A JOURNAL OF THE SOCIETY FOR MUSIC THEORY

MTO 29.4 Examples: Posen, Windows into Beethoven’s Lessons in Bonn

(Note: audio, video, and other interactive examples are only available online)
https://mtosmt.org/issues/mto.23.29.4/mto.23.29.4.posen.html

Example 1. Beethoven’s Early Teachers

A“dl'if; L;’g’oclhes' Gilles van den Eeden | | Tobias Pfeiffer Willibald Koch
_— _‘Pa tua 1708-1782 1756-1803 17561803
Bons (177494 Bonn (~1724-1782) | | Bonn (1778-1781) | | Bonn (1778-1781)

Johannes Zensen Christian Gottlob Neefe
~1780 taught Beethoven 1748-1798
Munsterkirche Organist in Leipzig - Dresden -
Bonn Bonn (c. 1780-1794)

Ludwig van Beethoven

1770-1827
Bonn - Vienna



https://mtosmt.org/issues/mto.23.29.4/mto.23.29.4.posen.html

Example 2. Andrea Luchesi’s Nexus of Influence

Jean Phillipe Rameau Padre Martini Francesco Antonio Vallotti
1683-1764 17261776 1697-1780
Paris Bologna Padua
Traité de I'harmonie i . . T
Giuseppe Paolucci
< (1722) 17261776 177375
Bologna - Venice l
i Georg Joseph Vogler
Andrea Lucchesi 1749-1814
1741-1801 N. Italy - Mannheim
Venice - Padua - Paris - Stockholm
Bonn (1774-94) l
/,p Mannheim ca. 1775
- f
Griinde der
kurpfalzischen Tonschule
Ludwig van Beethoven |, _ (Nottebohm, 1873) ~ (Mannheim, 1776
1770-1827 & 1778)

Bonn - Vienna




Example 3. Neefe’s Nexus of Influence

Jean Phillipe Rameau
16831764
Paris

Johann David Heinichen

1683-1729
Leipzig - Dresden
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Traité de Pharmonie
(1722)

D’Alembert
Translation (1752)

~ _
;/ \ Der General-Bass in der /
) Comiposition (1728) \

- / i}

Johann Sebastian Bach
1685-1750

Weimar - Leipzig
: C.P.E Bach
H 1714-1788

Leipzig - Berlin - Hamburg

Gottfried August Homilius
1714—1785 L
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Friedrich Wilhelm Marpurg

H Art das Clavier 2u |

\ Anleitung zum //
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spielen (1762) ./
Johann Adam Hiller

1728-1804
Leipzig

H

Christian Gottlob Neefe
1748—-1798

Leipzig - Dresden - Bonn

Ludwig van Beethoven
1770-1827

Bonn - Vienna




Example 4. Image of the first page of Beethoven’s Bonn manuscript, A 9 WoO 113, “Klage,”
Lied fiir Singstimme und Klavier, Partitur und Skizzen; WoO 87, “Kantate auf den Tod Kaiser
Joseph II., Skizzen; Drei- und Vierklang-Studien,” p. 1; published with permission by the
Archiv, Bibliothek und Sammlungen der Gesellschaft der Musikfreunde in Vienna.
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Example 5. Nottebohm’s (1873, 6) transcription of Beethoven’s chords




Example 6. Kirnberger’s corresponding example in Die wahren Griindsitze zum Gebrauch der
Harmonie: Notenbeyspeiele; (Kirnberger 1773, 98)
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Example 7. Petri, Anleitung “Von den besondern Akkorden, welche stets beziffert werden”;
(Petri 1782, 227)
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Example 8. Kirnberger’s theory of chordal inversions (mentioned by Nottebohm 1873, 6);
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Example 9. Kirnberger’s dominant seventh inversions (Fig. 7-10 as a—d respectively) in
thoroughbass notation, with scale-degrees and tonic and dominant labels added.
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Example 10. Kirnberger’s tonic prolongation introduction; (Kirnberger 1773, 13 Notenbeyspiele

Figures 53 and 54)
a) b) c) d)
[(® ] [© ] (@] <)
[ FanY P Py
o o> = = (=
o f -e-rr F F =
6 6 7 6 7 6
| |
: i ] P ] II P ] > ]

Example 11. Kirnberger’s tonic pedal prolongation; (Kirnberger 1773, 13 Notenbeyspiele Figure
55). Arabic numbers, key, and harmonic function are editorial.
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Example 12. Kirnberger’s example of passing harmonies in a tonic prolongation; (Kirnberger
1773, 13 Notenbeyspiele Figure 55). Arabic numbers, key, and harmonic function are editorial.
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Example 13. Modified Kirnberger tonic prolongation without top-voice pedal as a “feigned” or
abandoned cadence
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Example 14. Kirnberger’s dominant prolongation with passing harmony; (Kirnberger 1773, 13
Notenbeyspiele Figure 55). Arabic numbers, key, and harmonic function are editorial.
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Example 15. Kirnberger’s dominant prolongations with passing harmonies; (Kirnberger 1773, 14
Notenbeyspiele Figure 55). Arabic numbers, key, and harmonic function are editorial.
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Example 16. Beethoven, Piano Sonata, op. 7, I, mm. 5-8

Continuation (cont.)
fragment A
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Example 17. Beethoven, Violin Sonata, op. 47 “Kreutzer,” mm. 92-99 (Subordinate Theme)

Compound Presentation
CBI CBI (varied)
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Example 18. Kirnberger’s dominant and tonic prolongations in the minor mode; (Kirnberger
1773, 14 Notenbeyspiele Figure 55). Arabic numbers, key, and harmonic function are editorial.
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Example 19. Kirnberger’s prolongation of @ in the bass with double prolonging harmonies;
(Kirnberger 1773, 15 Notenbeyspiele Figure 58). Arabic numbers, key, and harmonic function
are editorial.
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Example 20. Kirnberger’s hypermetric prolongation of tonic harmony; (Kirnberger 1773, 15
Notenbeyspiele Figure 59). Arabic numbers, key, asterisk, and harmonic function are editorial.
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Example 21. Kirnberger’s most common fundamental bass progressions; (Kirnberger 1773, 20
Notenbeyspiele Figure 85)
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Example 22. Kirnberger’s “secondarily” common fundamental bass progression by thirds (or
ascending inverted sixths) [Arabic scale-degrees added] (Kirnberger 1773, 20 Notenbeyspiele
Figure 86)
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Example 23. Kirnberger’s typical stepwise fundamental bass progression (indicated by +);
(Kirnberger 1773, 20 Notenbeyspiele Figure 87).
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Example 24. Beethoven, Piano Sonata in E-flat major, I, mm. 1-10 (WoO 47, 1783)

Hybrid (Sentential)
CBI (expanded)
Allegro cantabile | ; ext. b.i. (cont.)
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Example 25. Bass model of Beethoven, Piano Sonata in E-flat major, I, mm. 1-10 (WoO 47, 1783)

CBI (exp.) Continuation Cadential (HC)
b.i. c.i. frag. % %
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Example 26. Bass model of Beethoven, Piano Sonata in F minor, I, mm. 10-17 (WoO 47, 1783)

Sentence (compressed)

Pres (compressed) Continuation  Cadential (HC)
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Example 27. Beethoven, Piano Sonata in F minor, I, mm. 10-17 (WoO 47, 1783)

Sentence (compressed)
Presentation (compressed)

Thematic Introduction b.i. (compressed)

Continuation
fragment
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Example 28. Beethoven, Piano Sonata in C minor, op. 13, I, mm. 11-15
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Example 29. Beethoven, op. 39, no. 2, mm. 1-11

Presentation Continuation

b.i. b.i. fragment
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Example 30. Beethoven, op. 39, no. 2 Modulation Scheme
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Example 31. Vogler’s Zirkelmdsige Fortschreitungen von einem willkiihrlichen Tone in alle andere
Fiinftenweis vorwirts; (Vogler 1776, XXVIII)
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Example 32. Jacob Adlung Cirkelginge (top: ascending fourth; bottom: ascending fifth); (Adlung
1783, 387-90)
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Example 33. Petri Modulation Examples from C major to G major (Nottebohm highlights the
boxed pattern); (Petri 1782, 257)







Example 35. Mattheson’s Circle (Arnold 1931, 277)

Musical Circle”
“Which”
“Can lead round”
“through™
All the Keys
“more comfortably”
“than the one™
“hitherto invented”




Example 36. Petri Circle of Keys; (Petri 1782, 220)




Example 37. Transcription of Vogler’s Modulation by Fifths Upwards Circle (keys and circled
Arabic scale steps in mm. 1-2 are editorial)
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Example 38. Beethoven, op. 39, Prelude 2, mm. 20-21; enharmonic seam
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Example 39. Beethoven, op. 39, Prelude 1, mm. 38-58
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Example 40. Excerpt of Vogler’s modulation patterns, from C major to Db major and C# minor

Ausweichungen vom harten C

ins harte Des ins weiche Cis
N
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Example 41. Excerpt of Vogler’s modulation patterns, from C minor to Db major and C# minor

Vom weichen C

ins harte Des ins weiche Cis
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Example 42. Vogler Griinde p. 1, Tab. II Partial Transcription and Analysis
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Vogler Griinde p. 1, Tab. III

Example 43
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Example 44. Tab XVI, Fig. 5; Practical [Patterns] for Piano Tuning
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Example 45. Tab XVI, Fig. 6-11; “Testing the Tone for Piano Tuning through Harmonies”
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Example 46. Vogler’s Griinde, Tab VII, Fig. 3




Example 48. Vogler’s Griinde p. 6, Tab VII, Fig. 1
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Example 50. Vogler’s Griinde, Tab IX, Fig. 1 excerpt
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Example 52. Analysis of Vogler’s Griinde, Tab X, Fig. 1 and 2

Tonic Prolongation

Fig. 1
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Example 53. Vogler’s Griinde Tab IX, Fig. 2-6
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Example 54. Vogler’s Griinde, Tab XI, Fig. 3
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Example 55. Vogler’s Griinde, Tab XII, Fig. 1

Example 56. Vogler Griinde, Tab XI, Fig. 4-21
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Example 57. Vogler’s Griinde, Tab: VII
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Example 58. Vogler’s Rule of the Octave; (Vogler 1778, VII Fig. 9). Arabic numbers for bass
scale-degrees, brackets, and English text below are editorial. Bracketed figures are not written
but implied by the realized right hand.
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Example 59. Vogler’s Griinde, Tab VII, Fig.. 10; Vogler’s ascending 5-6 and descending 7-6
progressions

H .o o] J/—\J || |
7 — 1 | — o9 = b 7z = b 2 = - i
N B S et e < am— - !  —— o E— I —— E—
e 77 = \ I I | I I | I I = 77 Py
DR ] 1 l 1 .
5-6 5-6 5 -6 5-6 5-6 5-6 5-6 5-6 7-6 7-6 7-6 T7-6 7-6 T-6
| | | | ,J- - > J. r|‘ | I | |
rax T T p= P o] B P I I I P i L) = P I
) O I p= 77 . I - - 1 T & =F 77 =
7 e = 7 i 1 1 | L T 1 1 I =
i - = T I ‘ I ] - 1 1

e (@)
|



Example 60. Beethoven, op. 39, Prelude 1, mm. 20-26
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Example 61. Vogler’s Griinde, Tab XVII, Fig. 1-5
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Example 62. Vogler’s Griinde, Tab XVII, Fig. 1-5, transcribed
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Example 63. Vogler’s Griinde, Tab XVIII, Fig. 1 and 2
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Example 64. Vogler’s Griinde, Tab XXI, Fig. 5, Ten Cadences
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Example 65. Vogler’s Leading-tone Cadence Patterns
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Example 67. Vogler’s Griinde, Tab XXI, Fig. 6 & 7 Transcribed (darker bars added)
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Example 68. Vogler’s Griinde, Tab XXIII, Fig. 1; Modulations from C major to every other key
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Example 69. Vogler’s Griinde, Tab XXVI, Fig. 1-4
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Example 70. Vogler’s Griinde, Tab XXVIII, Fig. 2; Modulation by ascending fifths, minor keys
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Example 71. Vogler’s Griinde, Tab XXIX, Fig. 1; Modulation by descending fifth, major keys
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Example 72. Vogler’s Griinde, Tab XXIX, Fig. 2; Modulation by descending fifth, minor keys
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Example 73. Vogler’s Griinde, Tab XXX, Fig. 1; From an arbitrary to key all other major and

minor keys
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Example 74. Transcription of Tab XXX, Fig. 1
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Major Keys: C F Bb Eb
Minor Keys: A D G C

Example 75.

Example 76. Interlocking Ascending P4 or Descending P5 Patterns

¢

i)

¢

0

B>

T

QQTLE




Example 77. Vogler’s Griinde, Tab XXX, Fig. 2; chromatic conjunct movement filling a minor

third structured with the three diminished seventh harmonies
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Example 78. Tab XXX, Fig 2., Sector d f Gis h (transcription)
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Example 79. Vogler’s Griinde, Tab XXVI, Fig. 5




Example 80. Partial transcription and Analysis of Vogler’s Griinde, Tab XXVI, Fig. 5
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Example 81. Beethoven, op. 39, no. 1, mm. 1-6
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Example 82. Vogler’s Griinde, Tab XXVII
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Example 83. Vogler’s Griinde, Tab XXVI partitioned into 6 sectors




Example 84. Sector 1 (extracted from Tab XXVI)

"jc.mycf 2

| _}_rzam D




Example 85. Sector 1, Outermost Ring Transcription
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Example 86. Sector 1, Outermost Ring, Harmonic Analysis
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Example 87. Sector 1 Transcription and Resolution Targets
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Example 88. Beethoven’s Inventoried Library of Musical Treatises

* Knecht [ollstindige Orgelrchule (1795)
* C. P. E. Bach VVersuch iiber die wabre Art das Clavier zu spielen (1762)
* Riepel Books (5 of the tollowing 7)
* Anfangsgréiinde zur Musikalischen Setzkanst (1752)
» Grundregeln zur Tonordnung insgemein (1755)
* Grindiiche Erklarung der Tonordnung insbesondere, zugleich aber fiir die mebresten
* Organisten insgemein (1757)
» Erlauterung der betriiglichen Tonordnung (1765)
o Unentbebriiche Anmerungen sum Contrapunet (1768)
* Bafischliissel. das ist, Anleitung fiir Anfanger und Liebbaber der Setzfunst, die schine Gedanken b
und zi Papier bringen, aber nnr &lagen, dafs sie keinen Baff recht dazu zu setzen wissen (17806)
* Kirnberger works (6 Books)
* Koch Handbuch bey dem Studinm der Harmonie (1811)
* Vogler Choral-System (1800)
* Albrechtsberger Griindliche Anweisung zur Compositon (1790)
* Marpurg Abbandiung von der Fuge (1753)
* Tiirk on den wichtigsten Pflichten eines Organisten (Leipzig u. Halle 1787)



Example 89. Sketch of Beethoven’s Nexus of Influence
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1750
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1827

Johann David Heinichen
1683-1729
Leipzig - Dresden

Der General-Bass in der
C (1728)

Johann Joseph Fux
Gaetano Greco 1660-1741
1686-1768 Vienna
Naples
A4 Gradus ad Parnassum
Nicola Porpora (1725, German 1742
1686-1768
Naples - (Vienna)

(Dietgarten, 2011)

Franz Joseph Haydn
1732-1809
Vienna

Emanuel Aloys Forster
1748-1823
Vienna
I

Abnleitung 3um General-Bass
(1804)

a

C.P.E Bach
1714-1788
Leipzig - Berlin - Hamburg

Veersuch diber die wabre
Art das Clavier 3u
spielen (1762)

Johann Geotg Albrechtsberger
1736-1809
Leipzig - Vienna

Griindliche Anweisung ur
Composition (1790)

— (Remes, 2020) —

(Nottebohm,

1873 p. 1)

Johann Sebastian Bach
1685-1750
Weimar - Leipzig

T~

Johann Mattheson Jean Phillipe Rameau
1681-1764 1683-1764
Hamburg Paris

Der vollkommene
Johann Peter Kellner Kapellmeister Traité de 'barmonie
17051772 (Hamburg, 1739) (1722)
Thuringia
Gottfried August Homilius /P H \ H
1714-1785 o .
L. U Friedrich Wilhelm Marpurg
Dresden - Leizipg - Dresden Johann Phillip Kirnberger
1718-1785
1721-1783 (Kramer, 1975, Beglin
Saale - Thuringia p. 92-93)
-— I
Johann Adam Hiller Die N&Q des r S.S.wu Grandsitze des Anleitung 3um
1728-1804 Satzesin der Musik Generalbasses (1781) Klavierspielen (1755)
Leipzig %ﬁﬂ
ﬂ (Nottebohm,
Christian Gottlob Neefe 1873) v
n;
Leioai ﬁwmwlﬂow B A\l\q 1790 Georg Joseph Vogler Johann Samuel Petri .WMH Moola qMNvm
eipzig - Dresden - Bonn .
L © ca. 1790 o 1749-1814 . :wm.L .mow Weimar - Erfurt
\ Padua - Mannheim - Leipzig I
Vienna Anleitung zur //

(Kramer, 1975)
\b (Nottebohm,

(A-1104)

Ludwig van Beethoven
1770-1827
Bonn - Vienna

kurpfilzischen Tonschule

Anleitung zur
praktischen Musik
(Leipzig, 2nd,

1782)

musikalischen Gelahrtheit
(Leipzig, 1782)

Griinde der

(Mannheim, 1778)

— 1873,p.6-7)

(Nottebohm,
< 1873,p.6-7)

" (Nottebohm, 1873




