according to form, be 

preparation for the first theme of the recapitulation, but this is not the case. Instead, the 

first theme of the recapitulation in measures 379-432 has been completely omitted. 

When comparing the 1873 and 1877 version, part of the first theme from 1877 was cut, 

however, this did not necessarily upset the form since it was at least partially present. 

On the other hand, in the 1889 version the entire first theme has been eliminated 

causing a deficiency in the movement's overall form. 

Once again, the influence of the Schalk brothers was directly responsible for the 

aforementioned large omission however it was not always the case that when a cut was 

suggested to Bruckner that he accepted it. If he agreed with the proposal then it would 

come to fiiiition, however if he did not, he would not hesitate to reject the proposal and 

possibly compose new material. This is the case for a suggested cut from Franz Schalk 

that included 121 measures to be eliminated in the third version, which Bruckner 

^^Anton Bruckner, Symphony No. 3/3, edited by Leopold Nowak (London: Ernst 
Eulenburg Ltd., 1996), VI. 
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rejected and in its place composed new music in bars 393-440. Before the newly 

composed music are two measures composed by Schalk that were kept in the revision 

(figure 5.43). This same section was changed from the 1873 version and included two 

measures of rest in 464 and 466 (see figure 5.34). The new measures eliminate the 

rests, a prevailing feature of the revised scores. The two measures are an F#M sonority 

that is third related to the Eb(M)m' in the next measure.^^ 

Figure 5.43: Music composed by Schalk 
1889: Symphony No. 3 in D minor, Fourth Movement, mm. 391-392 
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This new music that is found only in this version at mm. 393-440, juxtaposes the 

first and third themes of the movement and serves as a transition to the coda (figure 

5.44). The harmony is very chromatic and consistently moves up by half step. 

Originally in the first theme of the fourth movement, the EbM sonority fimctioned as a 

Neapolitan chord in D major and the EbMm'^2 chord fimctioned as a German 7 that 

resolved to a DM chord (see figure 5.00). Based on this logic, the major triads and 

major-minor seventh chords in bars 393-404 may be considered to have these same 

Ibid., VI 
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functions but without proper resolution. Thus the keys in this passage would ascend 

chromatically: D minor, D# minor, E minor, E# minor, F# minor and F" minor. 

Another view, aside from assigning functions, may concentrate on the linear 

resolution of the chords. The EbMm'^2 chord is still spelled like a Gr7 (C#-Eb-(G)-Bb) 

but the resolution is to another Major-minor chord, an EMm'*2 (E-(G#)-B-D). One 

interpretation may consider that there are two leading tones in the first chord where the 

C# resolves to the seventh (D) and the Eb to the E natural. The root of the EMm''2 

chord then resolves to the root of the next chord, the FM6. This pattern continues 

chromatically, in turn building up a great amount of tension that will eventually lead to 

a "G#" unison in bar 405. The preceding linear progression correlates with the 

multitude of occurrences where parallel chords and a greater use of chromaticism have 

been added to the later versions. 

Figure 5.44: New music 
1889: Symphony No. 3 in D minor, Fourth movement, mm. 393-404 
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Figure 5.44 Continued 
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Parallel Chords 

It becomes apparent that the G#(M)m'*2 chord is actually the dominant in C# 

natural minor since a scale in that key begins to descend in bar 405 while being 

accompanied by a "G#" pedal in the horns (figure 5.45). The next two measures 

include an A Lydian scale followed by G# Phrygian in bars 409-412. Starting in 

measure 413, the second scale degree, "D#" is lowered to "D" making the scale now C# 

Phrygian. A D minor scale comes in at bar 417 and lasts until bar 420. This is followed 

by three measures in F Phrygian (bars 421-423) and five measures in Eb minor (bars 

424-428). F minor takes over in bars 429-433 to reach D minor in bar 434. A 

chromatic scale ascends to the note "G#" in bars 435-4411 and is followed by the 

fanfare on the pitch "D" in the horns and tnmipet. 

Figure 5.45: New music, various scales and modes 
1889: Symphony No. 3 in D minor. Fourth Movement, mm. 405-441 
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Figure 5.45 Continued 

— t" 1 

dim. 
-o-

.r— 

5^^ 

A 
dim. 

-fe-? 

* ĵsr 
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These changes reflect the tendency seen in the 1877 version where unison 

themes were extended by a few measures. Here the unison third theme is essentially 

developed for several measures with various scales and modes. 
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Finally, the third section of the coda is shortened by two measures and the final 

motive X has been augmented making three measures into four and a half (figure 5.46). 

This last amendment was undoubtedly an attempt to make the final motive X of the 

symphony very grand, which it does accomplish. 

Figure 5 .46: Augmentation of Motive X 
1877 and 1889: Symphony No. 3 in D minor, Fourth Movement, mm. 635-638 and mm.491-495 
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Chapter 6: FINAL SUMMARY AND CONCLUSIONS 

1873 Version Characteristics 

The first movement of the 1873 version is in sonata form and consists of several 

themes in the exposition. The first theme is made up primarily of two themes. First 

Theme 1 that contains both motive X and Y (2.0)'^° and First Theme 2 featuring motive 

Z (2.01). First theme 2 is very chromatic and based on third relations and Neapolitan 

chords (2.02). The second theme area can be divided into three separate themes. 

Second Theme 1 is based on motive Y, Second Theme 2 is a lyrical melody first heard 

in the horn (2.03) and Second Theme 3 originally sounds in the cello (2.05). Finally, 

the third theme is a unison and usually features rhythms from motive Y (2.06). 

In this version, the second movement is in the form of AB Dev. ABA Coda. 

The two themes to emerge from the A section of the movement are A-a, from the first 

eight measures of the movement (3.00) and the sixteenth note passage beginning in bar 

9 labeled Theme A-b (3.11). There are also two themes found in the B section, the 

highly chromatic B-a Theme (3.05) and the more diatonic B-b Theme (3.06,3.14). 

The third movement has the fewest number of revisions of all the four 

movements. The form of this scherzo is ABA trio ABA and it begins with a build-up of 

the important eighth-note motive X (4.0). The trio features two themes that are very 

lyrical (4.01). Interestingly, a coda section is present in the 1877 score but not in any of 

the other three versions (4.05). 

''^Numbers in parentheses refer to music examples in the preceding chapters. 
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Like the first movement, the fourth is also in sonata form. The first theme area 

consists of two (a) sections and the main theme is based on the original motive X (5.00). 

The second theme includes two simultaneous themes in contrast, a polka-like melody in 

the strings and a chorale in the wind instruments (5.01). Also similar to the first 

movement is the third theme, which is also a unison melody (5.04). 

1876 Version Characteristics 

The 1876 manuscript is often overlooked as an important cornerstone in the 

revision process. Although it has the least number of amendments of all of the versions, 

its relevance can be easily seen in the types and locations of its revisions. This version 

undoubtedly received its name of "rhythmic revision" from the alterations made to the 

first movement: it was the modifications to the rhythm in this version that were the 

most prominent changes to be carried over into the 1877 version (2.09,2.10,2.11,2.12, 

2.13). In the first movement, each of the major sections that were most affected were 

isolated, and primarily found in the major build-ups of the movement. The overall 

focus on rhythm was mainly in the realm of rhythmic diminution and an emphasis on 

greater rhythmic precision. Both syncopated and staggered rhythms are introduced in 

this version and retained in the first movement of the 1877 score (2.13,2.14). These 

initial rhythmic concerns undoubtedly influenced Bruckner as he undertook the intense 

amount of condensing and shortening of measures in the build-ups of the 1877 version. 

Besides rhythm, another important point of change in the 1876 version was to 

unify the first and fourth movements with more entrances of motive X (2.08). Motive 
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X of the first movement is by far the most important of the entire symphony and is the 

rhythmic model for the motive X of the Finale (5.00). On occasion, motive X is slightly 

altered from the 1876 version when it appears in the 1877 version but never disguised 

beyond recognition (2.38). This early emphasis in 1876 on motive X is also a precursor 

to the developmental sections in both the second and fourth movements of the 1877 

version that revolve around the manipulation of a smaller melodic imit (3.16, 5.31). 

The only section of the 1876 score that saw the addition of new measures is found in the 

coda; a total of ten new bars. This newly composed section includes motive X entries, 

and rhythms that are staggered and syncopated, however, it was not included in the 

1877 version (2.14). 

In the second, third, and fourth movements, the changes assume a variety of 

purposes. The second movement shows a greater concentration on revising parts in a 

smaller section. More than two thirds of these changes in the 1876 version are confined 

to an eight measures span, bars 196-203, and include new embellishments, voicings, 

and coimterpoint (3.09, 3.10, 3.15). Undoubtedly, the changes in these measures 

spawned revision in each of the versions to follow in the same respective measures 

(3.15,3.18). The third movement includes a few brief changes, (4.03) but more 

importantly the additions of long diatonic melodies were the focus (4.02). Only a few 

of the revisions that do not fall into this category were carried over into 1877 fi-om the 

third movement. In the fourth movement a larger number of revisions were made but 

those concerning motive X were the most important. Many of these entrances include 

staggered variations of the motive (5.05 and 5.06). 
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The 1877 and 1889 Versions 

Rhythmic Diminution and Augmentation 

The 1877 Version 

Some of the revisions of the 1877 version were also based on rhythmic 

diminution in the build-up sections, however, this type of alteration was taken a step 

further to not only intensify the rhythms but also to shorten the first movement. The 

build-up in the first theme was subjected to diminution but the harmonies were 

maintained in each respective section (2.15,2.16,2.17,2.18,2.19). 

The 1889 Version 

Fewer examples of augmentation exist, however, two notable examples of this 

show the importance of the premiere motives of the first movement. In 3-1 1889,"*' 

motive Y is in augmentation in the development section (2.46) and the final motive X in 

the symphony in 3-4 1889 has been augmented in order to have a more dramatic 

conclusion to the symphony (5.46). 

Extended Music 

The 1877 Version 

Unisons, particularly those found in the third themes of both the first and fourth 

movements, are often extended. In 3-1 1877 the third theme in the recapitulation is 

extended by 6 measures, likewise in 3-4 1877, the third theme unison is extended by 

'"These numbers refer to the symphony number, movement, and year of revision (i.e. 3-1 1889 
describes the first movement of the third symphony, the 1889 version). 
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two measures from the 1873 to the 1877 version (5.36) and again it is extended by two 

measures through cuts and repetitions later in the movement (5.38). 

Another example of an extended theme includes that found in 3-2 1877. Here it 

is extended from 6 to 13 measures, and includes an additional modulation. Most 

importantly, the melodic material is based on the A-a theme, making the section much 

more focused on the main theme than the respective section in the 1873 score (3.11). 

Similarly, at the end of the movement, motive X is added to enhance the motivic unity 

in the movement and it is lengthened by two measures (3.17). One of the few 

amendments to 3-3 1877 is also the extension of the main theme by two measures 

(4.04). 

The 1889 Version 

The third section of the development in 3-1 1889 has been changed in many 

ways from the previous two versions in bars 373-404. The syncopated, staggered 

rhythms from 1876 are present in bars 385-392 and both motive X and Y are prevalent 

throughout. However, it is the extended EM chord that stands out from the previous 

versions, which lasts for nine measures and ends with three measures on an "E" pedal 

(2.48). Just as the third theme in the recapitulation of 1877 was lengthened, it is once 

again extended in 1889 by 14 measures (2.49). In a rarer instance, the third theme is 

shortened and fewer keys are represented in the unison as is found in 3-4 1889 (5.42). 
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Chord Placement 

The 1877 Version 

Progressions are often made clearer and more logical with the addition and/or 

deletion of a particular chord(s); In the exposition in 3-1 1877, a chord from the 

transition from the first theme area is removed to facilitate a more direct modulation to 

the second theme area (2.20). Also, in the third theme of this same movement, a single 

chord is changed to result in a stronger harmonic progression (2.25). 

In the (b) section of the second theme area in 3-4 1877, a secondary dominant is 

eliminated because it did not correctly resolve in the 1873 version (5.12). Also in this 

same section, the placement of a dominant chord before a tonic strengthens a 

concluding cadence before a modulation (5.14). In the third theme of the recapitulation, 

a progression shows the deletion of a secondary leading tone and secondary dominant 

chord, which minimizes the number of chords seeking resolution to the dominant from 

four to two chords. Furthermore, in this same progression, there is the addition of a 

major thirteenth to the dominant chord to make the V more dramatic before the advent 

of the coda, which immediately follows (5.40). 

The 1889 Version 

In the last measures of the first theme area that has been altered in each of the 

versions, the 1889 version shows a more stylistic transition between the first and second 

themes of the fourth movement by use of a direct third relation (5.41). Again, a third 
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relation is used in the transition of the same movement from the third theme to a newly 

composed section (5.43). 

Modulations 

The 1877 Version 

Modulations are at times changed in the revised versions by the introduction of 

new keys or the use of a different modulation type. In the third theme of 3-4 1873 a 

change in mode from A minor to A major is replaced with a modulation, first to E major 

and then to A major in the codetta in the 1877 version (2.26). From the same 

movement in the third theme of the recapitulation, the harmonies have been simplified 

and several modulations have been eliminated which results in a shorter, less developed 

theme in 1877 (2.42). 

In 3-2 1877, a more subtle modulation in the transition to the development 

section shows a Fr6 chord instead of a third relation in 1873, this is a rare occurrence 

given that third relations are more prone to replace other types of modulations (3 .13). A 

new key is added in 3-4 1877 making the key scheme change to a more proportional 

design of keys a fifth apart (5.13). Another instance where the Fr6 sonority plays an 

important role is when the quotes from 3-4 1873 are bypassed. An EFr6 functions as a 

Fr6 in D minor in 1873 to continue in that key for the upcoming Wagner quote. In the 

1877 version, the EFr6 functions as an altered dominant that is followed by a dominant 

triad which is third related to the tonic in F major, all in order to avoid the key of D 

minor, the key of the "Love Death" quote for the 1873 version (5.15). 
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Silent Measures 

The 1877 Version 

In 3-4 1877 there are ten measures that have been reduced to six by the 

elimination of silent measures and pedal points in the transition to the development 

section (5.24). Likewise, in the recapitulation of the second theme, rather than having 

two measures of consecutive silent measures as is found in the 1873 score, the silent 

measures have been placed between the measures containing music (5.34). Eliminating 

rests is a priority in the revised versions, however at times the silent measures are not 

deleted but rather new instrumental parts are added to the silent measures to provide an 

extension of, or initiation of, a particular sonority. This is the case in the transition to 

the second theme group in the exposition of 3-4 1877 (5.08). In the same vein, the 

horns are added with a diminished seventh chord in the first section of the development 

where the music had consisted of only a pedal point in the 1873 version (5.25). 

Measures Combined. Added. Deleted or Juxtaposed 

The 1877 Version 

In 3-1 1877, Second Theme 2 has been lengthened by means of longer durations 

of particular chords (2.21). Second Theme 3 is melodically revised with the adding of 

embellishment but at the same time it is shortened from eleven measures to nine (2.22). 

Later in the same section, two measures are deleted from Second Theme 2 (2.23) and 

one measure is added in the dominant complex that features motive Y (2.24). In the 

codetta of the same movement, two measures are combined to make one (2.27) and the 
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measures between the first and second sections of the development are shortened from 

five bars to two (2.29). In rarer cases, the juxtaposition of themes is used to shorten a 

passage as it is done in the transition to the development section in 3-1 1877. This 

transition has been shortened by four measures without sacrificing any harmonic or 

melodic material because the parts now occur simultaneously (2.28). In the 

recapitulation. Second Theme 2 is lengthened by one measure, which delays the 

modulation in the 1877 version (2.39). This same theme is altered once again by 

extension, the adding of leading tone chords, and the elimination of a major to minor 

shift (2.40). Fewer instances of combining measures occur in the 1889 version. One 

such instance is found where bar 67 takes the place of bars 67-69 in 1877 and in the 

process eliminates the inner silent measure and conjoins the two outer measures (2.45). 

In 3-2 1877 the transition from the A to B sections has been shortened by means 

of measure consolidation and the elimination of a silent bar (3.12). At times, a deletion 

has been made to reduce the number of like measures from an odd number to an even 

number as can be seen in the repeated (a) section of the first theme in 3-4 1877 (5.07). 

Also in this version, the four-measure introduction to the second theme has been 

eliminated (5.09). Later in the same section, five measures are omitted due to a 

repetitive harmonic progression (5.10). 

Another example of measures that have been repeated or omitted in order to 

balance out a melodic line are found in 3-4 1877 (5.19). In the third theme of the same 

movement, seven measures are reduced to three in order to reduce the nimiber of 

measures containing an awkward progression (5.21). Although the major to minor shift 
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is commonplace throughout the symphony, it is eliminated but replaced with another 

stylistic trait, a modulation by third relation in the second section of the development 

(5.28). The second theme of the recapitulation in 3-4 1877 is shortened overall but the 

dominant complex is lengthened. In 1873, the twenty measures in this section include 

twelve measures of the theme followed by eight measures of a dominant complex. On 

the other hand in 1877, the twelve measures in this section show that the theme 

coincides with the dominant complex throughout but the theme itself is shortened 

(5.35). Later in the movement, bars 512-514 are comparable to bars 632-636 in 1873. 

These measures show the simplification of harmony, elimination of a rest, and an 

overall reduction of measures (5.37). Another priority seems to be the elimination of 

augmented triads. In 3-4 1877, two measures of an augmented mediant are deleted 

fi-om two sections in the third theme area (5.20, 5.23). Also in this movement, a series 

of augmented mediant triads are deleted in the first section of the development (5.27). 

Climaxes 

The 1877 Version 

Climaxes are intensified by means of changed rhythm, texture, and harmony. In 

the second section of the development between 3-1 1873 and 1877, bars 356-376 are 

revised in 1877 as bars 323-342. This climax to the third section is enhanced with 

German augmented sixth chords, faster harmonic rhythm, and a third relation (2.30). 

Also in the second theme area of the recapitulation, the Gr6 and Gr7 replace leading 
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tone seventh and submediant chords in bars 533-536 of the 1877 version to strengthen 

the climax in these measures (2.41). 

The 1889 Version 

In the 1889 version, the second section of the development is once again revised 

and improved with further refinement by means of more structured modulations that are 

up by half step and a more consistent use of German sevenths, fully diminished, and 

half-diminished chords (2.47). In the development section of 3-2 1889, a prolonged 

Gr7 is added for harmonic regularity in order to better transition past a deleted theme 

(3.18). 

Stylistic Harmonic Tendencies 

The 1877 Version 

In some instances a progression has been changed to reflect a prevalent trend in 

the movement. One example includes the addition of a dominant chord to continue the 

pattern of dominant to tonic chords in the (b) section of the second theme area in 3-4 

1877 (5.11). Another example includes the elimination of a modulation to maintain the 

recurring sections of parallel first inversion chords in the first section of the 

development (5.26). 

An additional tendency in harmonic relationships involves a greater use of 

parallel chords and repeating patterns. Several newly composed sections were also 

based on the principles of more linear movement. In 3-2 1877, the development section 
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has undergone one of the single greatest changes found in the entire symphony from 

1877. The 1873 version begins in the home key, Eb major, and modulates to F minor 

and finally to C major where it reaches a climactic tonic ^4 chord in bars 239-240. The 

developed material consists of the A-a theme in bars 225-230, a fragmentation of the 

theme in bar 234 and the remaining measures include descending scalar passages. On 

the other hand, the 1877 version shows much more direction and focus. Rather than 

two modulations, the 1877 version contains a sequential series of sixteen and the 

developed material is taken entirely from the A-a theme, mostly in fragmented form. 

There is an emerging pattern of parallel chords including three parallel-diminished 

seventh chords in measures 200-201 and another pattern of leading tone seventh to tonic 

chords which repeats three times in bars 201-203 (3.16). In rarer cases, a section from 

the 1873 version with parallel chords is deleted from the 1877 score. In 3-2 1873 a 

transitional section that involves the alternation of major-minor and major-major 

seventh chords is eliminated from the 1877 version due to a large cut but is present later 

in the movement that does coincide with the 1873 version (3.13). 

Newly composed music can also be found in the third movement of 1877 as 

well. A forty-one measure coda is seen only in this version and is based primarily on 

unisons, supertonic sevenths, German sixths, leading tone sevenths and tonic chords 

(4.05). Many of these characteristics coincide with those found in the overall revision 

process, however, this coda was still not incorporated into the final (1889) version. 

In 3-4 1877, a similar pattern of leading tone diminished seventh chords 

resolving to their minor tonics is repeated three times in measures 135-138 in the 
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second (a) section of the second theme area. This music replaces a section that was 

primarily made up of tonic and dominant chords in the 1873 version (5.16). Later in the 

same section, a string of four half- diminished seventh chords and one fully diminished 

seventh chord are incorporated into bars 148-150, replacing a more conventional 

harmonic progression (5.18). 

As it has been previously stated, the German augmented sixth and seventh 

chords play a larger role in the revised versions. A Gr7/i is placed in the retransition of 

the fourth movement in bar 374 to help establish the key (5.33). Also, in an effort to 

clarify a progression, the unusual relationship of the Gr6-I6 in 3-4 1873 has been 

discarded. This revision shows that sixteen measures have been reduced to eight and 

more traditional resolutions are put into place (5.17) 

Of course, the most important utilization of the Gr7 is found in the second 

section of the development in the fourth movement. In the 1873 version of the fourth 

movement, bars 375-436 were based on scalar passages and an alternation between the 

second and third themes (5.29, 5.30). On the other hand, the 1877 version in bars 309-

341 is melodically based solely on motive X. The Gr7 and third relation prevail for 

eight measures where the harmonic rhythm doubles and then triples in these measures. 

The key stabilizes for two measures before there are sixteen major-minor chords in 

succession (5.31, 5.32). 
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The 1889 Version 

Motive X is at times added also in 1889, as it has been in a transitional section 

of the third theme in the fourth movement (5.22). Also in the fourth movement of this 

version can be found a lengthy and important addition of music. In a newly composed 

section, Bruckner combined several important stylistic characteristics that have surfaced 

from the revisions of the Third Symphony. This music in bars 393-441 shows that both 

the first and third themes are juxtaposed. The harmony includes parallel major-minor 

and major chords that function as German sevenths and Neapolitan chords. The keys 

move up chromatically, and the third theme unison is extended with melodic resources 

that span from minor scales to modes (5.44, 5.45). 

Instrumentation 

The 1876,1877, and 1889 Versions 

The instrumentation changes frequently throughout each version. Most notably 

in the 1876 version, there was an emphasis placed on a larger brass soimd in build-ups 

and added motives supplying additional counterpoint. The 1877 version continues this 

focus but there is much more concentration on color. Often times, entire sections show 

the replacing of one instrument family with another. Eliminating instruments and 

creating a thinner texture is most obvious in the 1889 version. 
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Quotes 

The 1877 and 1889 Versions 

The results on the omission of the quotes from movement to movement in this 

symphony are somewhat mixed. In 3-1 between the 1873 and 1877 versions, both the 

"Love Death" (2.35) and "Sleep" (2.37) motives are completely eliminated from the 

development section (2.31,2.32,2.34,2.44). However, the quote, "Walther's Prize 

Song" from Die Meistersinger remains intact because it was the primary melodic 

resource for Second Theme 2 (2.04). On the other hand, the majority of self-quotes 

were for the most part held over in the 1877 and 1889 versions. For instance, the quote 

from Bruckner's own Mass in D minor was kept intact in the codetta in all three 

versions (2.07). Also allowed to stand was Bruckner's self-quote from the opening 

theme of his Second Symphony (2.36) and the rhythm of this motive is continued until 

the end of the development section in 1877 and 1889 (2.33,2.34). Apparently, 

Bruckner must have felt that quoting his own music was safer ground than quoting his 

contemporaries when considering Hanslick's reviews. In the coda of the 1873 score. 

First Theme 2 is followed by music that resembles both the "Sleep" motive and the 

Second Symphony Motive. These measures are not found in either the 1877 or 1889 

versions (2.44). Although there are no direct quotes from any of Beethoven's works in 

this symphony, his influence is greatly apparent in several areas. One such place 

includes an excerpt from the coda of the 1873 version, where there is essentially an 

expansion or stretching of intervals (2.43), similar to that found in Beethoven's ninth 
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symphony. This section is not present in the 1877 version so it would seem that even 

indirect homages were cut from the revised score. 

The second movement proves to have the highest degree of motive retention. 

Both of the quotes from the prelude of Tristan and the "Sleep" motive from Die 

Walkiire were maintained in 1877 and 1889, (3.08) but the "Sleep" motive is somewhat 

altered in 1877 (3.17). Bruckner was able to successfully incorporate the "Desire," 

"Grief," and "Yearning" motives from Tristan into his symphony all the while 

maintaining the important harmonic nuances from the opera (3.03, 3.04). Only on one 

occasion does an excerpt from the prelude fall victim to deletion in the second 

movement, this being the quote from Tristan in bars 156-160 from the 1873 version 

(3.07). Also, Bruckner includes a liturgical quote, the "Marienkadenz" from his Ave 

Maria motet, which returns in the revised version for its many occurrences (3.01, 3.02). 

There are not any quotes in the third movement in any of the versions. 

In the fourth movement, each of the quotes from Wagner, "Love Death" and 

"Sleep," were completely eliminated along with the Second Symphony motive (5.02, 

5.03). It seems that the quotes that were adapted the best to the surrounding music were 

kept in the revised score. Any inclination toward the music of Wagner would arouse 

the wrath of Hanslick and, for this reason, only the well-disguised quotes were retained. 
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Cuts Affecting Form 

The 1877 Version 

Some of the cuts have adverse consequences on the form of a movement. In 3-1 

1873, it has been mentioned that the Wagner quotes were cut, but in the process the 

1877 version is left with a lack of dominant preparation in the retransition. In the third 

theme of the recapitulation of the fourth movement in 1873, the main themes from each 

of the previous movements appear in order to give the symphony an obvious cyclical 

quality. In the 1877 version, only the second theme from the first movement appears, 

leaving out the main themes from the second and third movements. 

The 1889 Version 

The 1889 version was most affected by large cuts in the revision process. In the 

second movement of this version, bars 136-181 in the 1877 version are replaced by bars 

136-153 in 1889, a difference of 28 measures. The most important result of this 

deletion is that Theme B-b is altogether missing. 

It was previously mentioned that some of the main themes of the symphony 

were eliminated from the fourth movement of the 1877 score. However, none of the 

previous movement's themes are present in the fourth movement of the 1889 version 

(5.39). Therefore, in the 1877 version the sense of a cyclical symphony is questionable 

and in the 1889 version it is completely lost. 
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It is also in 3-4 1889 where the largest and most detrimental cuts can be found. 

From the 1877 version, bars 283-296 have been cut from the first section of the 

development in 1889. These measures included the build-up to the second section of 

the development, and the first four measures of the second section. An even larger cut 

is apparent in the first theme of the recapitulation in measures 379-432. The result of 

this cut is that the entire first theme from the recapitulation has been eliminated causing 

an awkward deficiency in the movement's overall shape and form. 

Final Conclusions 

The revision process for Bruckner's Third Symphony began with the 1876 

version. The modifications made in this score absolutely foreshadow the more intense 

revisions of 1877 and 1889. Most importantly, the rhythmic diminution, changes to 

texture, and entrances of motive X sparked the condensing of music in 1877, which 

shorten the movements along with clarified harmonies and adjusted phrase lengths. 

From this point a logical move to apply the principles of rhythmic and melodic 

diminution were made to other places in the body of the symphony. In other words, the 

1876 version was the first step in what would be an evolutionary approach to revising 

this symphony. 

The categories listed above have been supplied in order to help quantify and 

classify the numerous changes that have been made in each version of the symphony. 

The prevailing points include evidence that suggest that many sections were amended to 

relieve repetition and what must have been viewed as unnecessary embellishment. A 
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number of new approaches to harmony are introduced in the revised scores. In the 1877 

score, many of the alterations were made to simplify the harmony of the symphony. 

Less frequently, particular revisions will offer a less comprehensible progression. Also, 

there is a greater reliance on the German augmented sixth and seventh chords and the 

third relation. The newly composed development sections of the second and fourth 

movements of the 1877 version are arguably the most significant alterations made to 

these scores. A contextual approach to the developments, that included important 

motives and harmonies, show a pivotal moment in the revision of the third symphony. 

The 1889 version exhibits characteristics that differ from the previous two 

revisions. Although some of the focus was on the qualities mentioned above, this 

version shows a more drastic approach to revision, especially in the fourth movement. 

The Schalk brothers were responsible for the two largest cuts that affect the symphony's 

form. 

The numerous differences along with the duration of time that was taken with 

the changes of the Third Symphony presents a gateway into Bruckner's thought 

processes on revision, harmony and form. Although the influences of others impacted 

some of the revisions, a closer examination presents details about decisions that were 

ultimately made by the composer. Some of the alterations have indeed affected the 

form of the later versions but it is in these later versions that more people have had 

access to recordings and performances. From a harmonic standpoint, many complex 

relationships have been removed from the original with the removal of the Wagner 

quotes. Some of the quotes are still present in the later versions but are blended in such 
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a way that they are much less noticeable. On the other hand, the removal of some of the 

quotes gave Bruckner the freedom to expand and develop the main themes of the 

symphony, exploring new approaches to composing. Overall, each of the four versions 

of the Third Symphony provides invaluable information about Bruckner's 

contemplations on composing and revision. 
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