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IIBAP/] TPUH
Manxsmmenckas MY3bIKAIbHAA WKOIA

VK 781.135

BETXOBEH U SAAUTTTUYECKAS TOHAABHOCTD

aHHBIM OYEpK HAlMCaH Ha OCHOBE MOMX HCCIIE-

JIOBaHUI MaJOM3BECTHBIX (M IPH 3TOM BecbMa

BOJIHYIOIIMX) aCIEKTOB BeTXOBEHCKOTO HCIIONb-
oBaHMs TOHaJIbHOCTH. OJHOM U3 HEOOBIUHBIX YEPT €ro
My3bIKH, KOTOPYI IPEACTABIIO 3[eCh BKparLe, XOTsA
o0cTosITENNbHOE €€ M3YyYeHHUE MOKET COCTABHUTH LIENIYIO
KHUTY, SIBISETCS TaK Ha3bIBaeMas «JUIMITHYECKAs» TO-
HAJIBHOCTD. [10 MOeMy yOSIKICHHUIO, OHA CTajla OHOM U3
Han0oJiee HOBATOPCKHUX XapaKTEPUCTHK €r0 MY3bIKH.

CranmapTHOE IpeACTaBIeHHE TOHATBHOCTH — C €1~
HOM «TOHMKOW» KaK HECOMHEHHBIM LICHTPOM IMpPUTSKE-
HHSI — MOXET OBITh CPABHUMO C IIPEACTABICHUEM OKPYXK-
HOCTH B MaTemaruke. [Ipy 3ToM aiuminc umeeT OTINYHbIE
OT OKPY’KHOCTH XapaKTEpUCTUKU. B HEM NIPUCYTCTBYIOT
06a (BoKyca, U KOKAbIH U3 HUX CIY)KUT LIEHTPOM U He3a-
BUCHUMOM TOYKOW MPUTSDKEHUs: coracHo Kemnepy, ma-
HETHI IBIKYTCS 110 IUNTHYECKON TPAeKTOPHH.

Xorsi beTxoBeH B OCHOBHOM HCIIOJIb30Bajl «CTaH-
JApTHYIO» TOHAJIBHOCTh, MOXKHO BHJETh SIBHBIE MpPHU-
3HaKU TOT'O, YTO OH C PEryJSPHON 4YacCTOTOH CBSI3bIBaJl
TOHAJIBHOCTH TAaKXe B «QJUIMINTUYECKUE» Mapbl. Bo3b-
MéEM, K IIpUMEDPY, II0Pa3UTENBHOE COBMEILICHUE B HaYaJIe
Ckepio! «ITacropansHoit» cumbponun (mpumep Ne 1):
MOJIHUEHOCHOE HW3MEHEHUE TOHAJIBHON OPHUEHTALUH,
Korja fis B D dur’HOM Tpe3By4YHH PE3KO HPOTHBOPEUHT
TOMY, YTO OBUIO MEpej ITUM HaTypalibHbIM F dur’om B
COOTBETCTBHH C KITFOUCBBIMH 3HAKAMH®.
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O}IHaKO CaMbIM BQ)XHBIM SBJIACTCA HE MNPOCTO HE-
OKUJAHHOCTb. IMEHHO B 3TOM IACCAXE COBOKYNHOCMb
ABYyX TOHAJIBHOCTEH BbIpAXXAa€T €IUHYIO TEMATHYCCKYIO
WJICI0 — UJIEI0, KOTOpasl ocTajach Obl He 3aBEepLIEHHOM,
ecinu ObI 3TH JBE HOTHI He 3By4anu BMecTe. Kto emé mo

BerxoBeHa B camMoM Hadajie 4acTH AEIHI CBOIO TeMY
MIPSIMO MTOCEepEeINHE TAKHUM CMEJBIM, C TIO3UIIUN TOHAJIb-
HOCTH, criocoboM? Hackonbko MHE U3BECTHO, HUKTO.

B TO e Bpemsi, 3TO He €JUHCTBEHHbIN ITPUMEP, KOT-
na berxoBeH pe3ko nepeckakuBaet u3 F dur’a B D dur,
MpuaBast 3TOMY OINPENeIEHHYI0 TeMaTHYECKYIO0 3HAYHU-
Moctb. Paccmorpum bararens F dur op. 33 Ne 3. 3xecs,
0e3 BCSIKOW TapMOHHYECKOW CBS3KH MBI CIIBIIIHM MEJO-
JIMIO CHavyasla B OJJHOI TOHAIBHOCTH, a 3aT€M — B JIPYTOH,
IIPU 3TOM KAXKA0E€ U3 JIBYX IPOBEICHHN 3aBepIIaeTCs
TIOJIHOM ayTeHTUYHOH KajeHuuen (mpumep Ne 2).
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W cHOBa MBI JOJDKHBI 337aTh BOINPOC: IJI€ MOXKHO
HalTH HCTOPUYECKUH MpereneHT Ui Takoro xoma?
IIpu BcéM raliJHOBCKOM 4yBCTBE IOMOpPA B €r0 «CJ0Ba-
pe» MBI MOJOOHBIX IIYTOK» HE HaWaEM. MOXeT OBITh,
OJIHDKE BCETO K 3TOMY CTOMT «IABOHHOE) Tpe/ICTaBICHHE
[JIaBHO# TeMbl (puHaJa B €ro mo3aHed (opTernuaHHoM
Conare Es dur. OnHako TOHAJIBHBIA KOHTpACT — Es dur
u f moll — He mompa3yMeBaeT HUKAKUX CMEIICHUH TO-
HaJbHOTO TNPUTSDKEHUSA. MBI IPOCTO BOCHPHUHUMAEM
BTOpPOE MPOBEICHHUE BCEro JHIIb KaK JUATOHUYECKYIO
MIOCNIEIOBATENbHOCTh BHYTPH  «HEHOTPEBOXKEHHOTO
uapcra» Es dur’a.

OpavH 13 BO3MOXHBIX MCTOYHHUKOB OETXOBEHCKOM
TOHAJIFHOM CMENOCTH — )KeJaHHE TOCTaBUTH JBE IPSIMO
MIPOTUBOIIONIO)KHBIE TOHAJIHHOCTH B ONIIO3ULHUIO APYT
JIpyTy — MOXeT ObITh HaizeH B My3bike K. @. O. Baxa.
Vxe B 1742 rony bax «crajgkuBaeT» Ipyr ¢ Apyrom
E dur v G dur B nauane coeit Conarsl E dur, Wq. 48
No 3 (taktel 9-16). Tem He MeHee, 31eCh TPOUCXOAUT
HedTro Apyroe. Ham He mpemmaraercss «dJeKTpuye-
CKHH HIOK» OT MOMEHTAJIBHOTO KOHTAaKTa C «OTOJIEH-
HBIMM» HECOBMECTUMBIMH TOHAJIBHOCTSAMHU, KaK ¥y
BerxoBena. Benp y Hero Ha camMoM [ieje coBEpIIaeTCs
CTPEMHTEJIbHBIH aKT rapMOHUYECKOW anxuMmuu. E dur
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craHoBHUTCS e moll’em, npeobpasyercs B G dur, co-
ckaib3biBaeT B C dur u Bo3Bpamaercs B G dur, — Bcé
3TO B IMpenenax BTOPOro MPEIOKEHUS H3 BOCHBMH
takToB’. Bomee Toro, Tam, rme BerxoBeH pasmenser
CBOM maccax MO0 OJHOMY NPHUHIMUIY ([0 HPUHIUILY
TOHAJIBHOCTH), OH COOJIIOAAET €ro €ANHCTBO 0 APYro-
MYy NpUHOUITY, a UMEHHO, — C TOYKH 3pCHUA MCIIOJUU.
K. ®. 3. Bax e HAYEro Mogo0HOI0 HE JeITacT.

BeposiTHO kommo3uTopom, Hanbonee OIM3KO MOZIO-
HIeIIMNM K OEeTXOBEHCKOM KOHIIEMIIMH COBMEIIEHHBIX,
WIH  «JUIMITHYCCKUX», TOHAJIBHOCTEH ObUT Mouapr.
Paccmotpum Hagano Ksaprera K. 465. B camom nerne,
31€Ch MbI CJBINIMM YAUBUTCIBHOC COIOCTABJICHUC TO-
HaJBbHOCTEM: Apamarnyeckoe Beictyruienue C dur’a mpo-
TUB b moll’a (mpumep Ne 3)*,
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Tem He MeHee B3I Ha BeTXOBEHCKYIO0 yBepTIOpY
«Kopuonan» mnoka3plBaeT, HACKOJIbKO DPa3IM4HbI JACH-
CTBUS IBYX MacTepoB. Tam, rne Mouapt cmsaryaer 3ByKo-
BO#1 3(h(heKT OT HECOBMECTHUMOCTH TOHAIBHOCTEH IMyTEM
JICTUKATHOW MPHBS3KU JTOMUHAHTBI ¢ moll’a K TOHUKE
b moll’a, coequusisa UX BOCXOISAIIMM IIaCCaKEM M3 I1a-
paJUIENBHBIX MallbIX TEPLUH, a 3aTeM, 110 Mepe pa3BUTHUS
KOMIIO3UIIMH, 3aCTaBJIsisl HAC IMOHATH, YTO JIBIXKEHUE K
b moll’1o B Oacy SIBISETCS YaCThIO CTPYKTYPHOIO Iepe-
X0Jla OT TOHMKU K JOMHHaHTe, beTXoBeH — Hao0OopoT,
CO3/1aéT MEXIy CTOJIb HECOBMECTUMBIMU B OOBIUHOM CH-
Tyallly TOHAJBHOCTSIMH KECTKOE MPOTHBONIOCTABIICHHE,
BBIJIEIISISI 9TOT MOMEHT JpaMaTu4eCcKod TUILIMHOM MEX Ty
HumH (mpumep Ne 4).

B cBoEM uccienoBaHuM NMPUXO0XKY K BBIBOLY O TOM,
410 y berxoBeHa cyliecTByeT MHOXXeCTBO 3 hekToB, KO-
TOpBbIE MOT'YT OBITh aJ€KBaTHO OOBSICHEHBI TOJIBKO €CIIH
JIONYCTUTh MBICICHHOE COBMEILEHHE UM KOH(IMKTYIO-
LIMX TOHAIBHOCTEH, KOTOPBIE TIPH 3TOM CO3/IAI0T «CBEPX-
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TOHAJIbHBIE» KOMIUIEKCHL. [Ipyrumu cioBamu, aist berxo-
BEHa TOHAJIBHOCTH OblJIa HE POCTO HabopoM u3 12 (umu
Jaxe 24) nepBUYHBIX 2JIEMEHTOB; OH TAK)KE OIIEPUPOBAT
Pa3TMYHBIMH CTEIICHAMH («QJIIMIITHYECKOr0» CMEIIHBA-
Hus. Jlanee cocpenotounmMcs Ha B3aUMOAECHCTBIH MEX Ty
TOHAILHOCTAMHU F dur u D dur, Ho cHayajia — 0 HEKOTO-
PBIX METOHOJIOTHYECKHX MOMeHTaX. [lepBoe: mocKonbKy
IIPOCTPAHCTBO CTaThU HE MO3BOJIAET MHE OOCYIUThH 3TOT
TEXHUYECKHi (peHOMEeH B ero cBs3u ¢ (uiocopckum u
OuorpadMueCcKiM acrieKTaMu, 4To, Ha MOH B3IVIs, ObLIO
OBl SAMHCTBEHHO BEPHBIM MY3bIKAJIbHBIM aHAJIU30M, 10~
BEPIO YUTATEIIO PACCMOTPETH 3TH CBSI3M CaMOCTOSTENb-
Ho. Hamny4miM U3 u3BECTHBIX MHE CIIOCOOOB C/ENaTh
3TO SABNIAETCS IPUMEHEHUE METOIOIOTHH 3CTETHYECKOTO
pean3Ma, KoTopas Oblia pa3padborana B Hadane 1940-x
rOJIOB BEJIMKUM aMEPUKAHCKUM (QHiIoco(hoM HUCKycCTBa
Onu CureoMm. Ero 6a30BbIii MPUHIIKI U3JIOKEH B Clie-
JytonieM nocryinare: «Mup, UCKYCCTBO H JINUHOCTh 00b-
SICHAIOT YT Apyra: KaXK10e U3 HUX €CTh ICTeTHUeCKas
HUJAEHTHIHOCTH JIPYroro»°.

Moii BTOpOil METOIOJIOTUYECKUIA MMYHKT (@ 371e6Ch MO
B3DJIS HALIEJICH Ha TEXHUKY) COCTOUT B TOM, YTO B CBOEiT
HauOoJIee XapaKTEPHOH (POpMe KOMILICKCHAs TOHAJIb-
HOCTb OKa3bIBaeTCs T€M, B UéM beTXxoBeH mpezacTaBiseT
CBOM 0OCHO6HOU TEMaTHYEeCKHH MaTepHas IBaXKAbl — B
Ka)XJI0M M3 TOHAJIBHOCTEN U B TECHOM CONOCTaBJICHUHU.
Wnorna, xak Hampumep, B «llactopanbHoiy» cumdo-
HUM, TeMa pa3leisieTcsi HEOXHJIaHHBIM CMENeHuEM
TOHaJIBHOTO (okyca. OmgHako Oojiee 4acTo, KaK HarpH-
Mep, B bararenu, Ham mpenaraercsa BCsS TeMaTH4YeCKast
uaes aBaxael’. B 1000M cityyae COBMECTHOE JIeiicTBHE
TOHAJbHON IUBEPreHIIMH M MOTHBHOW HIACHTHYHOCTH
COo3MaéT HOBBIH, «dUIHITHYECKHN» 3dekr’. Tak uro,
MIOJIOKEHUE TIPOTUBOIIONIOKHOCTEH B 3CTETUYECKOM B3a-
MMOOTHOIIIEHUH JTOCTAaTOYHO SICHO!

Xotenoch Obl TaK)Ke YTOYHHUTh, YTO 3/1€Ch HE I'OBO-
pUTCs O «OUTOHAJIBHOCTU» B COBPEMEHHOM 3HAYCHHH.
To, uto nenaer berxoBeH, He SBASETCS HU OJHOBPEMEH-
HBIM CJIO)KEHHEM TOHAJBHOCTEH, HU MOJOKEHHEM II0JI-
HOW WX paBHO3Ha4HOCTH. OJMH M3 JIIEMEHTOB Gce2od
nomuHupyeT. Harpumep, xoraa o coBmeruaer F dur u
D dur B enuHbIi KOMILIEKC, OH 6ce20a coxpanset F dur
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KaK LEHTPAJIbHYI0 TOHAJIBHOCTb. AHAJIOTHYHO, COEIU-
w1 C u b — B KOHTpacTupymomeM dur 1ubo moll — oH
ocrapisieT C dur 6onee CHIBHON TOHATBHOCTHIO®,

Hmes 310 B BUAy, BEpHEMCSI K OTHOLICHUIO MEXKIY
F dur v D dur’. Hecyt nu B cebe 3TH TOHAJIBHOCTH ISt
berxoBeHa TaliHbIIl MarHeTU3M, KOTOPbIA COEIUHSIET UX
JPYyT C APYTOM B €TI0 MBIIIJICHUU C PAHHUX JIET?

Paccmorpum «Kanrtary Ha cmepth Mmmepatopa
Moseda Il», nanucannyio B 1790 roay. CooTHOIICHNMS
TOHAJILHOCTEN B HEN — «CTaHJAPTHBIE» /10 TEX MOp, MOKa
MBI HE 100upaeMcs 10 IpaMaTHUYeCKOT0 MOMEHTa, KOT-
Ja ot 6aca, conupytoiero «Dann kam Joseph», My3bika
HE NEePeXOAUT IUTaBHO K TOMY, YTO HECOMHEHHO SIBJISET-
CSl JIyYILINM W3 PaHHHUX MPOM3BEIECHUI KOMIIO3UTOpa: K
apu conpaso u xopy «Da stiegen die Menschen». 3nechb
D dur ctpemutensio Tpancdopmupyercst B F dur'®. Ko-
HEYHO e, 37eCh eII¢ HeT CIUIaBa AByX Pa3IUYHBIX TO-
HAJILHOCTEH B CIUHBIN OOIINN «KOMILICKC», HO MBI yXKe
BUIMM CHJIBHOE JKEJIaHHE MOJIOOTO aBTOpa MOCTaBUTH
UX KaK MOXHO OJIMXKe YT K JIpyTYy.

JByms ronamu nosxxe beTxoBeH COUMHMI cepuio Ba-
pHanuii Uil CKPUITKK U (OPTENHaHO Ha MOLAPTOBCKYIO
«Se Vuol Ballare» (WoO Ne 40). Dta cepust — nepsoe
MIPOM3BE/IEHNE, HAMCAaHHOE UM I0CIIe Iepeesna B Beny.
Urto mbl BuAuM 31ech? B 11e1oM, KOHCepBaTUBHOE MIPH-
MEHEHHE TOHAJIbHOCTEW: TeMa M JIBEHALaTh BapHUalUil
MPOYHO NPUBSI3aHbI K TOHUKE B F dur’e. [lpuBsizanbl — 10
MOMEHTA «KOJbD» OCTIeTHEH BapHualuy, KOTJa BAPYT MBI
ciblimuM BTopxkenue D dur’a (mpumep Ne 5). Dddekr co-
BEPIICHHO JJIEKTPU3YIOITHi!
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Heckonbkumu romamu mnosxe berxoBeH emé pas
TIPOJIETBIBAET TO K€ CaMOE€ C JIPYroil cepuel Bapuanui,
HAa 3TOT pa3 sk BUONOHYENH U (opremnuano. OmsiTh wc-
nosip3yercst mouaprosckas tema «Ein Médchen oder
Weibchen» u cHoBa — criokoiicTBue F dur’a HapyaeTcs
HEOXXUIaHHBIM BTOpKeHHeM D dur’a B GuHaIbHOW Bapu-
anu. MOXXHO paccMOTPETh TaKkke ero (opTenuaHHyo
Comnary op. 10 Ne 2, Hanimcannyro B 1790-x rr. E€ nepas
YacTh COIEPKUT «IOKHYIO» penpusy B D dur’e, koto-
past BIOCIEJCTBHU OYapOBATEIBHO «KOPPEKTUPYETCS,
BIAPYT MPEBPAIIAsCh B «HUCTHHHYIO» penpusy B F dur’e
(mpumep Ne 6).
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B 3TOM mipuMepe MbI OJIM3KO MOAXOIUM K HACTOSIIIE-
My TOHAJBHOMY CMEUICHHIO. 37€Ch OIIyIIaeTCs MHTEH-
CHBHOE BO3/IEICTBHE TOHAJIILHOTO Pa3/eNeHHs, TOCKOIb-
Ky OHO CJIBIIINTCS memMamuyecku, TO €CTh B OTHOIIIEHUT
OTJEJIBHOM MEJIOJUU — OCHOBHOM MEJIOJUU COHATHOM
4acTH.

B BeHckuii nepuon tBopuecTBa beTxoBeH elé u emé
pa3 MoKa3bIBaeT, HACKOJIBKO OH HACTAXKAAETCS BCTpede
F dur’a ¢ D dur’oMm B HENOCPEICTBEHHO!N MJIM OTHOCH-
TenpHOM Onm3octu. Hampumep, B cepenune CepeHaabl
qutst crpyHHOTo Tpuo (1796-97), «Thema con Variazioni»
B D dur’e neoxxuganno cmensiet «Allegretto alla Polacca»
B F dur’e. D10 — eJUHCTBEHHOE «HEAUATOHUYECKOE)» CO-
OTHOIICHHUEC TOHaHBHOCTeﬁ, KOTOPOE€ Mbl HAXOUM B 5TOM
MIPOU3BEACHUM.

[TpuHuMas Bo BHUMaHuUe Jathl myonukanuu barare-
i op. 33 (1803), a TakxKe CBUIETENBCTBA KHUTH HaOPO-
CKOB, e yIIOMHUHAETCs 0 TOM, 4To beTXxoBeH padoTan Haj
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«[lacropanbHoit» cuM(pOHHEH HE MHOTUM IIO3KE ITOTO
BpPEMEHH, MOKHO C/I€TIaTh BHIBOJ O TOM, YTO HEKHUil mepe-
JIOM B €70 TOHAJBHOM MBIIUICHHH 00pa30BaJICs B Hadaie
nepBoro necarwierus XIX Beka. Takxe W 3HaMeHUTast
KOJUIM3US MEXKly TOHMKOM M JIOMMHAHTOM B ero «l'epou-
YeCKOi» CMM(OHHUHU, POAMBIICHCS B 3TOT )K€ MEPHOI, TO-
BOPHT O TOM k€. DTO 03HAUYAET, 4TO B 3TH To/ibl beTxoBen
AKTHBHO HCCJIEZIOBAJI HOBBIE ITyTH MOCTIKCHHUS TOHAJIb-
HOCTH — HOBBIE CIIOCOOBI HCIIONB30BaHUS €€ AIIEMEHTOB
U UX CJIO)KEHUS B HEOXKHIaHHBIE COYCTAHNUS.

Hrak, naBaiite nolaEM XpOHOJOTUYECKUM IIYTEM U
Ha4yHEM ¢ My3bIku U3 BocbMoii cumdonny, npembepa Ko-
TOpoii cocTosnack B 1814 roxy. B koje mocneaneit yactu
€CTh OIWH JIOOOIBITHBIN maccax. [t Toro, 4toObl €ro
OLIEHUTh, HEOOXOIMMO BEPHYThCS HEMHOTO Ha3ajl, CHa-
yana — Kk penpuze. OHa, eCTECTBEHHO, 3By4YHT B F dur’e
(taxt 355). Ho uyTh panbuie (B 345-M TakTe) 3Ta TeMa
npoBoxutcst B D dur’e. (3T0T 3QPeKkT HaOMHHAET TO,
4yTO MBI paccMoTpenu Beime B Conare op. 10). Tenepn
MOCMOTPUM Ha KOy B 3TOH 4acTh cuM@poHuu. Tema B
¢doptrccumo pesko mepexoaut B fis moll (takr 380).
VYauBUTEIBLHO TO, UTO 31€Ch, U TOJBKO 37eCh beTxoBeH
M3MeEHseT KiItoueBble 3Haku. Ha Tpu nuesa, kKak 3To mO-
naraeTcst i fis moll? YnusutensHo, HO HeT! OH CTaBHUT
JIBa TUe3a.

W 370 B BBICHIEH CTENIEHU CTPAHHO, TaK KaK B yKa-
3aHHBIX 12 TakTax BOBCE HE CIBIIHO HU D dur’a, Hu
h moll’a — «paBUIBHBIX» TOHAIBLHOCTECH YIS TAHHBIX
KIJIIOYEBBIX 3HAKoB. Torma 4uro sxe mpoucxoaut? Ha-
CKOJIBKO U3BECTHO, 3TO €JMHCTBEHHBIN [1aCCAXK BO BCEH
OETXOBEHCKOH MY3bIKE, IJI€ 3alliCh 3HAKOB MpPU KJIIO-
ye SIBISIETCS OTKPOBEHHO <«JI0KHOM». Ho nasaiite no-
MBICJIMM U JIaJIUM BOJIO Hjee 00 «AJUIMITHYECKOU TO-
HaJbHOCTHY». BO3MOXHO, IPEACTaBUB TNIABHYIO TEMY B
F dur’e HenocpeaCcTBEHHO Nepe 3TUM CTPAHHBIM H3Me-
HEHHEM TOHAJIBHOCTH U BEPHYBIIUCH K HEMY Cpa3y ke
nocie 3Toro (Takt 392), KOMIIO3UTOP HACTOIBKO CBBIK-
CSl C MBICTIBIO O «IBYX JHMe€3aX B OTHOLICHUH K OJHOMY
0eMOJII0», YTO HEOCO3HAHHO «IIOJICKOJIb3HYJICS» B CBO-
el 3anucu. Eciau 3To Ha caMOM Jielie Tak, TO JaHHBIM
CIIy4ail CIIy’)KUT JOTIOJIHUTENBHBIM CBHIETEIBCTBOM
TOT0, KaK IPOYHO 00€ TOHAJIBHOCTH COEIHHUIINCH B CO-
3HAHWUHU aBTOPA.

Boszepamasice B 1813 rom, Mbl Takum xe obpa-
30M MOXEM YBUJETh SIBHOE COBMellleHHe F dur’a u
D dur’a B Cempmoii cumponunu. Bossmém Ckepiio.
B koHI1e nepBoro paszzena B ToHanbHOCTH F dur berxo-
BEH JIEMOHCTPHUPYET YepeOBaHNE 3HAKOB TOHAJIHLHOCTEH
A dur w F dur, 3aBepmas ero ycroluuBbsiM A dur’ oM.
TeMIT MTHOBEHHO CTaHOBUTCS CBOOO/IHEE, ¥ HAYMHACTCS
Tpuo B D dur’e. ConocraBnenue F dur’a D dur’a na-
CTOJIBKO TIOPA3HUTENbHO, YTO BeTXOBEH HCHOIB3YeT ero
TaKke Uit (OPMUPOBaHKSI y HAC 0COOOr0 OKOHYATEINb-
HOTO BIICYATJIICHUS OT 3TOW yactu cumponuu. Bcero
JIAIIb 32 HECKOJBKO TAKTOB /10 IBOMHOM 4epThl OH Mpe-
priBaeT Ckepuo 11 OueHb KOPOTKOil cehuiku Ha «Tproy»
(mpumep Ne 7).
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PaccMoTpuM JiBa HEOOINBIINX IPUMEPA U3 TeaTpalib-
HOW MY3BIKH KOMIIO3UTOPA, CO3IaHHOM UM oxojo 1810—
1811 . B «OrmonTe» huHanIbHAS «MeIoapamMay 3ByUUT
B D dur’e — 3TO €IMHCTBEHHBIII MOMEHT €ro MCIOJIb30-
BaHU B TeKCTe mpousBereHus. Cpasy ke 3a Hell uuér
3aBepiaroriee «Sieges-Sinfonie» B ToHansHOCTH F dur.
Takoe ToHaJIbHOE 00bEJIMHEHUE OJTHAKOBO BAKHO B CO-
npoBokaeHnn K Konig Stephan. B kputuyeckoir Touke
crokera xop ucnonusier «Eine neue stahlende Sonney B
F dur’e. B nocnenyomie MOMEHTHI 3By4HUT «Maestoso
con moto» B D dur’e. I maxe B TakoMm, Ka3aloCh OBbI,
BTOpOCTeNeHHOM JxaHpe kak llloTnaHnckue necHu, Mbl
BCTpedaeMcsi ¢ OETXOBEHCKON TAT0I K MTHOBEHHBIM ITPO-
TUBOIOCTABJICHUSIM 3THX JBYyX TOHanbHOCcTel. Crenyer
HMMETh B BUY, 4TO op. 108 — «JIBamuarh nsaTh MIOTIAH/-
CKUX mecen» — omyonukoBaH B 1816 . B HéM kaxnas
niecHs B F' dur’e HemocpencTBeHHO cieayer Jubo nocie,
mbo Haoboport, nepen necueil B D dur’e. Jra noce-
JIOBaTEIbHOCTh Ha-OJIIOIaeTCsl BO BCEX JICBSATH IMECHSIX,
B TOM 4YHCIIE, ABYX 3aKJIIOYUTEIIbHbIX.

Kax ymomunanocs Bbiue, F dur u D dur — Bpsn
JIM €IMHCTBEHHBIE TOHAIBLHOCTH, Hecylue y berxoae-
Ha «IUIMOTHYECKYIO» HIEK. B mocienymomeM cBOEM
TBOPYECTBE OH, HAIPUMEp, CO37aJl HECKOJIBKO IIE/IeB-
POB, BKJIIOYAIOIINX «KOHCTPYKLHUIO» W3 TOHAJIbHOCTEH
D dur v B dur. ®akTrdecky, IMEHHO 3TOT «JUIUIITHYE-
CKHUI1 KOMIUIEKC» ObLI €JMHCTBEHHBIM B MPEICTABICHUH
KOMIIO3UTOpa COOCTBEHHO JIBYCTOPOHHHM, IOTOMY YTO
B pa3sHOe BPEMsI OH IOJIB30BAJICS KAJCOOU U3 ITUX NIBYX
TOHAJIBHOCTEN KaK «OCHOBHO».

B 10 xe Bpems, B O30HUX NPOU3BEACHUAX beTxo-
BeHa, cpenu KoTopbix Missa Solemnis, JleBstas cum-
¢onust, Conara Ne 29 u Tpuo «3purepuor», MOXHO
(v BecbMa 4acTo) OOHApYXUTh BCIIOMOTATENIbHOE NPH-
MeHeHue komiuiekca F dur / D dur. K npumepy, B Mecce
9TH TOHAJILHOCTH Pa3MeLIEeHBI IPYT MPOTUB JAPYra B IICH-
tpe «Credoy». OcHOBHOI1 TOHaIBHOCTBIO B «Et incarnatus
est» saBsterca F dur. A uro mampme? A pganeine uIET
«Et homo factus est» B D dur’e!'. Takxe 3TH TOHATBHO-
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CTH MPUCYTCTBYIOT B LIEHTPaJIbHOI yactu «Agnus Deix.
31ech OETXOBEHCKHE FapMOHUYECKHUE PUTMbI OCOOEHHO
W3bICKaHHBI. (BCIIOMHMM, YTO 3TO €ro MO3IHUN TepH-
ox). B To e Bpemsi 3HaKu, KOTOPbIE OH HUCIIOJNIB3YET, MO~
Ka3bIBAIOT, YTO MM 3aJyMaH ILJIaBHBIH MEPEeX0Ol MEeXIy
F dur >om u D dur’om (B Takrax ¢ 190 no 208). Cama
«IUTABHOCTB» TOBOPUT O TOM, YTO 3THU J[BE TOHAIBHOCTH
CJIMIIUCH APYT C JPYTOM B MBICJISIX aBTOpa.

3aBepiinM BBIOOPOYHOE M KpaTKOE HCCIe0Ba-
HHUE MPUMEPOM M3 IO3/JHUX KBAPTETOB KOMIIO3HMTOpA.
B op. 132 ecrtb «Heiliger Dankgesangy, nHanucaHHbIH,
1o cjioBaM aBTopa, «in der lydischen Tonarty. [Tpu 3Tom
TOHAJIBHBIM LEHTPOM siBisiercs: I dur. U xaxast xe To-
HAJIbHOCTB TMOSIBIISIETCSI, KOT/1a KOMIIO3UTOP JIEMOHCTPH-
pyet «Neue Kraft fithlend»? Oka3sbiBaercs, D dur (1pu-
Mmep Ne 8).
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OMOIMOHATIBHOE IPOTHBOIIOCTABICHHE 3/1ECh HMEET
CUIbHOE BO3leicTBUE. TO Ke caMoe MOXHO CKa3aTb U
o ToHasbHOM 3(dekre. [Ipou3BeneHre ObLTO CO3aHO B
1825 romy, mpakTHUECKH B cCaMOM KOHIIE Kapbepbl KOMIIO-
suropa. Korga Mer BcnomunaeM «KanTary 00 ummeparo-
pe Mozede» 1790-ro roxa, To monuMaem, 4to berxosen
Ob11 OE3yMHO, Ha BCIO )KU3Hb, 04apPOBaH B3aMOOTHOIIIE-
HHEM ITUX JBYX TOHAJIbHOCTEH — U HUKOT/A HE yCTaBal
UCCJIENOBaTh, @ YTO )K€ HMPOUCXOIUT B MY3BIKAIBHOM,
SMOILMOHAIBHOM, ApPaMaTypruueckoM IUIaHaxX, — TOT/a,
KOI/Ia OHH BO3HHUKAIOT B OIIIO3HMLUH APYT K JAPYTY.

3HayeHHe OETXOBEHCKOTO «TOHANBHOTO CIUIaBa» H
€ro HOBOT'O MOIIJHOTO MY3bIKaJIbHOTO BO3/IEICTBUSI OBLIO
MO/TBEP)KJCHO MCCJIENOBATENSIMU U KPUTUKaMHU, TaKH-
mu pazubiMu, kak J.T. A. Xoddman, Jonansn Tpeticu
ToBu u [Ixo3ed Kepman. Cnenmyer Takxe yrnoMsHYTb
Jleo Tpaiitnepa, kotopsiit B 1989 romy mucan o Tom, 4To
berxoBeH counHsieT, «oOpaiasch ¢ TOHATLHOCTAMH TaK
ke, KaKk JpamaTypr co CBOMMH reposmim»'?. B obriem
U 1I€JI0M, 3TH aBTOPbI PA3MBIILUIUIN 00 «OTHOCHTEIb-

HOM» 3HaY€HWU TOHAIBHOCTEH, TO €CTh MX IUCTAHLUU
OTHOCHTENIBHO APYT JIpyra B TEPMUHAX JIOTUKH KBapTO-
KBHHTOBOTO Kpyra. C 3TOH TOYKH 3peHHs, Tepexon OT
Es dur’a x C dur’y B ToHanbHOCTH ES dur v niepexol ot
F dur’ax D dur’y B TOHaIbHOCTH F dur SKBUBaJCHTHBI
B MY3BIKaQJIbHOM CMBICIIE.

To, 4TO TOHANLHOCTH HECIH B Ce0€ OTHOCUTEIBHO
YCTOMYMBBIE CMBICTIOBBIE HATPY3KH B T€ UM HHBIE ITOXU
Pa3BUTHS MY3bIKH, 1O CHX IOP CITY>KUT NPEIMETOM JIHC-
KyCCUll Cpeld My3bIKOBEAOB, HO y 3TOi UJIEU €CTh He-
MaJIO 3aIUTHUKOB, CPEIM KOTOPBIX OJHOW M3 Hauboiee
3aMETHBIX B MOCieaHee Bpems sBisiercst Puta CreGmum'.
W uto Obl MBI HU IyMaiau 00 3TOM, IO KpalHel mepe
OJTHO Y’K€ HE BBI3bIBAE€T COMHEHHII: TSI HEKOTOPHIX KOM-
MO3UTOPOB T€ WIHM MHBIE TOHAJHHOCTH UMENHN YETKYIO (U
XOpOIIO 00BACHUMYIO) SMOIIMOHAIBHYIO OKpacky'*. ber-
XOBEH OCTAaBMJ HaM HEMAaJI0 3HAKOB, ITOITBEPKIAIOIINX
310 (4TO0 OBUTO TOAPOOHO M3yueHO bprocom DmBapaom
Kiay3eHoM B ero mucceprannoHHOM padote «beTxoBeH
U “myx” ToHaIBHOCTH» B YHuBepcutere IOxHoi Kamu-
¢dopuuu B 1988 1)1,

Wrak, Mbl JOJDKHBI HCCIIENOBaTh, IOYeMy B Oer-
XOBEHCKOW My3bIKE Ha MPOTSKEHUHU HECKOJIBKUX Jie-
CATWIETUN OIPEIENIEHHBIE «TOHAJIBHBIE IEPEXONBD —
«POACTBEHHBIE» MEPEMEILICHUS MEXIY TOHAJIHHOCTSIMHU
— 00HapY)KHUBAIOTCSI UCKITIOYUTEIBHO MEXy HEKOTOPHI-
MH U3 HUX. MBI y>ke BUZI€H, 4TO beTX0BEH conocTaisil
F dur ¢ D dur — B HUCXOZISIIIEM CKauke MaJIOW TepLUHU
C HeIUAaTOHUYECKUM IepedeHbeM. OIHaKo OH HE JeNaeT
3TOTO C TAaKOW K€ YacTOTOW C APYTMMHU OJMHHAALATHIO
BO3MOXKHOCTSIMU TpaHCIOHUpoBauus'®. Ecmu Gbl geno
OBUIO TOJIBKO B «POJCTBE», TO MbI Obl HAOIIOAAIN JIPY-
TYIO0 KapTUHY.

Onnako berxoBeH cocTaBisieT KOHTpacThl (U [0-
BOJIbHO uacto) mexnay C dur’om u Es dur’om, koraa
C dur sBAsieTCS OCHOBHOM TOHAJIBHOCTHIO. Bo3bpMuTeE,
HarpuMep, OpKecTpoByo dkcro3unuio [lepsoro dopre-
MMHAaHHOTO KOHIIEpTa. TeM He MeHee TO, YTO MBI CIBIIIUM
3[1€Ch, ITO BOCXOJIIEe OTHOIIEHHE MAaJIoOW TepPIMH, TO
€CTh COBEpPILICHHO JApyras cutyamus. U omare xe — OH
HE IIBITAeTCsI COBMECTHTh KaKHe-IH00 U3 OCcTalbHbIX 11
BO3MOJKHBIX IIap Ma)KOPHBIX TOHAJIBHOCTEH, pa3les€H-
HBIX OIPEAETIEHHBIM BOCXOIAIIMM HHTEPBAJIOM.

Bcé€ 310 yka3bIBaeT Ha «COBEPILIEHHOE» YyBCTBO TO-
HalnbHOCTH y berxoBeHa. I3 nHeBHHMKAa HaOPOCKOB MBI
3HAeM, YTO OH BPSJ JIH KOTIA-TH00 «TPaHCIIOHUPOBAID)
CBOM MY3BIKQJIbHBIE HIIEH; U 3TO 0COOEHHO IPUMeYaTelib-
HO JJIS1 KOMITO3UTOPA, KOTOPBII CTPEMMIICSA HaXOJUTh HO-
BbIe QOPMBI Be3[ie, T1ie ObLIIO BO3MOXKHO: B PUTME, MEJIO-
JIUH, TUHAMHKE, KOHTPAILyHKTE, TApMOHHUH.

MOKHO MPEATNOIOKUT, YTO €ro TpedoBaHKHe Ompe-
JIeIIEHHON TOHAIILHOM BBICOTHI IPOSIBIIIIACH TAKXKE TaM,
I7ie OH UMEJ JeJI0 C «JUINNTHYECKUMID) TOJIOKECHUIMHI
B TOHANBHOCTAX. TaMm, TJ€ MBI 8cmpeuaem OTKIOHEHHS
OT 3TOTO NMPHUHIKIIA, OHU CBSI3aHBI, B OCHOBHOM, C «HATY-
panbHBIM» TPAHCTIOHMPOBAaHHEM: HA YHUCTYIO KBUHTY. Ha-
npuMep, beTXoBeH 9acTo nogwiuiaen MaxKOPHYIO TEPIIHIO
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¢ Cdur’a no E dur’a; Bo3pMute «POHI0», KOTOpOE 3aBep-
maet «TpoiiHoit koHuepT» u «Kyrie» uz Meccor C dur.
OH TaKoKe JTFOOUT IPOTUBONOCTABIATh G dur u B dur, kKak
B caMoM Havasie YeTBEPTOro (popTenuaHHOro KOHIEpTa.
Wnu co3naBaTh HEOXKUIAHHBINH KOHTPACT, KaK BO BCTYIIHU-
tenpHOM yactu Conatel « Waldsteiny mexay C dur’om u
B dur’om (mpumep Ne 9). Heuto Om3koe 3ToMy IpoOHCXO-
Ut B Hadase op. 31 Ne 1, Ho Hastot paz mexay G dur’ oM u
F dur’om (npumep Ne 10). Ananorn4nsiM o0pa3zom cy-
IECTBYET MHOXCECTBO IMPUMEPOB IMOHUKCHUA berxose-
HoM Ooutbioit Tepuun ¢ D dur’a 1o B dur’a. OH Takke
HEePEIKO MPOAEIBIBAET 3TO C TOHATBHOCTBIO 4 dur. Ilo-
HwxkeHue ¢ 4 dur’a no F dur’a, Hanpumep, Mbl 0OHapy-
JKMBaeM KaK IOCTOSHHYIO XapakTepucTuky Cenbmoii
cumdonun. Emé pa3 oOpatuM BHUMaHHE: IBES HAIIH TO-
HaJIbHbIE TIJIOCKOCTH Pa3esOTCs YUCTOM KBUHTOM.

IIpumep Ne 9

Allegro con brio.

——

-
b o
sldh] g |

Y —_—

5 =——oiS=—ccoosiseoetemsite—o—o—=
FIT T A AIR AP I AP P I PP Sees seee

Hawubonee 3axBarbiBarolee UCKIOYEHUE UMEET Me-
CTO, KOIZA «QJUIMIITUYECKUN KOMILIEKC)» COCTaBIEH W3
TOHAJIBHOCTH U €€ NOHWKEHHOW BTOpO#l cTymneHu. Ilpu
3TOM CHJIBHOM «HEAIIOJIMTAHCKOM» COOTHOLUEHUM IIpU-
BUJIETHPOBAHHBIE «TOHAJIBHBIE MIIOCKOCTHY CBSI3BIBAIOT-
csl MeXy cO0OIl B HEAIlOJIMTAHCKOM CTHUJIE, TO €CTh OHH
pa3nensATcs Majlod CEeKyHI0l, a He YMCTOM KBUHTOM.
Bo3pMuTe B KauecTBe MpUMepoB BeTymieHne CTpyHHO-
ro kBapteTa op. 59 Ne 2 ¢ ero MrHOBEHHBIM KOHTPAacTOM
MEXy TOHAIBHOCTSIMU e moll u F dur, a Taxoxke op. 95 ¢
NPOTHBOIOCTABICHUEM TOHaNbHOCTEH f moll u Ges dur.

3aBepuiMM O0CYXK/IEHHEM HEKOTOPBIX BOIIPOCOB
HCTOPUYECKOTO IUTaHa. Bo-TiepBBIX, O IpeAlIeCTBEeHHH-
KaX — HaCKOJIBKO CHJIBHO MCTIBITHIBAN beTXOBeH BIusHIE
Toro, 4yro I'pam JKOpIK ONMUCHIBAN KaK TEXHUYECKHUH
Ipu€M BO MHOI'MX BOKaIbHBIX LueneBpax baxa, ['ennens
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u Mouapra, a UMEHHO, NTyOOKOTO CTPYKTYpPHOTO Yepeio-
BaHUA JIBYX HCHTPAJIbHBIX TOHAJIbHBIX IIOTOKOB?

C ToukM 3peHust OyIylnuX COOBITHIA, BOIIPOC B Clie-
JIYIOUIEM: KaKHe IJI0/(bI CMOIJIM MOJIYYUTh OyAyIIUE KOM-
TO3UTOPBI U3 TEX 3épeH OIJUIUIITUYCCKUX TOHAJIBHBIX
KOMIUIEKCOB», TocesHHBIX berxoBenom? Kak yTBepxk-
nan Pobepr Boiinu, Barnep opraHu3oBail CBOI0 My3bIKY
B TOHAJBLHBIC TIIapbl BO B3aHMOHeﬁCTBHH Ha OOJBIINX
BPEMCHHBIX JUCTAHIUAX, U €T0 IIPUMEP OKa3ajl BIUAHUEC
Ha MHOTHX KPYIHBIX KOMIIO3UTOPOB-IIOCIIEIOBATEINIEH,
BKirouass Manepa. Bo3MOXHO 1M Takoe, 4TO BarHEPOB-
CKasl M ITOCT-BarHEPOBCKasi TEXHUKA MMea KOPHU B paH-
HUX OETXOBEHCKUX OTKpbITHsAX? U mpocMarpuBas nocie-
}:[yIOIJ_II/Iﬁ X0 UCTOPHUU MY3BIKH, MOXKEM JIU MbI CACIIATh
BBIBOJI O TOM, YTO HACTOAIIAsA OUTOHATBLHOCTh XX BeKa
— 9TO Jaj€Kui pe3ynbTaT M3HAYaIbHOW OETXOBEHCKOM
MMPOHUIATEIBHOCTH — B TOM, YTO JIB€ TOHAJIbHOCTU MO-
T'YT BBICTyNaTh Kak ogHa? UTo kacaeTcs aBropa CTaThHy,
TO OH I'OTOB MU3y4aTb 3TH HpO6HeMI)I U IpUunjiamacT Ha-
YYHOE€ COOOIIECTBO K COTPYAHUYECTRBY!

NMPUMEYAHUA

! Tomac Caiint (Thomas Sipe) B crarse «Beethoven’s Struggle
for Simplicity in the Sketches for the Third Movement of the
Pastoral Symphony» [bopsba berxoBeHa 3a nmpocTtoTy B Habpo-
cKax K TpeTbeil uactu «IlacTopansHoil» cuM(pOHHH] B XXypHale
«Beethoven Forum 4» (c. 26—75) pacckasai, 4T0O KOMIO3UTOP U3-
Ha4aJIbHO IIAHUPOBa ocTpouTs Tpuo 3Toit yactu B D dur’e.

2 B cBoéMm «Icce o Berxoseney» (Cambridge, MA: Harvard
University Press, 1988) Meiinapa Conomon (Maynard Solomon),

onuceiBas JleBaTyro cuM(OHHUIO, 3aMeTHII, 4TO caM beTxXoBeH B
CBOHMX HAOpOCKax OXapaKTepHU30Ball W3HAYAIBHBIA IPBDKOK» B
d moll coObITHEM, «HAIIOMUHAIOIIMM HAaM O HAllleM OTYasHUN
(c. 19). Ecnu 310 mpaBaa, ecitu d moll iMesn CMbICIT OTYasTHUS IS
BerxoBeHa, TO MOIJIO JIM OBITh JKeJaHHE W30€KaTh TOHATBHOCTH
d moll Tam, Tie OHa OXuaaercs, MyTéM coBMelleHus F dur’a n
D dur’a BoIIIOLICHHEM HEOXKHIAHHOH pagoCTH, HEOXKHIAHHOM
SIPKOCTH, HEOXKUAAHHOM Hanexapl? Bc€ 3To, KOHEUHO, HYKHO
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emé uccuenoBaTth — HO MOAOOHBIM BBIBOJ caM cOOOM Hampamiu-
BaeTCsl.

* BrioyiHe BO3MOXHO, YTO OH BCIIOMHHAET 31€Ch TapMOHH-
YECKYIO «JIOBKOCTH PYK», KOTOPYIO €r0 MPEILIeCTBEHHHK OCYIIle-
cTBUJI B mociennux takrax [Ipenroauu E dur B 1 Tome XTK.

4 Takoe TOHAIbHOE HAJOXKEHHE BCTpedaeTcs y Morapra.
IIpumep — HavaabHbIe TakThl PaHTA3UU U COHATHI ¢ Moll.

> Iut. no: Edward Green, «A Note on Two Conceptions of
Aesthetic Realism» [3ameTka 0 IByX KOHIEIIHAX 3CTETUUECKOTO
peanmusmal, xxypHan «British Journal of Aesthetics» [bputanckuii
JKypHal 1o 3cretuke], T. 45/4 (oxTs10ps, 2005), c. 439.

® OObiuHOe siBiieHHe Yy BeTxoBeHa — MEpeHEeCTH IIIaBHYIO
TOHAJIBHOCTh B JOMUHAHTY, @ IOTOM IEPEHTH CKaYKOM B TO-
HAJIBHOCTH MOOOYHOTrO «KOMIUIeKcay. JlaHHas panHss barartens
YHUKaJIbHa, H0O B HEll KOMIIO3UTOP MPUXOMUT K COBEPIICHHOU
KaJIeHIIMU Ha TOHHUKE Iepe]] TeM, KaK IHepeHTH CKaYKOM B HOBYIO
TOHAJILHOCTB.

7 CM. JUIsl CpaBHEHHUS CYXJCHHE M0 AaHHOH mpobiieMaThke
Jxozedpa Kepmana (Joseph Kerman) B «Beethoven Studies 3»
[BerxoBeHnckue uccnenoBanusi|, B crarbe «Notes on Beethoven’s
Codas» [3aMeTKH 0 OETXOBEHCKHX KOJax |, TIe OH TOBOPHUT O «TO-
HAJIBHBIX BOIIPOCAx» B PaMKax INIaBHBIX TEM, KOTOPbIC pa3pelia-
I0TCS TOJIBKO B Koziax yacteil. OH TeM He MeHee He yKa3bIBaeT Ha
TOHAJIbHBIC PACCIOCHHUS B TeMaX, Kak 3TO JeJao 5.

8 MHuoto yxe ynomuHancst «Kopronam» B OTHOLICHHH TO-
HanbHOCTEeH ¢ moll u b moll. 21-s1 conara npeacrasiusier C dur u
B dur B TOHaIbHOM COCIMHEHUH.

° B Gyay1ieM HaIet0Ch OMUCATh CIIYYaH €ro IPYTHX «TOHAITb-
HBIX KOMIUIEKCOBY.

1 M3BecTHO, 4T0 BeTXOBEH HCIIOIB30BAI ITO3HEE 3Ty MY3bl-
Ky, «IuTHpYy» €€ Bo BTopoM akTe «Punenno» Ha ciosa «O Gott!
Welch ein Augenblick!»

Kak yka3aHo B cHOCke 6, BeTxoBeH HHOIIa «IepecMaTrprBa-
€T» TOHAJIbHBII KOMIUIEKC B TPAHCIIO3UINK Ha KBUHTY. [loxamnyi,
HaunboJiee YCTOHYMBBIM U3 BCeX KOMIUIEKCOB Obl1 D dur — B dur,
1 BeTXOBeH 4acTo mepexoquil HeMmoCPeICTBEHHO U3 TOMHHAHTBI
D dur’a B Touuky B dur’a. To, uro HabGmonaetrcst B «Duaenuoy,
CKOpee BCEro MPE/ICTABISET UCIOIB30BAaHUE TAKOTO KOMILJIEKCa B
€ro TPaHCIIOHUPOBAHHOU hopMe, KaK JOMUHAHTHI A dur U TOHUKU
F dur.

IutupoBanre BeTXOBEHOM paHHEro MPOU3BEACHHS YIKe
OOBSCHSIOCh KaK OYEBHAHAS «HHTEPTEKCTYaJIbHOCTHY. Jleii-
CTBHUTEJBHO, CJIOBa KaHTAThl BechMa momxomst: «Da stiegen die
Menschen ans Licht.

HukTo He OTpHUIAeT PeleBaHTHOCTU TAKOTO OOBSICHEHUS.
Ho, Moxet ObITh ecTh emé yTo-T0? XOTS My3bIKa B 000HMX CIIy-
4asiX OTKPBITO ocTaercs B F dur, coOCTBEHHO Bo3jeiicTBHE M

Snsapa I'pun

JIOKTOP TEOPUU MY3BIKH,

npodeccop UCTOPUU MY3BbIKH M KOMITO3HLIUH
MaHX3TTEHCKON MY3bIKaJIbHOM LIKOJIbI

«adpdexr» 3nech paznuydarorcs. Capiate F dur B OTHOLICHUU
K D dur’y — He TO e caMoe, 4TO CJIBIIIATh e€ro B OTHOLICHUH K
A dur’y.

CuMTaro, 4TO M3y4eHHE PA3IMYHBIX MAPAJIIEIbHBIX OTPHIB-
KOB, NPUHAIISKALIMX KOMIUIEKCY D dur—B dur Moxer moModsb
OOBSCHUTH COACPIKAHUE YACTH BO BCEH IOIHOTE €€ DIMOLMOHAIb-
HOTO cojiepkaHusi. M eciau 3T0 Tak, TO 3TO OyAeT AajJbHEUIINM
MOATBEPIKACHUEM TOTO0, YTO MpeIaraeTcs B JaHHOM CTAaThe — 4TO
aHAJMTUYECKHUE MOAXOIbI K TPAJUIIMOHHBIM «TOHAIBHBIM XapaK-
TEPUCTUKAM» HEJIOCTAaTOYHbI IJIsI MCCIENOBaHUs My3blku bert-
XOBEHA, ¥ YTO HEOOXOIUMO YCHJIUTh UX IIOHUMAaHHEM TOTO, KakK
KOMITO3UTOP ONEPUPOBaJ TOHAJIBHBIMHU «KOMILIEKCAMM.

! BecbMa TOYHBIH TE€3UC O MOMAIBHOCTH B My3bike beTxo-
BeHa npencrasuia Hukons buamonre (Nicole Biamonte) B cBoeit
kuure «The Modes in the Music of Beethoven, Schumann, and
Brahms: Historical Context and Musical Function» [Moxycsr B
my3bike berxoseHa, [llymana u bpamca: Mctopuueckuii KOHTEKCT
u My3bikanbHas poib] (Yale University, 2000).

12.Cm. c. 57 B xu. «Music and the Historical Imagination»
[My3bika u ucropudeckoe Boobpaxenue] (Cambridge: Harvard
University Press, 1989).

3 Cm. eé «A History of Key Characteristics in the
Eighteenth and Early Nineteenth Centuries» [Mcropusi xapak-
tepuctuky ToHasnpHOCTeH B XVIII — Havane XIX BB.] (2-¢ u3z.)
(Rochester: University of Rochester Press, 2002). [Ipyroe Bax-
Hoe wuccienoBaHue 3toi Tembl: Wolfgang Auhagen’s Studien
zur Tonartencharackteristik in theoretischen Schriften und
Komponisten vom spdten bis zum Beginn des 20. Jahrhunderts
(Frankfurt am Main: Peter Lang Verlag, 1983).

4 Crarbs Mapruna UYycuma (Martin  Chusid) «The
Significance of D minor in Mozart’s Dramatic Music» [3Haue-
HUE pe MHHOpa B TeaTpalbHOW My3blke Momapra] npeacrasis-
€T KIIACCHKY KaHpa B 3Toi obnactu. OHa HameuaraHa B «Mozart
Jahrbuch» B 1965/66 rony.

5 Bruce Edward Claussen, Beethoven and the Psyche of the
Keys. — University of Southern California, 1988.

16 Xors B MO3AHMIA TEPUOI MOSBUIACH TEHICHIUS W K Ha-
noxennto C dur’a u Es dur’a. Hanpumep, Bapuauuu Ha Temy
Juabemnn Hanvcanbl NoMHOCTHIO B C dur (wimu B ¢ moll), onna-
KO TIOCNIeHHue J1Be Bapuauuu — 310 ¢yra B Es dur nu «Tempo di
Minuetto moderato» B C dur.

17 Cm. ero «Tonality and Musical Structure» [ToHaJIBHOCTB
u My3bikanbHas cTpykrypa] (New York and Washington, Praeger
Publishers: 1970). I'pam Jxxopmx (Graham George, 1912—-1993)
— KaHaJCKUIl KOMIIO3UTOP, OPraHKCT, XOPOBOH TUPHKEP U TEO-
petuk. ABrop kuuru «TonansaoCTh B “Tpucrane” u “Ilapcuda-
ne”». — [Ipumed. nepeBounKa.
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BEETHOVEN AND ELLIPTICAL TONALITY

his essay arises from research I have done into some

I lesser-known (and very provocative) aspects of

Beethoven’s use of tonality. One of these unusual

features in his music, which I’ll discuss in a concentrated

manner here, though a full consideration of it could easily

fill an entire book, may be called “elliptical” tonality. It is
something, I believe, he largely innovated.

The standard view of tonality — with a single “tonic”
as the undisputed center of gravity — can be compared
to the mathematics of a circle. But an ellipse functions
differently. There are two foci, and each is a center. Each has
independent gravitational pull. As we know from Kepler,
planetary motion is elliptical.

While Beethoven mainly used “standard” tonality,
there is ample evidence that he also, and with a fair degree
of frequency, associated keys in “elliptical” pairs. Take,
for example, the startling juxtaposition at the beginning
of the Scherzo' of the Pastoral Symphony: (Example 1)"
A lightning fast change in tonal orientation, with the F#
within the D triad boldly contradicting what, only a moment
before, was the keynote: F natural.?

The crucial point, however, isn’t the mere suddenness.
It is that in this passage two keys conjointly express a single
thematic idea — an idea which would remain incomplete
were it not for their combined interplay. Where else, prior to
Beethoven, had a composer at the very start of a movement
divided his theme right down the middle in such a tonally
audacious manner? To my knowledge: nowhere.

Nor is this the only such moment where Beethoven leaps
boldly from F to D with thematic significance. Consider the
Bagatelle in F, Op. 33 #3. Here, without any harmonic link,
we hear the melody first in one key and then in another, with
each presentation rounding itself off with a full authentic
cadence. (Example 2)

Again, we need to ask: where is the historic precedence
for such a move? With all of Haydn’s humor, this kind of
“joke” was never part of his vocabulary. The closest he came,
perhaps, to it was the “double” presentation of the main
theme of the finale to his late Eb piano sonata. But that tonal
contrast — Eb major and F minor — implies no dislocation
of tonal gravity. We easily grasp the second presentation as
merely a diatonic sequence within the undisturbed realm of
Eb major.

One possible source for the tonal audacity we see
in Beethoven — the willingness to set two antithetical
keys in bold opposition — can be found in the music of
C. P. E. Bach. As early as 1742, Bach plays off E major and

* Examples see on p. 194-199.
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G major in the opening of his Sonata in E, Wq. 48 #3 —
(measures 9-16). Yet the procedure is fundamentally
different. We are not given an “electric jolt” through the
instant and naked contact of incompatible tonalities, as in
Beethoven. What actually happens is a swift act of harmonic
alchemy. E major becomes E minor, is transformed to
G major, glides into C major, and returns to G major — all
within the second eight-measure group.’ Moreover, where
Beethoven divides his passage in one sense (in terms of
tonality), he maintains its unity in another. That is, in terms
of melody. C. P. E. Bach does nothing of the sort.

Perhaps the composer who most nearly approached
Beethoven’s conception of conjoint, or elliptical, tonality
was Mozart. Consider the opening of K. 465. Here, indeed,
we do feel, a juxtaposition of keys — and an astonishing
one: the high tonal drama of C minor cast against Bb minor.
(Example 3)*

Yet a glance at Beethoven’s Corolian Overture indicates
how divergent the procedures of these two masters are.
Where Mozart softens the aural impact of the incompatible
tonalities by gracefully connecting the dominant of C minor
to the tonic of Bb minor through a connecting passage of
insinuatingly rising parallel minor thirds, and then, as the
music goes forward, has us understand the motion to Bb in
the bass voice as part of a structural decent from tonic to
dominant, Beethoven, by contrast, places these oddly-mated
keys in raw collision, highlighting the moment through a
dramatic silence between the two tonalities. (Example 4)

Through my research, I have come to believe that there
are many effects in Beethoven which can only be explained
adequately by positing the existence, in his mind, of pairs
of tonally-conflicting keys which, nevertheless, form sets of
“supra-tonal” complexes. I am suggesting, in other words,
that for Beethoven tonality was more than just a matter of
12 — (or even 24) — primal elements; there were also various
degrees of elliptical admixture. Some I’ve just mentioned;
and there are others. This being a short paper, I’ll focus on
the interplay of F and D major.

Some methodological points: First, while space does
not permit me to discuss this technical phenomenon here
in relation to wider philosophic and biographical issues —
which is, in my opinion, the only sensible way to do musical
analysis, I trust readers will make such relations on their
own. The finest way I know to do this is through the use
of the methodology of Aesthetic Realism, developed in the
early 1940s by the great American philosopher of the arts
Eli Siegel. Its core principle is his statement: “The world,
art, and self explain each other: each is the aesthetic oneness
of opposites.”™
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My second methodological point (and now the focus,
indeed, is highly technical) is that in its most characteristic
form, a “complex” tonality appears to be one in which
Beethoven presents his principal thematic material twice —
in each key, and in close juxtaposition. Sometimes, as in
the Pastoral Symphony, the theme is divided by a sudden
shift in tonal focus. More often, as in the Bagatelle, we get
the entire thematic idea twice.® It either case, the combined
action of tonal divergence and motivic identity creates the
new, elliptical, effect.” That this is a situation of opposites in
an aesthetic relation is clear enough!

I also want to make clear that I am not speaking of “bi-
tonality” in the modern sense. What Beethoven creates is
neither a simultaneous compound of keys, nor a situation
of complete equalitarianism between them. One of the
elements is always predominant. For example, whenever
he joins F and D in a single complex, he always keeps
F as the central tonality. Similarly, when he joins C and Bb
— whether in contrasting major or minor modes — C is the
stronger of the tonalities.®

With all this in mind, let us return to the relation of
F and D.° Did these keys possess for Beethoven a secret
magnetism, drawing them together in his mind, even from
an early age?

Consider the Cantata on the Death of Emperor Joseph I1,
composed in 1790. The key relations in it are all “standard”
— that is, until we reach the dramatic moment when the
bass solo, “Dann kam Joseph,” segues to what clearly is
the greatest music in this early work: the soprano aria with
chorus, “Da stiegen die Menschen.” With the swiftest of
modulations, D major is transformed to F.'° Certainly, this
is not yet a melding of two distinct tonalities into a single
“complex” one — but it does show a strong desire on the part
of the young composer to bring them into close proximity.

Two years later, Beethoven wrote a set of variations for
violin and piano on Mozart’s “Se Vuol Ballare.” (WoO #40)
This set may well be the first music he wrote after moving
to Vienna. What do we see in it? Overall, a conservative use
of tonality: the theme and all twelve variations are firmly
anchored in the tonic of F major. Anchored, that is, until
the “coda” of the last variation where suddenly there is an
irruption of D major. (Example 5) The effect is electric.

A few years later, Beethoven does the same thing again
in another variation set; this time, for cello and piano. Once
more, a Mozartean theme is employed — “Ein Médchen
oder Weibchen” — and once again the pure waters of
F major are roiled by an unexpected jolt of D major in
the final variation. And we can consider his Piano Sonata
Op. 10, #2, likewise a product of the 1790s. Its first
movement has a “false” recapitulation in D which is then
charmingly “corrected” immediately thereafter as the music
pivots to a “true” recapitulation in F. (Example 6)

In this example, we are coming closer to a true tonal
“compound.” We feel the impact of the tonal division in
an intensified way, since we hear it thematically — that is,
in relation to a single melody: the primary melody of the
movement.
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Again and again in the early Viennese years, Beethoven
shows how much he enjoys the impact of F major and
D major meeting in immediate, or near immediate, proximity.
In the center of the 1796-7 Serenade for String Trio, for
example, an “Allegretto alla Polacca” in F is followed
immediately by a “Thema con Variazioni” in D. It is the
only “non-diatonic” key relation we find in the work.

Based on the 1803 publication date for the Op.33
Bagatelle, and the sketchbook evidence that Beethoven was
working on the Pastoral Symphony not all that much later, it
does seems that some sort of watershed in his tonal thinking
occurred in early years of the first decade of the 19% century.
And the celebrated collision of tonic and dominant in the
Eroica, which comes from the same period, also speaks loudly
to the point. That is, Beethoven was in those years actively
exploring new ways of conceiving tonality — new ways to
take its elements and put them in sudden juxtaposition.

So let us move on chronologically, and begin with music
from the Eighth Symphony, which premiered in 1814. There
is a curious passage in the coda of its last movement. To
appreciate it, let me back up a bit, first — to the recapitulation. It
is, of course, in F. (At measure 355). But immediately before,
at measure 345, we heard the main theme in D. (The effect
reminds one of what we encountered earlier in the Op.10
sonata.) Now, look at the coda to this symphonic movement.
At measure 380 the theme storms in, fortissimo, in the key of
F# minor. What is remarkable is that here, and only here, does
Beethoven choose to change his key signature. And what
does he change it to? — three sharps, as would be right for
F# minor? Surprisingly, no! He uses two sharps.

Now this is exceedingly odd, for in no way can these
twelve measures be heard in either D major or B minor — the
“proper” keys for that signature. So what is going on? —since
as far as I know, it is the only passage in all of Beethoven
where the notation of the key signature is plainly false.
So, let us speculate, and make use of the idea of “elliptical
tonality.” Perhaps, having presented the main theme in
F major immediately before this strange change of signature,
and returning to F major immediately afterwards (at m.392),
the composer was so accustomed to thinking of “two sharps
inrelation to one flat” that he made an unconscious notational
slip. If so, it is sidewise evidence for how profoundly those
two keys tended to merge in his mind.

Going back a year to 1813, we likewise see in the
Seventh Symphony a prominent juxtaposition of F and D.
Consider its Scherzo. At the end of its opening section, in
the key of F, Beethoven hammers out an alternation of the
notes A and F — concluding with a sustained A. The tempo
immediate relaxes, and the Trio enters in D. So striking is
this juxtaposition of F and D that Beethoven has it serve,
also, as our final impression of the movement. Just measures
from the double-bar, he interrupts the Scherzo to refer, ever-
so-briefly, to the “Trio.” (Example 7)

Next, here are two swift examples from his theatre music,
circa 1810 and 1811. In Egmont, the final “melodrama” is in
D — the only time that key appears in the score. The very next
music is the concluding “Sieges-Sinfonie,” cast in F. And this
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tonal complex is equally important in the incidental music to
Konig Stephan. At a crucial point in the plot, the chorus sings
“Eine neue stahlende Sonne” in F. What follows immediately
is an orchestral “Maestoso con moto” in D. And even in such
a seemingly secondary genre as the Scottish song sets, we
encounter Beethoven’s love for the immediate juxtaposition
of these keys. Consider, Op. 108 — a set of Twenty-Five
Scotch Songs published in 1816. In it, every song in F major
is immediately preceded by or followed by one in D. This
takes in nine songs in all, including the final two.

As I mentioned earlier, F and D are hardly the only
keys which had “elliptical’ implications for Beethoven. Late
in his career, for example, he created several masterpieces
employing the complex of D and Bb major. In fact, this was
the only “elliptical complex” which was truly “reciprocal”
in his mind. Why? — because at different times he made use
of each of its two tonalities as “primary.”

Meanwhile, within these late works — among which are
the Missa Solemnis, the Ninth Symphony, the Hammerklavier
Sonata and the Archduke Trio — one also (and often) finds
subsidiary use of the F/D complex. For example, in the
Mass, these keys are placed against each other at the center
of the “Credo.” The predominate key of the “Et incarnates
est” is F major. And what follows? The “Et homo factus
est,” which is in D."" And these keys are present, as well, at
the center of the “Agnus Dei.” Here, Beethoven’s harmonic
rhythms are particularly subtle. (This is his last period, after
all.) Meanwhile, the signatures he employs indicate that he
conceived measures 190 through 208 as embodying a fluid
motion between F and D. The very “fluidity” is a sign that
the two keys merged in his thought.

I conclude this selective, and all-too-rapid, survey
an instance from the late quartets. In Op. 132, there is the
“Heiliger Dankgesang,” written, the composer tells us, “in
der lydischen Tonart.” Even so, the tonal center is F. And
what key enters when the composer indicates “Neue Kraft
fithlend”? D major. (Example 8)

The emotional juxtaposition is strong. So is the tonal.
And this piece was composed in 1825 — near the very end of
his career. When one remembers the Cantata about Emperor
Joseph from 1790, it is clear: Beethoven was engaged, even
infatuated, life-long, with the relation of these two keys — and
never tired of exploring what happens, musically, emotionally,
dramatically, when they are put right up against each other.

That Beethoven “wielded tonality” with a power new to
music has been affirmed by scholars and critics as diverse as
E.T.A. Hoffman, Donald Francis Tovey, and Joseph Kerman.
And one might mention Leo Treitler, as well, who wrote in
1989 of how Beethoven “composes with key as a dramatist
composes with character.”'? Yet, by and large, these authors
were thinking of the “relative” meaning of keys — that is:
their distance from each other in terms of the logic of the
circle of 5ths. On this account a motion from Eb to C in the
key of Eb, and a motion from F to D, in the key of F, would
be equivalent in musical meaning.

Isthisall there is to it? Or might something else be present?
That keys had relatively stable meaning in various eras of
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music history is still a disputed notion among musicologists,
but it has many advocates — including, most notably in recent
decades, Rita Steblin.!> And whatever one thinks about the
subject, this much, at least, is now quite well-established: that
for certain composers, particular keys had distinct (and fairly
consistent) emotional character.'* Beethoven left many hints
that he felt that way, which were explored in detail by Bruce
Edward Claussen in his 1988 thesis for USC, Beethoven and
the Psyche of the Keys — a text I recommend.'

So we need to explore why in Beethoven’s music,
across its several decades, certain “tonal moves” — certain
“relative” motions among the keys — tended to be found
uniquely between some keys rather than others. We have
seen that Beethoven associates F major with D major — a
fall of a minor third in a non-diatonic cross-relation. But he
does not do this with any frequency with any of the other 11
transpositions for which it is possible.'® If the situation were
purely “relative,” one would not expect that.

However, Beethoven does contrast (and quite often)
C major and Eb major, when C is the primary tonality.
Think, for example, of the orchestral exposition of the first
Piano Concerto. Yet what we have here is a rising minor
third relation, which is a distinctly different situation. And
once again, he does not seem inclined to juxtapose any of
the other 11 possible pairs of major keys separated by this
particular rising interval.

All of this points to an “absolute” sense of key in
Beethoven. We know from sketchbook evidence that he
hardly ever experimented with “transposing” his musical
ideas; and this is exceedingly noteworthy in a composer
who was willing to reshape them in every other possible
way: thythm, melody, dynamics, counterpoint, harmony.

What I am suggesting is that this insistence on a definite
tonal level was in force also when he dealt with what I have
called “elliptical’ situations of tonality. Where we do have
variation on this principle, they tend, interestingly enough, to
be at the most “natural” of transpositions: the perfect fifth. For
example Beethoven often rises a major third from C to E; think
of the “Rondo” which concludes the Triple Concerto and the
“Kyrie” from the Mass in C. He also likes to juxtapose G to B
— as at the very opening of the Fourth Piano Concerto. Or take
the sudden contrast, at the opening of the Waldstein sonata
between C major and Bb. (Example 9) Something very much
akin happens as Op. 31, #1 begins — only now between G and
F major. (Example 10) Similarly, there are many instances of
Beethoven falling a major third from D to Bb. He also does
this often in the key of A. The fall from A to F, for example, is
a constant feature in the Seventh Symphony. Once again, our
two tonal planes are separated by a perfect fifth.

The mostintriguing exception occurs when the “elliptical
complex” is made up of a key and its raised supertonic. For
this powerful “Neapolitan” relation, the favored “tonal
planes” are themselves related in a Neapolitan manner —
that is, they are separated by a minor second — rather than
a perfect fifth. Think of the opening of the String Quartet
Op 59, #2, with its immediate contrast of Em and F major,
and then of Op. 95, with its juxtaposition of Fm and Gb.
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I end with some questions of a historical nature. First,
in terms of antecedents, how far was Beethoven affected
by what Graham George has demonstrated was a central
technical feature in many of the vocal masterpieces of Bach,
Handel, and Mozart—namely a deep structural alternation
between two central tonal streams?'”

And in terms of what followed, this question arises:
how far did Beethoven’s sense of “elliptical” key-
complexes plant seeds for others to harvest? As Robert
Bailey has strongly argued, Wagner organized his music in

long-range tonal pairs, and his example influenced many
of the major composers who followed him, including
Mahler. Could it be that this Wagnerian and Post-
Wagnerian procedure is rooted in a prior Beethovenian
discovery? And following the stream of music history
onward, might we think of true 20"-century bi-tonality as
a further result of Beethoven’s initial insight? — namely,
that two keys can function together as a one? I, for one,
look forward to pondering such questions, and I welcome
scholarly company!

NOTES

! Thomas Sipe, in his “Beethoven’s Struggle for Simplicity in
the Sketches for the Third Movement of the Pastoral Symphony”
— pp.26-75, Beethoven Forum 4 — tells of how the composer
initially planned to cast the “Trio” of this movement in D.

2 In his Beethoven Essays (Cambridge, MA: Harvard
University Press. 1988), Maynard Solomon, writing of the
Ninth Symphony notes how Beethoven himself, in a sketchbook,
characterized its initial plunge into D minor as an event which,
“reminds us of our despair.” (P. 19) If so — if D minor had this
despairing quality for Beethoven, then might it be possible
that a desire to avoid D minor when it would otherwise be
expected, through a juxtaposition of F and D major, could be
a statement of Beethoven about sudden joy, sudden brightness,
sudden hope? All this, naturally, needs to be explored — but it
is suggestive.

3 Possibly, just possibly, he is remembering the harmonic
“slight-of-hand” that his father accomplishes in the final measures
of the “Prelude in E” to The Well-Tempered Clavier Book 1.

4 This tonal juxtaposition is heard elsewhere in Mozart.
Another example is the opening measures of the Fantasy and
Sonata in C minor.

* Cited in Edward Green, “A Note on Two Conceptions of
Aesthetic Realism,” British Journal of Aesthetics, Vol. 45/4
(October 2005), p.439.

¢ Beethoven’s usual procedure is to take the primary key to
its dominant, and then leap to the tonic of the secondary key of
the “complex.” This is one more reason the early bagatelle is so
astonishing — for it comes to a complete tonic cadence before
jumping to the new key.

7 See, for comparison, Joseph Kerman’s contribution to
Beethoven Studies 3: “Notes on Beethoven’s Codas” — where he
speaks of “tonal questions” within primary melodies that are only
resolved at the conclusion of a movement. He does not, however,
point to the tonal division of themes as I do.

8] already cited the Corolian in relation to Cm and Bb minor.
The Waldstein sonata is an instance of C and Bb major in tonal
compound.

° 1 hope, in the future, to do similar histories for his other
“tonal complexes.”

101t is well known that Beethoven made use, years later, of
this music when he “quotes it” during Act II of Fidelio at the
words “O Gott! Welch ein Augenblick!”

As indicated in footnote 6, Beethoven sometimes “rethinks”
a tonal complex at the transposition of a fifth. Perhaps the most
long-standing of all of these complexes for him was D/Bb — and

Edward Green, Ph.D.
Dept. of Music History,
Manhattan School of Music

Beethoven quite often goes directly from the V of D to the I of Bb.
What we have here in Fidelio is, perhaps, a use of this complex in
its transposed form: the V of A to the I of F.

This quotation by Beethoven of a youthful work has been
explained in terms of its obvious “intertexuality.” The words of
the cantata are, indeed, very apropos at this point: “Da stiegen die
Menschen ans Licht.”

No one would deny the relevance of this explanation. But
might there be even more to it? Though in both cases the music
outwardly remains in F major, the actual impact and “Affekt,”
are not the same. To hear F in relation to D is not equivalent to
hearing it in relation to A.

I am suggesting, therefore, that a study of various parallel
passages belonging to the D/Bb complex might well help explain
this moment in its full emotional meaning. And if so, it would be
further evidence of what I am suggesting — that the analytic tools
of traditional “key characteristics” are insufficient for Beethoven
research, and that we need to augment them with knowledge of
how “key complexes” were in his mind.

" A very fine recent thesis on Beethoven and modality is
by Nicole Biamonte: The Modes in the Music of Beethoven,
Schumann, and Brahms: Historical Context and Musical
Function. (Yale University, 2000)

12 Page 57 of Music and the Historical Imagination.
(Cambridge: Harvard University Press. 1989)

13 See her 4 History of Key Characteristics in the Eighteenth
and Early Nineteenth Centuries (2™ ed.) Rochester: University of
Rochester Press. 2002. Another important study along the same
lines is Wolfgang Auhagen’s Studien zur Tonartencharackteristik
in theoretischen Schriften und Komponisten vom spdten 17. bis
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