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Yanen Xunn, CLIIA

YIK 781.3.01.037

TOHAABHbIN MAPAAOKC B ®OPME COHATHOTO AAAETPO:
HU3KA4A | CTYTIEHb BO BTOPOM CTPYHHOM KBAPTETE
DPA-ANE3 MUHOP OP. 10 APHOABAA LLUEHBEPTA®

edepoM 21 nexabps 1908 rona u3BecTHBIN BEeH-

CKMH CTpyHHBIM KBapreT «Po3e» u mpocias-

JIeHHOoe comnpaHo JlBopuoBoil omepel Mapus
I'yrxeine-IlIponep npencraBuinu npembepy Bmopozo
cmpynnoeo keapmema Lllénbepea ¢ napTueil conpaso,
op. 10. Bo BpeMs HCMONHEHUsT HAaYaIHCh OCCIOPSIKH.
Crnymarend M KpUTHKU Hadald APY>KHO CBUCTETh U
Kpu4ath «ctomn! XBaTuT ¢ Hac!» OKoHuUaTelbHOE MHe-
HHe, BbIpa3uBIlee o01Iee HacTpoeHHe, CPOPMYITHPOBAT
koHcepBaTHBHBIA KpuTHK [layns HItay6ep: «Cremyto-
i B nporpaMmme — berxoseH. Jlyuiie npoBeTpUTh 10-
MerieHune!»!

OnHako mocneayomye pereH3un obu 6osee oc-
TOPOXKHBIMU. B 4acTHOCTH, yIOMHHAIOCh, YTO IepBast
yacTh KBapTeTa ObU1a BOCIIPUHSATA 1OCTATOYHO CIIOKOM-
Ho. J{axxe IllTayOep u Takue BpaxjeOHbIE KPUTHKH, KaK
I'anc JIubmrexns u Jlronsur Kapnar, Ha3Baau mepByro
Y4aCTh «IOCTATOYHO CMHpPHOM st ctuist LIEHGepran’.
OTa yacTh copepikalia TPEe3BYUHYIO TapMOHUIO U TEMBI
U, B OTJIMYHE OT MY3bIKH, CO3aHHOM HETOCPEICTBEH-
HO TMepex STUM, Oblla HaIlKCaHa B COHATHOH ¢opme.
HccnenoBarenu Mmy3bikn XX Bexka Banbsrep @pu,
I'eponbn I'py0Oep, Mran Xaiimo, Kpuctman Maprun
Imuar u Jdxoprx Ilepns Takke mpeACTaBIsUIM 3Ty
JaCTh KaK KOHCEPBAaTUBHYIO IO CBOEH mpupose’.

Ho cam llI&n0epr Obu1 ynuBIEH TaAKUMH KOMMEH-
TapUsMH 10 MOBOAY mepBoit yactu Keaprera®. 3a nBa
rona o cmeptu LlIEnGepr Hanucan kK ATOMY NMpoU3Be-
neHuto cobcTBeHHble [Ipoepammusie 3amemxu’ Tex-
HUYeCKOTo xapakTepa. [lepBrie ABe KOIOHKH B cxeme |
MOKa3bIBalOT TO, Kak cam IlI&nGepr aHamu3upoBai
pazzaensl nepBoi yactTu KBaprera. YkaxkeM OCHOBHBIE
TOHAJIbHBIE 00JACTH KaXKIOTro pas3jielsia B TPEThel Ko-
JIOHKE CXeMHI 1.

* Tlepeson a-pa Misnapa XaHHaHOBA.
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Cxema 1.
dopma niepBoit yactu (Ha ocHoBe aHanu3a ll1éndepra)

IKcno3unus
IlepBasi rpynna tem

Tema la 1-12  fis moll, a moll
Tema 16 12-32  fis moll «Omy»xnaromuii»
Tema la 33-43  d moll, fis moll

«Omy XK 1At
Bropas rpynna tem

Tema 2a 43-58  fis moll «Omyxaaromuii»
Tema 26 58-84 es moll «omyxaaromuii
3akmount. 84-89  fis moll
Tema
Pa3zpaborka 90-145 d moll,
C dur «6ny>1<,ua}(iW
Penpusa 146201 F dur
[HU3KAS [TEPBAA
CTYIIEHB], d moll
a moll, fis moll
«OMy K Taromri»
Kona 202-233 fis moll

OOparute BHUMaHKE, YTO TOHAIBHBIC O0JACTH 3TOU
YacTH MapaJloKCAIbHBI C TOYKH 3PEHUS TPAIULUOHHOU
coHaTHOW (opmbl. Harmpumep, nobounas naprus (T. 43)
JOJDKHA OBITh KOHTPACTHa OCHOBHOHM TOHAJIBHOCTH, HO
371eCh OHA HAYMHACTCS C TOHUKH®. Pemnpu3za nomkHa GpyHK-
LIMOHUPOBaTh KaK SIPKO BBIPAKEHHOE BO3BpALICHHUE B
OCHOBHYIO TOHAJILHOCTB, HO 1LIEHGEpTr B cBOEM aHaim3e
HONTBEPIKAaeT (pakT, 4TO OHA HAYMHAETCS B CAMOM yIaJIEH-
HO# OT TOHMKHU TOHANBHOCTH: B F dur’e, B TOHAILHOCTH
HU3Ko# [-i1 cTymeHn. DTo — paguKaibHas «TOHUKAY, KO-
TOpas He sABJIsgeTcs ToHUKoW. OHa paccMaTpHBaeTCs Kak
HeymoTpeOnsieMasi MPAKTUISCKH BO BCEH TEOPETHUYESCKOI
JTuTeparype, 3a uckmoueHueM l1éubepra.
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B naHHO# crarbe mpeasiaraeTcs J0Ka3aTelbCTBO
Toro, uto [IIénbepr copMupoBa NepByro 4acTb CBOETO
KBapreTa kak pauKaibHYIO BO BCEX OTHOLIEHUSIX CTPYK-
TYpY, HCHOJNB3ysl HU3KYIO TOHHKY, OOpaTHMMBIH KOHTpa-
IYHKT, HEO)KUIaHHBIH BHIOOP TOHAJIBHOCTEH M CABHUTH B
U3JI0XKEeHUH YacTel (popMmbl. Takoe MOHUMaHHE CTPYKTY-
pel mepBoit yactu KBaprera mo3BojsieT HaM B3INIHYTh
Ha COHaTHYIO ()OpMy, Kakoil OHa MPHUMEHsIach B BeHe
B 1907 rogy kak Ha mapagoKCaJIbHYIO CXeMy, KoTopas,
OJTHOBPEMEHHO, U COXPAaHSET, U KOMIPOMETUPYET CBOIO
COOCTBEHHYIO TPAJUIIHIO.

Huskas | crynenb B yuenun LLIEéHGepra
u lNepBas 4yactb KBapTeta

Kax ynoMuHanoch Bblllie, HU3Kas TOHUKA HE SBISET-
Cs1 IIUPOKOYIOTPEOUTEIBHBIM TOITHKOM T€OPETHUCSCKUX
uccnenaoanuii koHna XIX u nayana XX Beka. [1o koHT-
pacTy ¢ 3THM IOJIOKEHUEM BeIel B 000MX CBOHX TEKC-
tax 1o rapmonuu [1IEn0epr cunraer Hu3Kyo | cTyneHsp
JIEHCTBUTENIbHOIN TOHAILHOCTBIO, 001aCThI0, KOTOpas SB-
JIIETCS KpallHUM TpeesioM TOHAILHOCTH . Bee u3nanmns
ero kuuru «Harmonielehre» comepkar omHy mociemo-
BaTEJIbHOCTh, B KOTOPOH OCYLIECTBIIAETCS BU)KEHHE OT
TOHMKH K HU3KoM | ctynenu (mpumep Ne 1a).

IIpumep Ne 1 a  [Ipumep MOIYNIAIMH B HU3KYIO TOHUKY
B yue6Huke [1IénGepra « Teopust rapMOHHK»

N6 of A “Vagrant” chords
o= /\‘ .
DA

N6 of Ab =1 /1

B nenom I1IEHGEpr KOMMEHTHPYET paclUIMpeHHbIE
TOHAJIBHBIE [TOCIIEI0BATEILHOCTH TaKUM 00pa3zoM: «Mel
JBIDKEMCSI K OITy’)KAaloleMy akKOpy, HearnoJIUTaHCKO-
MY CEKCTAaKKOpAY, YBEIUUYEHHOMY KBUHTCEKCTAKKOPAY,
YBEJIUYEHHOMY TPE3BYUHIO H T. JI., U TAKUM 00pa3oM Jie-
J1aeM TIePBBIi AT B HAPaBICHUH MOIYIAun»®. Tpes-
ByuHe HH3Koil | ctynenu — as moll — B npumepe Ne la
BBEJ/ICHO B IIPSIMOM COTIOCTaBIEHUU C A dur’HBIM Tpe3-
By4HeM. OTO CO3ByYHE PETPOCHEKTHBHO IOJyYaeT
(YHKLHMIO HEANTOJIUTAHCKOTO aKKOp/ia B HOBOM TOHAJIb-
HoCTH as moll. Tem He MeHee, cleayromiee, «Omyxaa-
I0IlIee» YBEIIMYEHHOE TPe3By4He Ha 3BYKE @ 3aMEHSET
HEO)KUIaHHO BBEJIEHHOE TPE3ByUYHUE Ha 3BYKE s, ACHUCT-
Bysl KaK IEHTPOOE)KHasi CUJIa, CTaBsIIIasl 10/l COMHEHHE
TOHHYHOCTbh Kak A dur’a, Tak ¥ as moll’a. Takum oOpa-

* B npumepe ormeueHo: «HeamomuraHCKHH CEKCTAKKOPI
B A dur», «bryxparomue akkopas», «HearnoanTanckuil cexcTak-
KpOpA B As dur = Huskoi | crynenn». — [Ipum. nep.
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30M, MOCJIEIOBATENBHOCTD peanusyet coset LlIEnOepra
0 TOM, YTO «OIy>KJAIOIUi» aKKOPA HAuWHAET MPOoIece
IBIDKCHHS K yManEHHOW TOHAJIbHOW 007acTH. YBeNlu-
YCHHOC TPE3BYUYUC CMCHACTCA JOMUHAHTCECIITAKKOPAOM
Ha 3BYKE d, KOTOPBI (DYHKIMOHUPYET KaK aKKOPH C
YBEJIMYEHHON CEKCTOW B TOHAJIBHOCTH as. Tak 3aBep-
IIAeTCs KaJleHIUEeW MONYJIALMS B MUHOPHYIO IOHM>KEH-
HYIO TOHHKY.

Heckonbko necsATWIETHH CIyCTsI B CBOEHM IIMpPO-
KO M3BECTHOH crarbe «bpamc nporpeccuHsblil» I1En-
Oepr BBIICIIACT Ba MPOU3BEACHHUS KaK 3aBEepIIEHHBIC
00pa3Ilbl pacIIMPEHHOW TOHAJIBHOCTH M, MO KpalHeit
Mepe, OJHO M3 HUX COJACPKUT (YHKIMIO TOHWKEHHOM
I crynenn. Ilecus llybepra «In der Ferne» u3 nmkia
«Schwanengesang» COICPKUT HAJIOKEHUE gis moll’Hoi
TOHUKH ¢ G dur’Hyt0, B KOTOpo Hu3Kas | cTyrneHs npen-
CTaBJISIET PE3KUM KOHTPACT, BbIpaKarOUIUi HEHaBHUCTh
Oernena k cBoeit Popune (mpumep Ne 1 6).

IMpumep Ne 1 6 Huzkas nepBas cTyneHb
B necHe 1llybepta «In der Ferne» («M3nanekay),
nrobumoit necue I11énbepra

Ziomlich langsam
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T'ope Gerery,

Kotopsrit ocraBnsieT 3ToT Mup! —
Tomy, KTO HIepeceKaeT 4yxue 3eMJIH,
3a0BIB pONUHY,

HenaBupas nom cBoeii matepu,

U otka3s ot apysei,

He nmeet GmarocimoBenus

Ero nyTs!
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Ilecus IllybGepTa comep:KUT OMyKIArOIIUANA yMEHB-
IIEHHBIA BBOJIHBIN cenTakkopA (B T. 22), KOTOPBIHA cO3-
JaéT IIEHTPOOCKHYIO CHITY, ABHKYILYIO MOAYJISLHUIO M3
G dur’a B HanpaBJieHUH K s moll, 0TKyga, B KOHEYHOM
cuéTe, OHA BO3BPAIIIACTCS B TOHUKY gis moll.

B craree «bpamc nporpeccuBHsbiity 111EnGepr cBs-
3bIBaeT npumep u3 necuu lllydepra ¢ yHUKaJIBHBIM MO-
MeHTOM B Hawane CtpyHHOro kBaprera bpamca ¢ moll,
op. 51, Ne 1 (cm. ananus 1IénGepra B mpumepe Ne 2 a)’.
ITpumep Ne 2 a [11én6eproBekuii aHanu3
Ksapreta Bpamca ¢ moll, op. 51, Ne 17
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Hauvano 3T0i 4yacTH OTCBLIAET K «OTHAIEHHON» TO-
HaIIHOCTU h moll, YHrapMOHUYECKOMY OSKBUBAJICHTY
Hus3koi I crymenn!®. Bo MHOTMX MpUMeYaHHsAX K 3TOi
nocnenoarenapHocT [1IEHGepr Beerna obpaimaer BHU-
MaHHe Ha HeOOBIYHBIH, OTAEIBHBIN 3BYK fis B T. 20, ocje

ok

B npumepe ormeueHo: «moBbllleHHas IV cTyneHb». —
Ipum. nep.

“** BbIeeHbl 3ByKOBBIE BBICOTBI: MOBBIIEHHAs [V wiu 10-
HWDKeHHast V cTyneHs. — IIpum. nep.
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KOTOPOro 0e3 Kakoro-iubo OIMOCPEIOBaHHs OlysKaaro-
[IMMH CO3BYHYHMSIMH TTOCIIEIOBATEIbHOCTh BO3BPALIAETCS
B ToHUKY. l1I€HGepr cunrtaer cieqoBaHue OT 3ByKa fis K
3BYKY g KaK 4acTH TOHHYECKOTO TPE3BYUUsI pE3KUM, He-
OOBIYHBIM M BOOJYIIEBIISOIIUM.

Jlaxe HauboJee nporpeccUBHbIE KOMIIO3UTOPHI TTOC-
ne Bpamca TiiarenpHO n30erajau OTKIOHEHHS OT TOHUKU
B OTAaJIEHHBIE 00aCTH B CAMOM Hadvajle MPOM3BEICHUS.
Ota MOIyNsKs B MUHOPHYIO JIOMUHAHTY Ha 3BYKe A U
CJIEYIOLIMHI 3a Hell pe3Kuii, OecliepeMOHHBIN BO3Bpar B
TOHHKY TIPEACTABIISACT PEIKHiA Cydaid!'!,

HutepecHo, uTo Hayago Broporo cTpyHHOro KBap-
tera [1I€nOepra 7eMOHCTPUPYET TOHAIBHOCTh U CTPYK-
Typy MOBepxXHOCTH'2, HamomuHaromryo Keaprer Bpamca
(cpaBauTe npumeps! Ne 2 a u 2 6). Hanpumep, equany-
HbIi1 3BYK fis B KBapreTe Bpamca QyHKIIMOHUpYET U Kak
V crynens B & moll, u kak noBbllieHHas IV B maBHOI
ToHaNbHOCTH, ¢ moll. Hauanbubie ¢passl B Kaprere
[11énbepra Toxe NBHXKYTCS B HAPABJICHUH SAMHUYHOTO
3ByKa his ¢ pyHKImeH mopblieHHo# [V cTynenu, Ho, Kak
MBI BCKOpe yOemuMcest, BCE 3aTeM JIBHKETCSl TOHAIBHO 32
npeiesbl MOBbBIIICHHOM [V cTymnenu, kK Hu3Koi 13,

[TokakeM OCHOBHBIE OTHOIICHHUS Ha4daJbHBIX (hpa3
(mpumep Ne 3 a)',
IIpumep Ne 3 a BaxxHoe coBnanenue
3BYKOBBIX BBICOT B TaKTe 3

MiiBig (moderato) (J = ca 100)
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B mapruu nepBoil CKpUIIKU TOHUYECKOE TPE3BYyYHE
YCTaHABIMBACTCS IMOCPEICTBOM HUCXOIAIIETO JBHKE-
HUSA OT a K fis B MOTUBE A, ¥ TOCPEJICTBOM BOCXOJSIIETO
JIBJKEHUSI OT a K cis — B MoTuBe b. B maptuu BTOpOIt
CKPUIIKM TPOMCXOAUT JIMHEeapu3anusi oO0paméHHOro
BapuaHTa MotuBa b: cis—dis—eis. O6a Bmecte b, A
(cis 1 cis—eis) oHU 00Pa3yIOT Oy IAIOIINI aKKOP/, YBe-
JIUYEHHOE TPpe3By4He, NMPEACTaBICHHOE U KaK apIeku-
poBaHHE MEXIy IBYMs CKpumkamu (T. 1), ¥ KaK CO3By-
yue HaJl nefanbio fis (T. 1, TpeTbs gons). Tak xe, Kak u
OJy’KAaloIIMe CO3BY4YHUS B MPHUBEAEHHBIX BBIIIE IIPHMe-
pax rapMOHHMYECKOI MOCIIeI0BATENbHOCTH U OTPBIBKA U3
necHu IllyOepra, 31ech yBeIUYEHHOE TPE3ByYHe B T. |
UrpaeT pojb LEHTPOOEKHOM CUIIBI B OpraHu3aimu ¢hop-
MbI KBapreTa.

BBoaHbIll TOH 3TOro Tpe3BydHs OCTAETCs Hepas-
PEIEHHBIM BILIOThH JI0 BTOPOW JIONU T. 2 (B MapTUH MEp-
BOM CKpHuIKK). Tak, eis neficTBYeT Kak CpeACTBO CO3/a-
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HUS aucOanaHca, OCCIOKOWCTBA, KakK IICHTPOOEKHAs
CHJIa, KaK TOHaJbHas mpobiemMa, U BCE 3TO MPUBOIUT B
JBIDKEHHE PACHIMPEHHYI0 TOHAJIbHOCTh U MHTEHCUBHOE
SMOIMOHAIBHOE Pa3BUTHE ATOM YacTH.

VYBenuueHHOE TpPe3By4YHE BO3Bpamiaercs B T. 3
(B mapTuu mepBOW CKPUIIKH), HO B ATOT pa3 OHO HHC-
XOIIUT HE K eis, HO K f, Hu3Koi | ctynenu. Beprukais,
BBICTPOEHHAS HaJl ATHM f, UTPAeT BaXHEHIIYIO POJb B
Kgaprere B menom. E& 3BykoBBICOTHBIE Kiacchl!® (BBI-
JIeNIeHHbIe KBaJpaToM B MpuMepe 3 a) CTaHOBSITCS TO-
HUKaMH TJIaBHOM TeMBbI JaHHOMN 4acTU U apTUKYIHPYIOT
e€ TOHaJIbHYI0 (OpMy (BBIICICHO KUPHBIM LIPUPTOM
B cxeme 1). Tak IlI€nGepr oTBepraeT TpaaullMOHHYIO
NOJSIPHOCTh (DYHKIMI TOHUKU U JIOMUHAHTHI B COHAT-
HOW opme. BMecTO 3TOr0 OH HMCIOJB3YeT TOHAIBHBIC
OTHOILIEHUSI KOHTEKCTYaJlbHO M IPOU3BOIUT UX U3 Ha-
YyaibHBIX (pa3.

BosBpamasch k aHaiausy T. 4, oOpaiiaeM BHUMaHHE
YHUTaTeNs Ha TO, UTO B IIpuMepe 3 O mepBast CKpUIIKa BBO-
JUT BTOPOI1 acleKT HEeHTPOOEKHOM CHIIBI.

[pumep Ne 3 6 Huskast nepBas cryneHs B a moll
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O6ocoOneHHas 3BYKOBBICOTA /is, YIOMSHYTas
BbIIIC, IMPUBOAUT T'apMOHUYCCKOC pa3BUTHE K BHE-
3aIMHON OCTaHOBKE. BHOJIOHYENb MHTEPIPETHPYET his
KakK ¢, U 3TOT BLIHeHeHHLIﬁ C B '-IeTI)IpéX OKTaBax Je-
JIaeT HEBO3MOXKHBIM TIOSIBJICHHUE JOMUHAHTOBOW (yHK-
[IUU TOHAJIBHOCTH fis moll. BMecTo 3TOTO, ¢ BENET B a
(1. 7-8), peACTaBNsAg MOTUB @ B TOHAJIHHOCTH MEJHU-
aHThl, B @ moll. B npolecce nanpHeiero pa3BuTHs
BHOJIOHYENb BeAET U3 as (T. 5) B a (1. 8), TO ecThb, U3
HU3KkoW | cTymeHu B TOHUMKY a moll’Hol obnacrtu, co-
3maBasi TeM CaMbiM (PyHKIIMOHAJIBHYIO ITapaijielib K
TOHUKaM HaualbHbIX (pa3, fu fis. Tak, oTHOWIEHHE as
K a 3aMelaer TpaguuuoHHoe otHouenue VII u I cty-
neHeH (gis u a), ycTaHaBIUBas MPEKPacHBIN apaiokc,
KOTOpI)Iﬁ CMCIIACT TOHAJBHOCTH IMPOM3BCACHUA JAXKE
TOraa, Koraa noMoracT yCTaHOBUTb HOBYIO TOHAJIbHYIO
obnacte a moll.

Cnenyromnas rpynna ¢pas B a moll (1. 8-12) noctu-
raeT KyJbMHHAIIUU Ha 3BYyKaxX F dur’HOro Tpe3By4Hs B
T. 11, mpeacrasinsist kak HU3Kyto VI crynens a moll’a, Tak
U HU3KYIO | CTyrneHb nocieaymero TOHNueCKOro Maxxopa
(mpumep Ne 3 B).

Mexcoynapoounwii omoen
International Division

IIpumep Ne 3 B Kynemunarus

Ha IIEPBOM HU3KOM CTYIEHU
Mt - - - - - - Hauptzeitmat (J. = ca 52-56)

WE

etwas rascher (J = 120-126)

[Moaxon K 3TOMY TPE3BYUYHIO OCYIIECTBIEH NOCPEACT-
BOM HEBapbHPOBAHHOTO U IOBTOPHOTO BaPbHPOBAHHOTO
MPOBEICHUI TIIaBHOU TeMbI B @ moll (1. 8—9) u emé oaHo-
rO MPOBEACHUsI, TApMOHH30BAHHOTO Cis moll’HbIM Tpe3-
ByuneM (T. 10). Tak, OCHOBHBIE TOHBI B 3TON TPE3BYUHOI
IIOCIIEIOBATEIFHOCTU B T. 8—12 00pa3yroT yBeInyeHHOE
Tpe3ByuYHe a—cis—f, Takoe e, Kak u B T. 3. Hanbonee 3na-
YHUTENBHO, OJHAKO, TO, YTO ATO MpeAnocienHee F dur’'noe
Tpe3ByuYHe NOArOTABINBAET TOHAILHOCTh PENPHU3bI, HU3-
Kyto | crynenp, ocHOBY paaukaibHON koHUenuuu IEx-
OeproBCcKoii COHATHOM (HOPMBI.

®dopma nepBoi HacTH

B 1909 romy B mepBoM OIyOJIMKOBaHHOM aHAlH3€
sroro Kaprera yuenuk lll€nGepra Xaiinpux Snosen
W €ro y4yHTelb, POICTBEHHHK W IpYT, AsiekcaHiap (oH
LemnuHckuii, Beipa3win Hecornacue ¢ LlI&€ndeprom mo
MIOBOJly Hayajla M MPUPOABI PETPH3Bl B MEPBOM YacTH.
OHHU HUHTEPUPETHPOBATH F dur, TOHAJILHOCTh HH3KOM
I ctynenu B T. 146, He Kak HaYaJIO PEMPU3BL, & KaK KyJlb-
MUHAIHIO pa3paboTKU. A Ha4yajo penpu3bl OHU OIpesie-
i B T. 159, ¢ Bo3BpaleHneM TOHHYEeCKOTO TPe3ByUHus
fis moll (cpaBHuTE cXemy 2, mpuMepbl Ne 4 a u 4 0).

Cxema 2. ®opma niepBoi 4acTH,
ananu3 Llemiuuckoro u fnoena, 1909 r.

IKCno3uIus
IepBas rpynna Tem

Tema la 1-12 fis moll, a moll
Tema 16 12-32 fis moll «Omy>xmatormmii»
Tema la 3343 d moll, fis moll

«OITy>KTAFOTITHI
BTtopasi rpynna tem

Tema 2a 43-58 fis moll «Omy>xmarorii»
Tema 26 58-84 es moll «Omyxmarormmii
3akawount. 84-89 fis moll
TemMa
Pa3paboTka 90-145 d moll, C dur
«OITy>KTAFOTITHI
[Kynbmunauus 146 F dur, d moll, a moll]
pa3paboTku
Penpusa 159-201 fis moll «Omy>xaaronuiiy
Kona 202-233 fis moll
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B mpumepax 4 a u 4 6 nokazaHbl pa3Hble ONpesene-
HUS Hayana perpusbl.
ITpumep Ne 4 a Hauano penpu3ssl
B MHTepnpertauu Gpopmsl [11EnOepra
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[Mpumep Ne 4 6 Hauaio penpusst

no lemiuuckomy u Snosmy ™™

F# minor triad: signals recapitulation
for Zemlinsky and Jalowetz

Murepnperanus finosua u L{eMIMHCKOTO BBI3bIBAET
aHaJoru ¢ komMmmeHtapusaMmu JloHanbna ToBes K TpeThb-
et vactu CkpumnudHoOM conatsl bpamca, d moll, op. 108.
ToBeli oTMeUaeT: 3Ta 4acTh MOKPHIBAET «OIPOMHOE pac-
CTOSIHHE» OT TOHHKH fis moll (T. 1) no F dur’a (1. 75-76),
(kctatw, Takke | Huskas crynensb)'®. OH ompezenser
fmoll’Hp1ii pa3nen Kak KyJIbMHHAIUIO Pa3paboTKH, 0003-
Hayasl ero TOYHO TaKoi e GopmaibHOU (yHKIMEH, Kak
Snoeen u llemnuuckuii B ux aHanuse F dur’Horo cer-
menTa B KBaprere 11I&uGepra.

OueBUAHO, YYBCTBO TOHAJIBHOW JIOTMKM B aHa-
nu3e SnoBua m L[eMIIMHCKOTO BBISBISIIOT MX 3HaHUE
TpaIulM{, HO B LIEJOM TaKoW aHaJM3 IPeICTaBIsAETCS
He ajieKBaTHBIM. Hampumep, Tak BBeneHO fis moll’Hoe
Tpe3Byune B npumepe Ne 4 0. JlyOnmupoBaHHBINH 3BYK
cis B mapTuu BuosoHuyen (1. 156—158) noarorapnusa-
eT fis moll’Hoe Tpe3By4He IMyTEM MOBTOPEHHOTO XOAa
B fis. OJQHAKO, WCHONB3Ysl TAPMOHUYECKHH MUHOD B
BOCXOJsilIeM ABkeHuu, [LIEnOepr u3deraer ynorpeo-
JIeHWEe BBOAHOTO TOHA eis. BMECTO Hero mcnosb3yeTcs

wkrkE

C ©X TOUKH 3peHHS,
fis moll’Hoe Tpe3Byune.

HA4yajioM pPENpU3bl CITYyKHUT
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SHTapMOHMUYECKHI DKBUBAJICHT f, HU3Kasl TOHHKA, 1y0-
JIMPOBaHHAs B OKTaBY B HECKOJIBKUX akkopiaax (T. 158).
Hanu4ue 000ux 3BYKOB, U f, M € y BHOJIOHYEIH HE 03~
BOJISIET COCTOSTHCSI yOSTUTEIbHOMY BO3BPATy B TOHHUKY.
Taxkum obOpasom, fis moll’Hoe Tpe3Byune OKa3bIBaCTCS
6osee c1abbIM MPEACTABUTEIIEM TOHHKH, YyeM ddemMep-
HBIM, Teky4duil mepexon k pempuse (1. 12-33), mepe-
BEPHYTBIM «C HOT Ha IOJIOBY» IIPU IIOMOLIY TPOWHOIO
oOparuMoro koHTpamyHkTa (T. 159-178). TpesByuue
fis moll’s1 BpsiI T MOKET MPOCIIMPOBATH 00JIACTh CHITb-
HOW cTaOMIBHOCTH, TpeOyeMoW Uil TpaguIMOHHOM
pEeNpU3BL.

Koma (1. 202) BoCHONHSIET OTCYTCTBYIOIIYIO B perl-
pH3e TOHAJIBbHYIO cepy, MPOSUUPYs OILYIIEeHUE TOHUKH,
CO371aBaeMOe OpraHHBIM IMyHKTOM. Heckonbko XpoMaru-
YEeCKHUX OTHOLICHU, YITOMSIHYTHIX B aHAJIN3€ Havaa yac-
TH, @ UIMEHHO, MOBbIIIeHHOW [V U noHmkeHHOH V cTy-
NICHeH, B KOHEYHOM CuéTe, pa3pemaroTcs B fis moll’Hoe
Tpe3Byune. TeM He MeHee, TapMOHUYECKUH MaTepuall,
BEIyIIMM K pa3peuIeHut0, HE COAECPKUT TPaTULMOHHOMN
MIOCJIEIOBATEIbHOCTH OT JOMUHAHTHI K TOHHKe. Bmec-
TO 9TOTO KBApPTOBBIE aKKOPIBI MEPEMENIAIOTCS Hazaa |
BIiepen MeXay F dur’HbIM U f moll’HbIM TOHHYECKUMHU
Tpe3ByurssMu. CaMH 3TH CO3BYYHS JIMOO TOXKAECTBEHHHBI,
100 SHrapMOHUYECKU PAaBHBI JIUATOHUYECKHM KOJLIEK-
M ctyneHeid F dur wnu f moll, To ectb Hu3KoM | cTy-
neun'’ (mpumep Ne 5).

IIpumep N5  Tlepexon x Koze Ha KBapTOBBIX akKOpIax
Viel langsamer
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Tax >xe 6maromapst HU3Koil I cTynenu paspenieHue B
Havaje koabl (T. 202) oka3pIBaeTCsl HEMOJHBIM. 3BYK f,
HU3Kas | cTymeHs, B MapTHH ajbTa BXOAUT B MPOTHBO-
peuue co 3BYKOM eis B MapTUH HepBoi ckpurku (T. 201).
TonbKo B 3aKIIFOUNTENFHON KafieHIuH B T. 230 B mapTuu
BTOPO#l CKPHIIKH 3BYK f 3aMEHSIETCS 3BYKOM eis, KOTOPBIi
pasperaercsi B TOHHYeCKHH fis (mpumep Ne 6).
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IIpumep Ne 6 OduHagbHAS KAJACHIUS B 00palleHUN
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HecMmoTpst Ha 3T0 HONrOXIOaHHOE pa3pelleHue, 3a-
KITIOUMTENbHAsT KaJICHIINS OKa3bIBACTCsl TOHAIBHO CIIa00i:
JIOMUHAHTOBBIN aKKOpJ aJbTepUpOBaH, B HEM €CTh ges,
a Tarke, 4YTo OoJiee Ba)KHO, OH «IIEPEBEPHYT» TAKHM JKE
npuEMOM TPOMHOTrO OOpPAaTUMOTO KOHTPAIyHKTa, KaK H
pernipu3a B HU3KOH TOHMKE B T. 146 (CpaBHHUM 3TO MeCTO ¢
npumepoM Ne 4 a). [TepeBEpHyTHIH, HETPAAUITMOHHBIH 10-
MHHaHTOBBIN aKKOPJ, TIPH OJIM3KOM PacCMOTPEHUH, KaJlaH-
CHpYET Ha JBYX CTPOro M TPaJULIMOHHO PACIIOIOKEHHBIX
TOHMYECKHX aKKOpJlaX, HEXHO 3BYYaIllUX B THAHUCCHMO.

Huskas | ctynenb u YerBépras yactb

[lepBas yacte KBaprera, Kak 4acTh, HallUCaHHAs B
coHaTHoil (hopme, mpoeuupyeT GyHKIKIO HU3KOH | cTy-
NeHU Ha Ka)kXJoM 3Tane pa3Butus. Ho, kak 3To nmpucyie
KoMIo3uTopckoit mpakruke [II1&n6epra, B mepBoi yacTu
oOHapy>KUBaIOTCs 1 OoJiee paauKaibHble pemenus. Kak
MBI yoenunuchk panee, [LIEHOepr opraHu3yeT CTPYKTypy
IPOHU3BEIEHHS B COOTBETCTBUH C CHCTEMON XpoMaTHyec-
KX OTHOIICHUH, BBIBOAUMBIX M3 CaMOM MepBO# (passbr;
Ha30BEM e& Grundgestalt. DTO XapaKTepHO I BCEX €ro
paHHUX TOHaJbHBIX IpoU3BencHUN. B nepBoil uyacTu
MOYTH BCE 3BYKOBBICOTHBIE OTHOIIEHUS BBIBOIATCA U3 €€
Hayasa, 3a HCKII0YEHHUEM OJIHOTO.

B navane pazpabotku (T. 97) KBapTOBBIH aKKOpA, HE
MMEIOIUII OTHOIIEHHS K NpeaIIecTBYIONeMy MaTepua-
Iy, Kak Obl OcTaHaBIMBaeT pa3BuTue (mpumep Ne 7 a).
IIpumep Ne 7 a KBaproBblit akkopz,
BBOJISILIMI MaTepua B 00palieHun
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OTO He TPaAMIMOHHOE MECTO, ApTHKYJIHPYIOIee
pasnensl My3bIKaIbHOH (OpMBI B COHATHOM aluIerpo;
e€ MosIBJICHHE 3/1eCh OOMaHbBIBACT OXKHAHUS CITyILaTells,
MPUBBIKIIETO K TPaIUIMOHHBIM paszenaM ¢Gpopmbl. Kak
MOKHO YOEIUTBHCS, 5TO CO3BYy4YHE BeChbMa spKoe OJaro-
Iapsi cBoeMy TeMOpYy M LIMPOKOMY PacIOJOKEeHUIO,
KOTOPO€ HMCKJIIOYaeT BO3MOXXHOCTh TPAJULIUOHHOIO TrO-
JIOCOBEZICHHSI B TIOCIEAyomeM d moll’HOM Tpe3By4HH.
BecpMma mpuMeuarensHO TO, YTO MHTEPBaJIbHOE COJEp-
xaHue [0257] SKBHBaJEHTHO H3BECTHOMY MECTy, Ha
cnosa I'eopre «ich fiihle luft», Ha 3Bykax D-G-A-C, B
4yeTBépTOit yacTu KBaprera, B T. 21-25". Jlanee Gymem
Ha3bIBaTh 3TO CO3ByuHe Jlioghmakkopoom (Cp. ¢ mpUMe-
pom Ne 8).

B nepgoii wactu ¢pasa, 3Byudarnas cpasy ke mocie
JIrogpmaxkopoa, COOTHOCUTCS C (Ppa3oi, HAYMHAIOIICH
pa3paboTKy B OOpaTHMOM KOHTPAIYHKTE OKTaBhI (CM.
npumep Ne 7 6).
IMpumep Ne 7 6 Hauano matepuana
B OOpAIllCHUH B JAHHOM YacTH

o
rp

belebter

3nech ke INIaBHAs TeMa PacHoJIoKeHa OYEHb BBI-
coko B maptuu BHojoHuenu (T. 98—100), Ha camom
Jielie, B TOM K€ OKTaBe, B KOTOPOU OHA 3Byyalla y CKpH-
mok. OTHaKO aKKOMITAHEMEHT K TeMe PacIOoIoKeH ené
BBIIIIE, YTO CO3/aET HOBBIN, OKUBJIEHHBIN HHCTPYMEH-
TalbHBIH KojopuT. bojee Toro, ¢pasa B T. 98—100
JUIIeHa SCHOTO TOHAJIBHOTO LIEHTPAa M Kak TaKoBas
MPEACTaBIsIET «IOTYCTOPOHHEE» 3ByYaHHE — OIIy-
LIEHUE CJIBIIIAHUS IJIABHOM TEMBI IIEPBOM YacTH Kak
pacTBOpSIOLIEHCS B BBICLIEM IIpOCTpaHcTBE. U, neuct-
BUTENBHO, 3TO MIPOBEICHNE ITIaBHOM TeMHI MOceaHee
Ha TOHMYECKOM 3BYKE fis U B pUTME, B (hpa3upoBKe e
HavaJIbHOTO MpOBeeHUd (Kak B T. 1-2), 4To ONATH *Ke,
MPEJCTaBISIETCS CTPAHHBIM U HEYMECTHBIM B 1000
coHaTHOU (opme.
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B o0Omieii cxeme T. 98—100 meiicTBYIOT Kak BBele-
HHe K nocienHeMy paszgeny yactd. Ilocie nux HIéuGepr
pa3MeIaeT Bech TEeMaTW4eCKUil Marepuall B HUKHEM
rosioce. Mcmonp3ys Takyro cXeMy, Mbl MOXKEM yAEPKaTh
OINPECACIIAIOINE TOHAJIbHOCTH ABMKCHHUA OCHOBHBIX TO-
HOB, KOTOPBIC JA€JIA€T BO3MOXKXHBIMU 6aCOBaH IuHAS. OTa
TEXHHMKA JIOXOIUT JI0 CBOEro amoresi B penpuze (T. 146),
A€ napTusa BUOJIOHYECIN NPEACTABIIACT ITIABHYIO TEMY B
yBeJIu4YeHuH B d moll, B To BpeMs Kak B IapTUH ajbTa
OHa TPOBOMUTCS B a moll B u3HadajipbHOM putMme. J[is
[11énbepra, ogHaKo, UMEHHO BBIACp)KaHHOE F dur’Hoe
TPE3BYUHUE C TOBTOPAOINUMCA OCHOBHBIM TOHOM
(B T. 146 n 148) BakHO KaKk CTaOMJIM3HPYIOILEE MECT-
HYIO TOHAJIbHOCTB 3TOTO CErMEHTa, TOHAJIbHOCTh HU3KOM
I crynenu.

Ho opkecrpoBka T. 98—100 ocTaércst gy IpIM de-
MEHTOM TmepBoM yacTu. [locne 3TUX TakToB OHa Tam
6onee He nosBisiercsi. C nmpyroit ctoponsl, 1EnGepr
— HE€ TOT KOMIIO3UTOp, KOTOpLIﬁ OCTaBJISICT OTHOLICHUA
B CBOEM MY3BLIKAJIbHOM MaTrepualie He3aBEpIIEHHBIMHU.
Kak u Jliogpmaxkopo, perucTpoBoe pPacHoOIOKECHHE U
TeMOp T. 98—-100 mepBoif yacTH BO3BpaIAIOTCS B ca-
MOW u3BecTHOM (paze Broporo kBaprera B 1elOM, B
U3JI0XKEeHUH nepBoi (passl Tekcta Credana [eopre «ich
fiihle luft von anderem planeteny. 3nech pa3pelicHue B
fis moll’HOe Tpe3ByYHe COMPOBOXKIACT BOKAIBHYIO JIH-
HUIO, KOTOpas TNpeICcTaBiIsfeT AMATOHMYECKYIO KOJJIeK-
o F dur (cM. ipumep Ne 8) — oTHOIIICHHE fis, HITH TO-
HUKH, 1 HU3KOH | cTyneHu, B3sTO€ U3 IEPBOIL YacTH.

2011, 1 (8)

HHTepecHO, YTO 3TO OTHOLICHHE JBYX JAWATOHHYEC-
KUX KoJuleKUuuil (F U Fis) MIPOHU3BIBAET BCIO YETBEPTYIO
yacTe. Tak U Aner @opT B cBoeH cTaThe O TBOPUYECKOI
sBomonyn 111n6epra ynoMuHaeT Kak aroHaJIbHBIE MHO-
J)KECTBa, TaK W OTHOLIEHHUE F—Fis, XapakTepu3yrouue
CBSI3M MEXIY TeMaMH U MEXJIy CerMeHTaMH (OopMbI®.
MOXHO NpEenJIOKUTh, YTO JAJBHEHUIINE HCCIENOBAHUS
3TOr0 MpOU3BeACHUs, 00BbETUHEHHBIE C JAHHOM CTaTh-
&1, MOT'yT OBITH NOCBSIIECHB! B3aUMOOTHOIIICHUIO MEXKTY
pacIIUpeHHBIMU TOHAJBHBIMU U aTOHAJIBHBIMH JJIEMEH-
TaMHi BO BTopoM kBapTeTe — B MpOU3BENEHUH, KOTOpOE
IPOIOJIKACT 03aa4UBaTh KPUTHKOB M aHATUTUKOB B Te-
yeHue Oonee CTa JIeT.

Korna B 1910 rony kputuk [layns [lTedan ycnpiman
TpeThe HcnonHeHne Broporo kBapreTa, MpeacTaBIeHHOE
I'yrxeine-lIponep u xBapreroM «Po3e», OH Hamucai
cienyromue ctpoku o H1énbepre: «Ero mMyssika, KOHEeY-
HO, HE TaKas, KOTOPYIO JOCTaTOYHO MOCTYIIaTh OJUH pa3
Y 3aBEPILINUTH C HEll 3HAKOMCTBO: TO, YTO OBLIO ¥ OCTAa&TCS
HOHSATHBIM ITOCJIE TIEPBOTO MPOCTYIINBAaHUSA, IPEICTaBIS-
eTcs MHE Kak a0COIOTHO HECOMHEHHAs CUJIa U 3HAYEHHE
3TOTO HUCKYCCTBA, KOTOPOE HCIBITHIBAET BCSKHM M3 HAC
Ka)XJBIH pa3 M0-HOBOMY U yKa3bIBaeT Ha HOBBIE HaIpaB-
JICHUSY.

Crosa llTedana — nmpapauBble, U Aa)ke IpopoUec-
KHe, 100 He MHOTHE KOMIIO3UTOPBI CMOTJIN CIIPABUTHCA
C COHATHOW (QOpMOii, HEe TOBOpPs yxke o Hu3Kou I cry-
NeHH, TAKUM yOeIUTEeNbHBIM CIIOCOO0M, JJaXKe CTO JIEeT
crycts®.

ko

ITpumep Ne 8 Hauano matepuana B obpamieanu B I 9acTi ciaykuT 0cHOBOHM Mernoanu B [V wactu
Pitches of melody G-A-C-D = 0257; all pitches of melody = F major
scale.
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Resolution on F# major triad:
forms F#-F relation with melody.

B npumepe ormeueHo: «3BykoBble BbICOThI Mestonuu G A C D obpasytor psia 0257; Bce 3Byku Menoguu o0pasytor rammy F dur»;

«Paspemienue B fis moll’Hoe Tpe3Byuune 31ech 00pasyeT oTHoIIeHue F-Oekap — F-aue3 ¢ menoauei». — lpum. nep.
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J-p Ceepun Hedd
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— Ne 64 (2). — P. 164—170) nobaBnsger neTanu3upoBaHHOE OIUCA-
HHE KOMIUIEMEHTAPHBIX U MOJAMHO)KECTBEHHBIX OTHOLICHUH MEX-
Iy TAKHUMH [[UKJIAMA KBHHT.

20 TToMHBIN TEKCT Hlrepana naxoautcs B usn.: The Second
String Quartet in F-Sharp Minor, Op. 10 by Arnold Schoenberg:
A Norton Critical Score | Ed. Severine Neff; Trans. Grant Chor-
ley. — New York: W. W. Norton, 2006 (Part II, no. 14).

=
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A TONAL PARADOX IN SONATA-ALLEGRO FORM:
b1 IN SCHOENBERG’S SECOND STRING QUARTET IN F# MINOR, OP. 10

n the evening of 21 December 1908, the eminent

Viennese chamber group, the Rosé String Quar-

tet, and the renowned soprano of the Court Opera,
Marie Gutheil-Schoder, premiered Arnold Schoenberg’s
Second String Quartet with soprano voice, Op. 10. Dur-
ing the performance, a riot ensued. Audience members
and critics alike began whistling on their latchkeys and
shouting, “Stop! We’ve had enough!” The final message
delivered by the conservative critic Paul Stauber encap-
sulated their feelings, “Beethoven is next on the program.
You had better ventilate the auditorium!!

Subsequent reviews of the concert, however, were care-
ful to note that the first movement was received in a rea-
sonable fashion. Even Stauber and the hostile critics Hans
Liebstockl and Ludwig Karpath called the first movement
“rather tame for a Schoenberg composition.”> The work
featured triadic themes and harmonies, and, in contrast to
its most immediate precursors in Schoenberg’s works, a so-
nata-allegro form. Later twentieth-century scholars — Wal-
ter Frisch, Gerold Gruber, Ethan Haimo, Christian Martin
Schmidt, Bryan Simms, and George Perle — analogously
have understood this movement as conservative in nature.?

During his lifetime, however, Schoenberg found
such comments about the first movement “astonishing.”
Two years before his death, he wrote his own technical
“Program Notes” about the work.’ The first two columns
of Figure 1 show Schoenberg’s own formal parsing of
the first movement. I have indicated the principal key ar-
eas of each section in the third column. Notice that the
movement’s tonal regions have a paradoxical relation to a
traditional sonata-allegro form. For example, the second
group (m. 43) should function as a contrast to the main
tonality, but here it opens in the tonic.® The recapitulation
should function as an emphatic return to the main key; yet
Schoenberg’s own writing attests that the work’s reprise
begins in the most distant region of the entire movement,
F major, h1. This is a radical “tonic” that is not the tonic,
a key ignored or considered an impossibility in virtually
all theoretical literature —except Schoenberg’s.

This essay will argue that Schoenberg indeed shaped
a radical movement at every step — through liberal uses
of the function p1, invertible counterpoint, unexpected
choices of key, and skewed presentations of formal parts.
Understanding the quartet’s first movement in this fash-
ion allows us a glimpse of sonata-form in Vienna, 1907
— a paradoxical schema simultaneously preserving and
undermining its own tradition.
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Figure I: The form of movement one (adapted from Schoenberg)

Exposition:
First theme group
Theme la 1-12 F# minor, A minor
Theme |b 12-32 F# minor, “roving”
Theme la 3343 D minor, F# minor, “roving”

Second theme group

Theme 2a 43-58 F# minor, “roving”
Theme 2b 58-84 E-flat minor, “roving”
theme 84-89 F# minor

Development: D minor, C major, “roving”

Recapitulation: 146-201 F major, D minor
A minor, F# major, “roving”
Coda: 202-233 F# minor

b1 in Schoenberg’s Teachings and Movement One

As mentioned above, b1 is not a common topic in the
late nineteenth- or early twentieth-century music theo-
ry treatises. By contrast, in both his texts on harmony,
Schoenberg considers b1 as a viable key, a region he con-
ceived at the very limit of tonality.” All editions of the
Harmonielehre include one harmonic progression illus-
trating a motion from the tonic to h1 (see Example 1 A:
Schoenberg’s modulation to flat 1 in his book, Theory
of Harmony)." Schoenberg comments in general on ex-
tended tonal progressions as follows:

One steers toward a vagrant chord, a Neapolitan, an

augmented six-five chord, an augmented triad, etc.,

and thereby takes the first step toward modulation.?

In Example 1 A, the p1 triad, Ab minor, is introduced
in direct opposition to the A major triad. The latter simulta-
neity retrospectively has the function of a Neapolitan in the
supposed new key of Ab minor. However, next a “vagrant”
Ab augmented triad replaces the abruptly introduced triad
on Ab, acting as a centrifugal force by questioning both
Amajor or Abminor as possible tonics. Thus the progression
enacts Schoenberg’s advice that a vagrant should begin the
process of motion to a distant region. The augmented triad is
penultimately succeeded by the dominant seventh of A that
functions enharmonically as an augmented sixth chord in
Al. Thus the modulation to minor b1 comes to a cadence.

Decades later, in his renowned essay, “Brahms the
Progressive,” Schoenberg singles out two works as con-

* All examples for this essay appear on pages 153—158.
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summate models of extended tonality and at least one
includes the function b1. Schubert’s song from Schwanen-
gesang, “In der Ferne” (see Example 1 B: Flat 1 in
Schubert’s song “In der Ferne” [Schwanengesang No. 6,
D. 957], a favorite of Schoenberg’s) juxtaposes its
G# minor tonic triad with that of G major, b1 —a jarring sur-
face relationship depicting the emotional hatred of a fugi-
tive for his homeland. Schubert’s song contains a vagrant
diminished seventh in m. 22 which controls the centrifu-
gal force of the passage, guiding a modulation from the
G major triad toward the region of B minor which ulti-
mately moves back to the tonic G# minor.

In “Brahms the Progressive,” Schoenberg musically
pairs the Schubert example with an extraordinary moment
in the opening of Brahms’s String Quartet in C Minor,
Op. 51, No. 1 (see Schoenberg’s analysis Example 2 A).°
The opening of the piece evokes the “distant” key of
B minor, the enharmonic equivalent of b1.'° In many re-
marks on this passage, Schoenberg always comments on
the extraordinary single F# in bar 20, a pitch followed by
a sharp turn back to the tonic — without any intermediat-
ing vagrant sonority. Schoenberg found the progression
from the F# in B minor to G in the tonic, abrupt, uncon-
ventional, and inspiring:

Even the most progressive composers after rahms were

carefully avoiding remote deviation from the tonic in

the beginning of a piece. . . . [T]his modulation to the

dominant of aminor region on B .. . and [then] the sudden,

unceremonious return to the tonic is a rare case.!

Intriguingly, the opening of Schoenberg’s String
Quartet shows a tonality and surface design reminiscent
of Brahms’s work (see Examples 2 A; and 2 B: the open-
ing of Schoenberg’s quartet). For instance, the single F§
in Brahms’s piece functions not only as 5 in B but also #4
in the main key of C minor. The first phrases of Schoen-
berg’s quartet also move toward a single pitch, B, whose
function is again 4 — but, as we shall see, everything then
moves tonally beyond #4 to h1.1?

Example 3 A (The significant simultaneity in bar 3)
shows the seminal relations of opening phrases.”® The
first violin states the tonic triad through the descent
from A to F# in Motive A and the ascent from A to C#
in Motive B. The second violin linearizes an invert-
ed variant of Motive B, C#-D#-E#. Together the two
B Motives A—C# and C#-E# form a vagrant chord — the
augmented triad presented both as an arpeggiation be-
tween the two violins (m. 1) and a simultaneity over the
F# pedal (m. 1, beat 3). Like the vagrants in the progres-
sion and Schubert excerpt above, the augmented triad in
m. 1 acts as a centrifugal force in the quartet’s formal plan.
The chord’s leading tone indeed remains unresolved until
the second beat of bar 2 (first violin). Thus, E# acts as an
agent of “imbalance,” “unrest,” as a centrifugal force, a
tonal problem—all setting in motion the movement’s ex-
tended tonality and intense emotional feel.

The augmented triad reappears in bar 3 (first violin)
not descending to E# but Fi, b1. The verticality underly-
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ing the Fﬁ is deeply significant in the quartet as a whole.
Its pitch classes (in box in Example 3 A) become the ton-
ics of the movement’s main theme articulating its tonal
form (see bold letters, Figure 1). Thus, Schoenberg re-
jects the traditional dominant-tonic polarity of a sonata
form, employing tonal relations contextually derived
from the opening phrases instead.

Returning to bar 4, notice that in Example 3 B (Flat 1
in A minor) the first violin introduces a second aspect
of centrifugal force. The solitary pitch B# mentioned
above, brings the harmonic motion of the passage to
a sudden halt. The cello reinterprets the B# as C8, and
the emphasized Cﬁ in four octaves precludes any ap-
pearance of the dominant function of F# minor. Instead,
Cﬁ leads to A (mm. 7-8), stating Motive A in the mediant
region, A minor. In the process, the cello moves from A}
(m. 5) to Ag (m. 8) — from bl to the tonic in the A minor
region — creating a functional parallel to the tonic’s Fh and
F# in the first phrases. Thus, the cello’s Ab-A replaces the
traditional 7-1, G&-A, setting up a splendid paradox which
simultaneously undermines the work’s tonality even as it
helps establish the new region of A minor.

The following phrase-group in A minor (mm. 8-12)
climaxes on an F major triad in m. 11, representing both |6
in A minor and bl in the ensuing tonic major (see Examp-
le3 C: The climax on Flat 1). The triad is approached through
a statement and varied restatement of the main theme on
A minor (mm. 8 and 9) and a second restatement harmo-
nized with a CAminor triad (m. 10). Thus, roots of the triadic
succession across mm. 8—12 fAfCﬁﬁFﬁ spell the augmen-
ted triad of bar 3. Most tellingly, however, the penultimate
F major triad prefigures the key of Schoenberg’s recapitula-
tion, b1, the centerpiece of his radical sonata form.

Form in Movement One

In 1909, in the first published analysis of the quartet,
Schoenberg’s student, Heinrich Jalowetz, and his teach-
er, brother-in-law, and friend Alexander von Zemlinsky,
disagreed with Schoenberg about the entrance and nature
of the movement’s recapitulation. They interpreted the
F major or h1 passage in m. 146 not as the movement’s
recapitulation but as the climax of the development section
instead. Jalowetz and Zemlinsky in turn placed the point of
reprise at the entrance of the tonic F& minor triad in m. 159
instead (compare Figure 2, Example 4 — Two possible
recapitulations; 4 A: Schoenberg’s point of recapitulation,
and 4 B: Zemlinsky/Jalowetz point of recapitulation).

Jalowetz and Zemlinsky’s reading invites compari-
son with Donald Tovey’s comments on the third move-
ment of Brahms’s Violin Sonata in D minor, Op. 108.
Tovey notes that the movement traverses the “immense
distance” from the tonic F# minor (m. 1) to F major
(mm. 75-76) (also to the |1 key area).'* He registers the
sonata’s F major section as the climax of the develop-
ment section — precisely the same formal function which
Zemlinsky and Jalowetz attribute to the F-major passage
(m. 146) in Schoenberg’s Quartet.
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Figure 2: The form of movement one from Jalowetz-Zemlinsky analysis, 1909

Exposition:
First theme group
Theme la 1-12 F# minor, A minor
Theme Ib 12-32 F# minor, “roving”
Theme la 33-43 D minor, F# minor, “roving”

Second theme group
Theme 2a 43-58
Theme 2b 58-84

F# minor, “roving”
E-flat minor, “roving”

Closing theme 84-89 F# minor

Development: 90-145 D minor, C major, “roving”

[Climax of

development F major, D minor,

A minor]

Recapitulation: 159-201 F# major, “roving”

Coda: 202-233 F# minor

Clearly, Zemlinsky and Jalowetz’s sense of tonal
logic in the quartet may illuminate tradition but overall,
it seems skewed. Consider the entrance of F#-minor triad
(see Example 4 B). The C#s in the cello (mm. 156-58)
prepare for the F# triad by repeatedly ascending from
Ct to F4. Yet, by using an ascending natural-minor scale,
Schoenberg avoids the leading tone Ef; using instead, its
enharmonic equivalent, Fﬁ, b1, doubled at the octave in
several harmonies above (m. 158). The presence of both
Fj and cello Ef precludes a firm sense of arrival in the
tonic. Thus the F4-minor triad remains less a strong pro-
ponent of the home key than an ephemeral, quicksilver
transition into the reprise of mm. 12-33, upturned “on
its head” in triple invertible counterpoint (mm. 159-78).
The F# triad hardly projects the strong stability required
of a traditional recapitulation.

At its outset, the coda (m. 202) (see Example 5:
Transition to the coda with fourth chords) fulfills the reca-
pitulation’s thwarted tonal role by projecting the strongest
sense of a tonic heard since the opening through the long
tonic pedal. Several of the chromatic relations mentioned
in the opening — namely #4 and b5 — ultimately resolve
to this F# minor chord. However, the harmonic material
leading into the resolution (mm. 196-202) contains no
traditional dominant-tonic progression. Instead, fourth
chords shift back and forth between the triads of F# major
and the tonic F# minor. The sonorities themselves are the
same or enharmonically equivalent in part to the diatonic
collections of F major or minor — p1 (see Example 5).'5

Also thanks to p1, the resolution at the coda’s outset
(m. 202) is incomplete. The viola’s F, a b1, contradicts
E# in the first violin (m. 201). Only at the final cadence
(m. 230) does the second violin’s E# replace Fh and re-
solve to the tonic F# (see Example 6: The final cadence
on its head). Despite this long-awaited resolution, the
final cadence itself remains tonally weak — the domi-
nant chord is altered by the presence of Gﬁ and, more
importantly, is flipped “on its head” — a layout correspon-
ding to reprise at m. 159 in triple invertible counterpoint
and Schoenberg’s )1 recapitulation in m. 146 (compare
Example 4 A). The upturned, unorthodox dominant chord
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at the close ironically cadences on two restrained, tradition-
ally voiced tonic chords, gently played pianissimo.

b1and Movement Four

The quartet’s first movement as a sonata-form projects
the function of pl at every step. But in light of Schoen-
berg’s usual compositional practices, there are even more
radical aspects to the movement. As we have seen above,
Schoenberg characteristically builds the structures of the
work around the network of chromatic relations derived
from the very first phrase which we could call a Grundge-
stalt. This is typical of all his early tonal works. In the first
movement, virtually all of its pitch relations are derived
from the opening —except for one.

At the beginning of the development section (m. 97),
a fourth chord having little relation to previously deve-
loped materials stops the movement “in its track” (see
Example 7 A: The fourth chord introducing point of inver-
sion in the movement). This is not a customary point of
formal articulation within a sonata-allegro; its occurrence
here foils traditional expectations of the movement’s struc-
ture. As we can see, the sonority in itself is memorable for
its timbre and its widely spaced voicing which precludes a
traditional motion into the subsequent D minor triad. Intri-
guingly, in interval content, the chord [0257] is equivalent
to the famous setting of George’s words, “ich fiihle luft,” on
D-G-A-C in Movement Four (mm. 21-25).! Henceforth I
will refer to this simultaneity as the “Luft chord” (compare
Example 8: The fourth chord at the point of inversion in
Movement One returns in the melody of movement four).

In the first movement, the phrase directly after the “Luft
chord” corresponds to the phrase beginning the develop-
ment section in invertible counterpoint at the octave (see
Example 7 B: The point of inversion in the movement). The
main theme now lies very high in the cello (mm. 98-100) in
fact in exactly the same octave in which it had sounded pre-
viously in the violins. Its accompaniment, however, is even
higher, creating a new and vivid instrumental color. More-
over, the phrase in mm. 98-100 lacks a clear tonal center
and as a result presents an other-worldliness — the sensation
of hearing Movement One’s main theme fading away into a
higher realm. And, in fact, this is last time in the quartet that
the main theme will be heard on the tonic pitch F¥ and with
the rhythm and phrasing of its initial presentation (mm. 1-2)
— again an odd occurrence in any sonata-form.

In layout, mm. 98-100 acts as a precursor for
the remainder of the movement. After its appearance,
Schoenberg places virtually a/l main thematic material
in the lowest voice. Using such a layout, he can with-
hold the key-defining root motion that a traditional bass
line allows. The technique is carried to its apogee at the
movement’s thematic recapitulation (m. 146), where the
cello presents the main theme in augmentation in D mi-
nor, while the viola states it in A minor in its original
rhythm. For Schoenberg, however, it is the sustained
F major triad with its reiterated root (mm. 146, 148) that
locally stabilizes the passage’s tonality, p1.
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But the orchestration of mm. 98-100 remains for-
eign component in the first movement, never appearing
again here. However, Schoenberg is not a composer who
leaves relations hanging at loose ends. Like the “Luft
chord,” the registral layout and timbre of mm. 98-100 in
Movement One returns in the most famous phrase of the
Second Quartet as a whole: the setting of the first phrase
of Stefan George’s text beginning ich fiihle luft von an-
derem planeten. Here the resolution to F# minor triad ac-
companies a vocal melody stating the diatonic collection
of F major (see Example 8) — F# or the tonic and )1
relation of the first movement. Intriguingly, F-F# diatonic
collections permeate the fourth movement — for example,
in his article on Schoenberg’s creative evolution, Allen
Forte cites both atonal sets and F-F# relations between
themes and formal parts.'” Thus further consideration of
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his work, coupled with mine in this essay, can show the
interrelation of extended tonal and atonal materials in the
Second Quartet, a piece that by now has intrigued critics
and analysts for over a century.

When, in 1910, the critic Paul Stefan heard the third
performance of the Second Quartet by Gutheil-Schoder
and the Rosé, he wrote the following about Schoen-
berg:

His is of course not the type of music which one listens

to once and has then dealt with; what was and is clear

(to me, at least) upon hearing it initially is the absolutely

unmistakable power and significance of this art, which

challenges us anew and points in new directions.'®
Stefan sentiment was correct, even prophetic, for few
composers have dealt with sonata-form, let alone h1 in
such a compelling way even a century later.

NOTES

! For a description of the concert, see Schoenberg (1975,
185-89).

2 Rauchhaupt (1971, 147).

3 Frisch (1993, 258-59); Gruber (2002, 130); Haimo (2006,
Chapter 11); Perle (1990, 57); Simms (2003, 263-65).

4 Compare Neff (2006, Part II, no. 7, “A Legal Question™ ).

’ Ibid.

¢ Schoenberg (1967, 204).

7 Schoenberg (1978, 375); Schoenberg (1969, 38, 41).

8 Schoenberg (1978, 374).

® Compare Schoenberg (1975, 402).

10 Tbid.

! Tbid.

2 The single F# in Brahms’s string quartet is further

discussed in Schoenberg (1995, 320-23), Schoenberg (1975,
402-3), Schoenberg (1969, 78).

13 For discussions of motive, see Schoenberg, (1972, 56);
Schoenberg, (1995, 27-9, 356-58, 384-87).

4 Tovey (1966, 264).

15 e.g. C-G-B#-E# and E&-A}-C-B)

16 1. e., F&-B-C#-E (mm. 96-7, I) and D-G-A-C (mm. 21-3,
IV). They are 0257 tetrachords. (An 0257 harmony was previously
embedded in the fourth-related pentachords of mm. 68-9.)

7 Forte’s analysis (Forte [1978, 164-70]) adds a detailed
account of complementary and subset relations between such
cycles of fifths.

18 For Stefan’s complete text, see Neff (2006, Part II, no. 4).
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