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Bernard Haitink, (born March 4, 1929, Amsterdam, Neth.), Dutch conductor 
best known for his interpretations of Gustav Mahler, Anton Bruckner, Ludwig 
van Beethoven, and Franz Liszt. His conducting, which continued the tradition 
of Willem Mengelberg, was noted for its careful attention to detail combined 
with an uncommon strength of character and conviction.

After studying at the Amsterdam Conservatory, Haitink joined the Netherlands 
Radio Philharmonic as a violinist. He studied conduct-
ing with Ferdinand Leitner at the Netherlands Radio 
Union’s annual conductor’s courses, 1954–55, and 
became their second conductor in 1955. His associa-
tion with the Concertgebouw Orchestra of Amsterdam 
began in 1956, and he was appointed its coconductor 
in 1961 and permanent conductor in 1964. He also 
served as artistic adviser (from 1967) and artistic 
director (1970–79) of the London Philharmonic 
Orchestra. In 1972 Haitink turned his attention to 
opera, which led to his appointment in 1978 as music 
director of the Glyndebourne Festival in East Sussex, 
Eng. He became music director of the Royal Opera 
House, Covent Garden, in London in 1986, and he held that post until 2002. 
In 2002–04 he was principal guest conductor of the Staatskapelle Dresden, 
and in 2006–10 he led the Chicago Symphony Orchestra as principal conduc-
tor. Haitink’s many recordings include cycles of the symphonies of Mahler, 
Bruckner, and Beethoven and the tone poems of Liszt.



As already pointed out by Hans-Hubert Schönzeler, Bruckner has "his roots in the music of 
Palestrina, Bach, Beethoven, Schubert". At the same time, however, Bruckner is also regarded 
as one of the key innovators of late 19th-century harmony alongside Franz Liszt.

In the Ninth Symphony, Bruckner consistently continues his chosen symphonic path by adhering 
to the sonata form (extended to the third theme). At the same time he expands the form and 
enhances it to the monumental. The expansion of the orchestra apparatus is also an expression 
of this mass increase. The Bruckner researcher Alfred Orel states: "If one looks at the overall 
apparatus that Bruckner uses, the most striking thing is the amount of sound that was hitherto 
unknown in absolute music." - and Orel draws the conclusion: "The orchestra of the IX , 
Bruckner's symphony is only the end point of Bruckner's aural development line with regard to 
the means used. [...] The decisive factor, however, is not the mass of means of expression, but 
the way in which they are used. "With reference to the Adagio of the Ninth, he emphasizes:" As 
in Strings of the group, woodwinds and brass instruments are soon to be juxtaposed, soon to be 
coupled again in the most diverse ways, and united to form an inseparable whole, as well as in 
individual sound the instruments of these groups. On the one hand the open work, on the other 
hand Bruckner's peculiarity to form his themes often out of short phrases, mean that an 
instrument seldom emerges solo for a long time without interruption."

According to Ekkehard Kreft, "the phases of improvement in the Ninth Symphony take on a new 
significance, as they serve to shape the processual character from the starting point of the 
thematic complex (first theme) to its final destination (main theme)." Both in the first sentence 
and in the final movement this is expressed in a hitherto unknown dimension. The entry of the 
main theme is preceded by a harmoniously complicated increase phase. The use of this 
increasingly complex harmony makes Bruckner the pioneer of later developments. The 
musicologist Albrecht von Mossow summarizes this with regard to the Ninth as follows: "To the 
material developments of modernity must be attributed to Bruckner as with other composers of 
the 19th century, the increasing emancipation of dissonance, the chromatization of harmony, the 
weakening of tonality, the touch of the Triadic harmonics through the increased inclusion of four- 
and five-tone sounds, the formal breaks within his symphonic movements, and the revaluation of 
timbre to an almost independent parameter." In the Ninth Symphony, the great waves of 
increase frequently lead to a subsequent process of decay. The music psychologist Ernst Kurth 
expresses this process of development, climax and decay and speaks of the "inner space 

symbolism of a contrast of sound-specific breadth and emptiness compared to the previous 
compression and summit position." Here also ties in with Manfred Wagner and called Bruckner 
as "structuralist". In his Bruckner book he draws the immediate parallel to Stockhausen, "and to 
his half-hour work Gruppen (1957) for three orchestras, because structure is likewise not so 
much in the linear genesis, but in the tearing, the dismemberment of the individual apparatus 
will be shown. As with Bruckner, it is not just about the transfer of the spatial sound conception 
on the instrumental apparatus, often referred to by interpreters as 'registration', but also to the 
wealth of types of sound, of colors, of characters 

The fugue is extraordinary in the final movement of the Ninth Symphony, although the inclusion 
of a fugue in the symphonic context of Bruckner is not uncommon. However, the fugue in the 
finale of the Ninth has a prominent position, as Rainer Boss explained: "Compared to the other 
use of the finals main themes as Fugenthema the main theme of the finale of the 9th 
Symphony has a peculiarity, because it is not accepted unchanged, but for the Fugue 
transformed in its last two bars. [...] So also for Bruckner conditions 'unusual' form of joint 
exposure is to explain that exceptionally without the two-bar extension of the comes for the 
purpose of modulatory regression dux."

Bruckner increasingly refines his technique of citation in the Ninth Symphony. Paul Thissen 
sums it up in his analysis: "Undoubtedly, the form of integration of quotations used by Bruckner 
in the Adagio of the Ninth Symphony shows the most differentiated appearance. It ranges from 
mere montage technique (Miserere citation) to the penetration of the sentence with transforma-
tions of the cited motif (Kyrie citation).

Summing up, Bruckner's Ninth Symphony represents an important link between late romanti-
cism and modernity. With the Ninth, Bruckner not only opens up new soundscapes through the 
emancipation of dissonance that Wagner had already achieved, but also achieves a new 
dimension by separating individual chords from once firmly established sound connections the 
harmony, as it is continued, for example, by Arnold Schoenberg. On the long symphonic tracks 
(negative sound of silence - sequencing phase - widened peak - decay process) Bruckner 
expands the form extremely. Thus, Bruckner's structural structure with its Ninth Symphony also 
makes it a pioneer of modernism.
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1 Feierlich, Misterioso 23:16
2 Scherzo (Bewegt, Lebhaft) (Beginning) 4:23
3 Trio (Schnell) - Scherzo D.C. (Conclusion) 6:53
4 Adagio (Langsam, Feierlich) 24:58
Total Time: 59:30 
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