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PECULIARITIES OF A TONAL PLAN OF THE POLYPHONIC CYCLE
“36 FUGUES FOR PIANO” BY ANTONIN REICHA

The purpose of the article is to consider and analyze interaction of tonalities in three volumes of the piano polyphonic cycle
of Antonin-Josef Reicha (1770-1836) “36 fugues for piano” and to make a conclusion about peculiarity of a unique tonal plan as well as
to show the prospectivity of projection of this cycle for the works of the subsequent composers of this genre. The methodology of the
article - methods of historical and cultural, theoretical and genre-style analysis have been applied, which made it possible to highlight
peculiarity and uniqueness of atonal polyphonic thinking, creative individuality of Antonin-Josef Reicha in the context of the further re-
search of the development of polyphonic works of the composers of the XX century. The scientific novelty lies in the fact that for the
first time a polyphonic creative system of Reicha is revealed. It is filled with fundamental originality originating from a composer’s classi-
cal and romantic style. By an analysis of the polyphonic piano cycle “36 fugues,” we can state that Reicha anticipates polyphonic think-
ing of many subsequent composers. A creative style of the composer hasn’t been studied in contemporary musicology. For the first
time, a tonal plan of a three-volume piano polyphonic cycle of the Classicism epoch of “36 fugues for piano” (1805) by A. Reicha is ana-
lyzed. Moreover, his personality in domestic musicology was revealed only in our articles. Conclusions. Tonal thinking in the polyphon-
ic cycle of Antonin-Josef Reicha looks far ahead. A tonal plan of a piano polyphonic cycle “36 fugues for piano” by A.Reicha is unique,
and there is no such precedent. He as if combines past of the Baroque and contemporary future. The polyphonic cycle of Reicha turned
out an intermediate link between polyphonists of the Baroque epoch and subsequent centuries because he absorbed the basics of the
Baroque, Classicism, Romanticism and anticipated the future of the musical language of the XX century to a great extent. A very com-
plex correlation of the tonal supports of the first degree of kinship and their interaction is formed. The article offers perspectives on the
influence of this polyphonic piano cycle on similar genres of Ukrainian composers.

Key words: the polyphonic cycle of A. Reicha; tonal plan; the first degree of relationship; the interaction of tonalities; tonal
supports; J. S. Bach; D. Shostakovich; R. Shchedrin; V. Zaderatsky.

MipowHu4yeHko CeimnaHa BonodumupieHa, kaHOuGam mucmeymeo3Hascmea, rnpogecop, npogecop kagpedpu meopil
my3uku i komno3uuii O0ecbKoi HayjioHannbHoI My3u4Hoi akademii imeHi A.B. HexdaHosgoi

Ocob6nuBocTi TOHanbHoOro nnaHy nonicoHiuyHoro uukny «36 cdyr ansa dopreniaHo» AHToHiIHa Perixa

MeTa cTaTTi — po3rnsHyTW 1 NpoaHaniayBaTy B3aEMOZiI0 TOHaNbHOCTEN Y TPbOX ToMax dopTeniaHHOro NonicpoHIYHOro LMKy
AHTOHIHa-[xo3eda Pevixa (1770-1836) «36 dyr ana dopreniaHo» (1805) Ta 3pobuTH BUCHOBKM NPO CBOEPIAHICTb MOr0 YHiKanbHOro
TOHanNbHOro MNaHy, a TakoX nokasaTh NepCrnekTUBHICTL MPOEKLii BKa3aHOro LMKy ANS TBOPIB iHLIMX KOMMO3UTOPIB CaMe LibOro XaHpy.
MeTtononorisi ctatTi. 3acTOCOBaHO METOAW ICTOPMKO-KYNbTYPOSIONYHOro, TEOPETUYHOIO Ta XaHPOBO-CTUILOBOIO aHaniay, Lo [03BO-
NANo BUSIBUTM OCOBNMBOCTI 1 HEMOBTOPHICTb TOHAMBHOMO MOMIPOHIYHOrO MUCIEHHS, TBOPYY iHAMBMAYanbHICTb AHTOHIHa-[xo3eda
Pelixa B KOHTEKCTi MoAanbLLIOro AOCAIAKEHHA pO3BUTKY NONicpoHIYHOT TBOpYOCTi KoMnoauTopie XX ctonitta. HaykoBa HoBU3Ha nons-
rac B TOMy, LLO BMepLUe po3KpUBAETLCA MonicpoHiyHa TBOpYa cuctema Pelxa, HanoBHEHa NMPUHLIMIMTOBOKO HOBW3HOM, LIO BUMNMBAE 3
KNacWYHOro 1 pOMaHTUYHOrO CTUIIO KOMMO3uUTOpa. Buxoasum 3 aHanisy cdopTteniaHHoro nonioHivYHoOro Lukny «36 gyr», MoxHa cTBep-
XyBaTtu, wo Penx nepenbavae nonicpoHiyHe MucneHHs 6araTbox MOCMiAOBHUKIB-KOMMNO3WTOPIB. TBOPYMIA CTUMb KOMMO3UTOPa He A0-
CRiJXXeHUA y Cy4yacHOMY My3VKO3HaBCTBI. Briepluie aHaniyetcs ToHanmbHWWA MnaH TPUTOMHOrO dopTeniaHHOro MOMiPOHIYHOrO LMKITY
enoxu knacuumamy — «36 dyr ansi popteniaHo» A.Perixa (1805). lMpo 1oro ocoby y BiTYM3HAHOMY My3UKO3HaBCTBI CTano BigoMo nuiie
3 Hawwwux ctaten. BucHoBKW. ToHanbHe MUCNEHHs B nonidoHiYHOMY LMK AHTOHIHa-[ko3eda Pelixa cnpsamoBaHe B Aaneke ManbyTHE.
ToHanbHui nnaH cdopTeniaHHoro nonicpoHivHoro umkny A.Perixa «36 dyr ana dopreniaHo» yHikanbHWiA, i NpeLeaeHT Woro BiACYTHIN.
BiH HiIBUTO noegHye GapouHe MuHyNe 1 cydacHe ManbyTHe. MonicpoHiuHuA Lukn Pelixa BUSBMBCS CBOEPIAHOK NMPOMIXKHOK NaHKOK MiXk
nonicoHicTamm enoxm 6apoko 1 KOMNO3MTOPaMU HACTYNHUX CTONITb, TOMY LLO BBIGpaB OCHOBU MUCMEHHS 6apoko, Knacuumusmy, pomaH-
TM3My 1 6arato B YoMy nepenbaymB ManbyTHe My3uyHoi MoBu XX cTonitTa. LiMkn mae gyxe cknagHe cniBBiHOLLIEHHSI TOHANbHUX ONop
nepLUoro CTyneHs CnopigHeHOCTi Ta ix B3aemogii. OKpecnolTbCA NePCnekTUBM BNAMBY LibOro )opTeniaHHOro nosnicpoHIYHOro LMKy Ha
aHanoriyHi XaHpu ykpaiHCbKMX KOMMO3UTOPIB.

Knroyosi cnosa: lNMonicdoHivyHni umkn A.Penxa; ToHanbHWI NNnaH; neplla cTyniHb CMOPIAHEHHS; B3aEMOZis TOHaNbHOCTEN;
TOHarnbHi onopw.

MupowHuyeHko CeemnaHa BnadumupoeHa, kaHOuGam uckyccmeosedeHusi, npogheccop, npogheccop kaghedpsl meopuu
My3bIku u komno3uyuu Odecckoli HayuoHanbHoU My3bikanbHoU akademuu umeHu A.B. HexdaHosou

Oco6eHHOCTM TOHaNbLHOro nnaHa nonudoHnyeckoro uukna «36 cdyr ana oprennaso» AHToHMHa Perixa

Llenb cTaTbn — paccMoTpeTb 1 NpoaHanM3nMpoBaTb B3aUMOAEVCTBME TOHANBHOCTEW B Tpex Tomax hopTenMaHHoro nonmdo-
Huyeckoro uukna AHToHuHa-[xoseda Penxa (1770-1836) «36 dyr ans poprenunaHo» (1805) n caenatb BbiBOAbI O cBoeobpasum ero
YHVKaMNbHOrO TOHAMbHOrO MnaHa, a Takke Moka3aTb NepcreKTMBHOCTb MPOEeKUUWM AaHHOrO LMKna ANs NPOM3BEAEHWI nocrneayowmx
KOMMO3WNTOPOB MMEHHO 3TOro XaHpa. MeTogonorus cratby — NPUMEHEHbI METOAbLI UCTOPUKO-KYbTYPONOrMYeCcKoro, TEOPETUHECKOro 1
XKaHpPOBO-CTWUIEBOrO aHanM3a, YTo NO3BOMMIIO0 OCBETUTL CBOeOOpa3sne 1 HEMOBTOPMMOCTb TOHArNbHOIO MONMAOHUYECKOTO MbILLUMEHUS,
TBOpYECKYI0 MHAMBMAYanNbHOCTb AHTOHWHA-[xo3eda Peiixa B KOHTEKCTe AanbHeNLero UccrnefoBaHus pasBuTUS NonMOHNYECKOro
TBOpYecTBa KomnoauTopoB XX Beka. HayyHas HOBM3Ha 3akrioyaeTcs B TOM, YTO BnepBble packpbiBaeTcst NonmMdoHndeckas TBopye-
ckas cuctema Peiixa, HanonHeHHasi NpUHLMNAanbHON HOBU3HOM, MPOUCXOAALLEN U3 KNacCUYeCcKoro U pPOMaHTUYECKOro CTUMS KOMMNO3K-
Topa. Vicxoas u3 aHanu3a copTenMaHHOro nonMdoHuYeckoro uukna «36 dyr», MOXHO yTBepxaaTb, YTo Pelixa npegBocxuwiaeT no-
NOHNYECKOE MbILLIIEHNE MHOTUX MOCIEAYIOLMX KOMMNO3NTOPOB. TBOPYECKUIA CTUMb KOMMO3MTOPa He MCCreaoBarncs B COBPEMEHHOM
My3blkoBeeHUN. Bnepsble aHanmanmpyeTcst TOHanbHbIN NNaH Tpex TOMHOro hopTenMaHHOro NONMMAOHNYECKOrO LMKIA 3MOXU Kraccu-
umnsma A.Peiixa «36 cyr ans doptenmaHo» (1805). Ja 1 0 ero NMMYHOCTU B OTEYECTBEHHOM MY3bIKO3HAHWM CTano U3BECTHO TOMNbKO U3
Halmx cTaTtel (HaxoaaTcs B nevatun). BoiBoabl. ToHanbHOE MbIlNeHWE B NONMAGOHUYECKOM Uukne AHTOHUHa-[xo3eda Pelixa cmMoT-
puT ganeko B byayuiee. ToHanbHbIN NraH opTenMaHHoro nonmdoHuyeckoro umkna A.Pelixa «36 dyr aona dopTenmaHo» YHUKanbHbIN
1 npeueaeHT ero otcytcTByeT. OH Kak Obl coBMellaeT 6apoyHoe npoLunoe U coBpemeHHoe Gyayluee. MonudoHnyeckuin umkn Peiixa
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okasarcs Kak 6i MPOMEXYTOYHbIM 3BEHOM MexXAy NOoNudOHUCTaMM 3Moxm GapokKo M NocreayLwmnx cToneTun, MoToMy 4YTo Bobpas oc-
HOBbI MbILLINEHUS BapOKKO, KNnaccuumMama, pOMaHTM3Ma U BO MHOrOM NpeaBoCXuTun Gyayuiee My3sblkanbHoro sidblka XX cronetusi. Co-
3[aeTCs CIoXHellee COOTHOLLEHNE TOHasbHbIX OMop MEPBON CTENEHU poAcTBa U UX B3aumogencTeus. MNpeanaraoTcs NepcnekTuBbI
BMWSHUS A@HHOTO popTENMaHHOro NoNMMAOHNYECKOrO LMKINA Ha aHanorn4Hble XaHpbl YKpauHCKUX KOMMO3MTOPOB.

KnroueBble cnoBa: MNonudgoHnyeckmin umkn A.Pelixa; ToHanbHbIN NnaH; nepBas cTeneHb POACTBA; B3aMMo4eNCcTBME TOHarb-
HoCTelt; ToHanbHble onopsbl; M.C.Bax; [.LLocTakosuy; P.Lenpun; B.3agepaukuii.

Relevance of the research. Is revival of unknown or forgotten composers, works, defining some im-
portant features of their time relevant nowadays? Sometimes in the history of music amazing events happen:
whole chains of constituent elements disappear from the system of historical development. This happened
with Antonin-Josef Reich, a contemporary and a friend of Beethoven - a composer, theoretician, teacher,
professor, who taught many great composers, an author of considerable theoretical works, on which several
generations of students were taught. Having familiarized ourselves with his life and works, we began the
process of revival of the personality of Antonin-Josef Reich and, as possible, his works.

An analysis of the latest publications. Antonin Reicha is almost unknown in our country. Little is
known about his life and works: these are the articles in encyclopedias [4, 2, 3] and the only small Russian
essay on Reicha in the monograph of I. Belza “Essays on the Development of the Czech Music Classics”
without any analysis of his works [1], as well as minor foreign literature [6], encyclopedias, an introductory
article to a polyphonic cycle of 36 fugues [5].

Having started with the most important for us phenomenon - the composer’s polyphonic thinking that
is new for the era of the Classicism, we got acquainted with his polyphonic piano cycle “36 fugues”. This
turned out to be a fount of novelty, a revolutionary approach to new polyphonic thinking, style, and the for-
mation of the genre of a “new fugue.”

The tonal plan of a non-standardized polyphonic cycle consisting of 36 fugues, which are not inter-
connected by unusual tonal “chains,” is of particular importance. The tonal plan of three volumes of the poly-
phonic cycle of Antonin-Josef Reicha is not a derivative of the “Well-Tempered Clavier” by J. S. Bach, is not
close to the cycles of P. Hindemith, D. Shostakovich, R. Shchedrin, and polyphonic cycles of Ukrainian com-
posers. At the same time, much of the polyphonic language of Reicha anticipates the features of the subse-
guent content of the polyphonic thinking of the composers of the XX century. But the tonal plan of the cycle
“36 fugues” by Antonin-Josef Reicha is unique, special, and it is necessary to study it, as it was the way to
the future, a bridge between the past - the Baroque and the future - the XX century.

The purpose of the article is to consider and analyze an interaction of tonalities in three volumes of e
piano polyphonic cycle (1770-1836) “36 fugues for piano” (1805) of Antonin-Josef Reicha and make conclu-
sions about the peculiarity of his unique tonal plan, and also to show the perspective of the projection of this
cycle for works of the subsequent composers of this genre.

Statement of the main material. As it is known, Johann Sebastian Bach (1685 - 1750) in his “Das
wohltemperiert Klavier” (“Well-Tempered Clavier”) asserted the chromatic even temperament of all 24 keys
in both the first and second volumes of preludes and fugues (the first volume was composed in 1720-1723,
the second volume in 1744).

And now we have an opportunity to restore historical justice and say that Vsevolod Petrovich Za-
deratsky (1891 - 1953) in 1937 - 1939 creates “24 preludes and fugues”, built on the principle of the appear-
ance of tonalities of the circle of fourths and fifths with their parallel minor: Ca, Ge, Dh, ... Es-c, Bg, Fd. It is
significant that it was Zaderatsky who first began to create polyphonic cycles with such a tonal correlation of
majors and minors.

We will not focus now on the fact that this cycle was fully released only at the beginning of the XXI
century (although some preludes and fugues were known before, and selected diptychs appeared in 1983
after the publication of “Selected preludes and fugues” by V. P. Zaderatsky in the publishing house “Musical
Ukraine”).

Only later (in five or three years) a polyphonic cycle “Ludus tonalis” (“Tonal Game”) by Paul Hinde-
mith, was created in 1942: a prelude ... postlude, and between 12 fugues of interludes. His tonal plan is cre-
ated by the composer’s tonal system: falling acoustic kinship of the keys to the main: inC -inG-inF-inA-
iNE-inEs-inAs-inD-inB-inDes-inH -inFis. So, there are already 12 fugues here.

Dmitry Shostakovich composes his polyphonic cycle “24 preludes and fugues”, op. 87 to the 200th
anniversary of the death of J. S. Bach. The cycle was created in 1950-1951, using the tonal plan of the cycle
by V. P. Zaderatsky (C-a, G-e, D-h, ... Es-c, B-g, F-d).

Rodion Shchedrin does the same in his cycle “24 preludes and fugues”, representing the same se-
guence of tonalities (the first notebook - in 1963-1964, the second one - 1964 - 1970).

A well-known Ukrainian composer V. Bibik finished his three-part cycle “34 preludes and fugues”
(“Meditation,” “Stress,” “Enlightenment”) in 1975. He created a tonally indefinite cycle, although he an-
nounced that the first volume is connected with tonalities of white keys (14 microcycles), the second - with
sharp black keys (10 microcycles), the third - with flat black keys (also 10 microcycles). Keeping the general
orientation of his statement, Bibik does not follow the sequence of declared keys within the volumes and us-
es modern tendencies of tonality-atonality (for this topic see my articles on the composer’s polyphonic work).
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We shall also mention a talented work “12 concert preludes and fugues” for piano (1983) by A. Ya-
kovchuk with the tonal plan: in A, in B, in C,in D, inE, in F,in G, in A, in H; in Cis, in Es, in Fis, in Gis, in B;
using his own modal system.

We will not dwell on all the Ukrainian cycles. We will talk about them in the process of analysis of the
polyphonic cycle of Antonin-Josef Reicha. Its first publication was completed in 1805.

Let us now turn to Antonin-Josef Reicha (1770 - 1836) - the brightest representative of the late Clas-
sicism - early Romanticism, a great polyphonist — theorist, teacher, composer.

As to the tonal plan of the polyphonic piano cycle “36 fugues” by Antonin Reicha. Since he is very
original, individual and peculiar, we shall consider the tonal plan in detail, focusing on the correlation of tonal-
ities of the first degree of kinship, on the tonal support and their interaction in the development of the cycle.

So, in cycle 3 of the volume with a non-standard arrangement of fugues in each and no less unusual
tonal plan: V.1 - 13 fugues (Ne1-13); V.2 - 11 fugues (Ne 14-24); V.3 - 12 fugues (Ne25-36).

In the first volume with 13 numbers of fugues, the tonal plan is as follows:

1 2 3 4 5 6 7 8 9 10 11 12 13
A |G | fmall E |G Es D |D g-moll d-moll f-moll AlG C

If not to take the repetition of the keys into account, the major ones form the sequence A-G-E-Es-D-
C, and the minor ones f-g-d.

Here, F12 is a tonal synthesis of F1 and F2, as if completing the first volume, forming the most im-
portant arch of the first volume. An important organizing role is played by G-dur tonality: F2, F5, and F12 al-
so tends to it. The f-moll tonality is repeated twice: in F3 and F11, i.e. it turns out after F1 (A) and F2 (G), and
before F12 (A / G). D-dur also appears twice in the central F7 and F8, creating a middle tonal support. The
last fugue is perceived as a transition to the second and third volumes.

Let’s notice that the major tonalities (9 of 12 fugues) dominate: A-G-...-E-G-Es-D-D-...- ... -
...-A /G - C. As we can see, all tonalities are sharp, only in the center of the volume there is flat Es.

A middle fugue F6 - Es-dur - is, as if, centrifugal for the minor fugues of the cycle: F3-f, F10-g, F11-f.
At the same time, the minor F10 is d-moll, like C-dur, it is most likely a herald of the tonal sphere of the
fugues of the second and third volumes.

The most complex tonal bonds are formed between the fugues of the first volume of the cycle. Sev-
eral tonalities become the tonal bases here: A-dur; G-dur; Es-dur; C-dur. It is with them that all other fugue
tonalities interact, creating the most complex interactions. It should also be noted that the C-dur tonality of
the last fugue of the first volume-F13 - anticipates an important tonal content of subsequent volumes, acting
as a herald to the second and third volumes of the fugues of Reicha.

Let's consider the tonal plan of the first volume, based on the correlation of tonalities of the first de-
gree of kinship.

The scheme of the tonal supports in the first volume of the polyphonic cycle Reicha is as follows:

NeNe 1 2 3 4 5 6 7 8 9 10 11 12 13

Tonality A G f-moll E G Es D D G d-moll | f-moll AlIG C

Key # # # # b # # # #i# 6/3
signature

Major- dur | dur moll | dur dur dur |dur | dur dur moll moll dur dur
minor

If tonal T D S S T/
basis is A-dur

If tonal T T D D IT S
basis is G-dur

If tonal Il T 1] Il
basis is Es-dur

If tonal D S D Il S /D T
basis is C-dur

If tonal D S t D/ Vil
basis is d-moll

If tonal | D S S T T S D/S
basis is D-dur

Meter 6/8 | C| C C| 6/8 C| C 6/8 6/8 % C 2/8 4/4

Quantityof | 3 | 3-4 4 4 3-4 4 4 | 3-4 2 4 4 3 4
voices

Quantity of 2 2 2
themes

Themes Hayd Bach Mo D.Sc
(of) n zar arlatt

t i
Additional Ch Chor Cho | Coda
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We shall remind that the themes of J. Haydn (Ne3), J. S. Bach (Ne5), V. Mozart (Ne7), D. Scarlatti
(Ne9) lie at the core of the themes of not even fugues.

The tonalities of the first volume of the fugues of Reicha form the following very peculiar mode: A - G
-(@)-f-E-..-Es-D-(d)-C. Herein the main tonal supports are A, G, C, Es (their sounds form the basis
of a minor seventh chord) ... As we can see, the support tonalities of the first volume are very far apart from
each other.

If to be based on A-dur tonality, then it is covered by F4, F7, F8, F12; if the tonal basis is G-dur, then
it is covered by F5, F7, F8, F13 and leads to the tonality F12; basing on C-dur, are covered by F2, F3, F5,
F10, F13 and lead to F12; if the basis is D-dur, in which F7, F8 are created, and also runs through F1, F2,
F5, tending to F12; and if the basis is Es-dur, it interacts with F2, F9, F11. Support d-moll (F10), which will
continue in the second volume, is important enough.

If the tone sequence is proposed in reverse order, then C-D-d-Es-... -E-f-G-g -A is formed.

Let us now turn to the second volume of the polyphonic cycle “36 fugues for piano” (11 fugues: F14-
24) of Antonin Reicha and consider its tonal plan similarly to the first one. And in the future, we will dwell on
its correlation with the tonal system of the first volume.

We will offer a scheme of the correlation of tonalities and tonal bases in the volume again. Fugues of
the second volume are built into the main chain:C-(c)-D-d-e-F-G-A- (a).

The scheme of the tonal supports of the second volume of the polyphonic cycle Reicha is as follows:

NeNe 14 15 16 17 18 19 20 21 22 23 24
Tonality d-moll C c-moll | a-moll a-e d-moll A-F C A-C D G
Key signature Flat no b no -J# b )D no no no #

key key # key | key key
sig sign. sig | sign., | sign.,
n. n. #- #
Major-minor moll dur moll moll moll/ moll dur/ dur dur/ dur Dur
moll dur dur
If tonal basis is S S T- T- S
A-dur
If tonal basis is S S Il 11-VI S -S D T
G-dur
If tonal basis is Vi
Es-dur
If tonal basis is I T VI VI-I Il -S T IT D
C-dur
If tonal basis is Ml D/ D/ T S
D-dur
If tonal basis is VI D 1] M- VI -T D -D
F-dur
If tonal basis is d- t VIl t d- t D-lll VIl D-VII
moll
Meter C| C| 6/8 C| C| C 5/8 C C C Clot %;
4/4-3/4
Quantity of | Choral 4(5) 4 4 4 4 4 4 4 4
voices polypho
n.
Themes (of) Frescob | He
aldi nde
I
Quantity of | 3 6 2
themes

Here the themes of J. Frescobaldi (No. 14), J. Hendel (No. 15) were used. Further on, the thematic
material is composer’s personal.

A complex tonal kinship with several supports is disclosed. The main tonalities again are G-dur, lead-
ing to the completion of the volume - F24; A-dur, the basis of F20, F22; C-dur. The tonal basis of the first
volume of the polyphonic cycle Es-dur is connected with the second one only by F16 (c-moll), transferring
the entire load to the third volume. As expected, the tonality of the last fugue of the first volume - C-dur - be-
came one of the main tonal supports of the second volume, dominating in F15, F21, tending to completion in
F22. Considering the tonality D-dur, which was in the central fugues of the first volume, in F7 and F8, acti-
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vated by the end of the second volume led to the penultimate F23. D-moll also becomes important - F14
(starts the second volume), F19.

Additionally in the second volume the flat tonal bases were also added: F-dur, which is absent in the
first volume: F20 tends to it; there are many fugues of the second and third volumes that are in a different
correlation with it. C-moll, a-moll, e-moll are also new.

In the second volume there is a movement from prevailing minor to majors (F20-24); from flat tonali-
ties to sharp ones; as well as 5 of 11 fugues - without signs with the key in F15, F17, F21-23 (in the first vol-
ume it was only the final F13), and in C-dur fugues this is natural (F13, F15, F21), as well as for a-moll F17.
The remaining fugues without a key signature refer to prominent basic tonalities. Let us recall the fugues of
the XX century - R. Shchedrin, V.Bibik and others, where a key signature is often absent.

Thus, the tonal supports in two volumes (first and second) are arranged in a certain order: C, d, Es,
F, G, A.

Now we shall move to the analysis of the tonal content of 12 fugues of the third volume of the poly-
phonic cycle “36 fugues” of Reicha, and then compare it with the preceding volumes.

The scheme of the tonal supports of the third volume of the polyphonic cycle of Reicha is as follows:

Fugue Ne 25 26 27 28 29 30 31 32 33 34 35 36
Tonality A-As C-As d-C A D D E-As | Es-es G ?-Es G-C C
Key signature no no no # no no no b no no no No
k.s., k.s., - k.s., k.s., k.s., k.s., ks.,# | ks., - k.s., k.s.,
#_
bbb b | b | b b
Major-minor M-M M-M m-M M MUH M M-M M-m M -M M-M M
If tonal basis is T- s- T S S D-
A-dur
If tonal basis is S- T T-S S
G-dur
If tonal basis is -S -S -S T- -T
Es-dur
If tonal basis is T- I-T Il Il D D-T T
C-dur
If tonal basis is D- VI-D VI VI -D D
F-dur
If tonal basis is S VII-- t-VII D T T -Vlin Vlin
d-moll
Meter C| C| C 6/8- C C| C| C| Ya C 6/8 C
2/8;
6+2
Quantity of 4 4 3-4, 3-4, 4,qua 3-4 4 3 4 4 4 3
voices chord chord si
choral | caden
ce,co
da-
choral
Quantity of 2 3 2 2 2
themes

Without a key signature in the third volume, there were 10 fugues out of 12, and, what is more, this
time in really different tonalities (which is justified by the chromatic system of Antonin Reicha’s thinking). Fi-
nally, the major orientation of the cycle with the active use of flat tonalities is confirmed, while tending to
them (in F25, F26, F31, F34).

Let’s turn to the main tonality of the first volume of the cycle - A-dur (it is where F1 and 28 sound in
whole), which plays a significant role again and in the third volume of the cycle: almost dominating in its ini-
tial section (F25, F29-30). We shall note the importance of A-dur as a tonality, from which the modulation
(transition) to other distant tonalities begins: F20 (A-F), F22 (A-C), F25 (A-As).

The attitude towards support for G-dur tonality is also quite interesting. It is activated by the end of
the whole cycle: it contains F2, F5, F24, and in the third volume of F33; F12 also leads to it, and F35 begins.

The support on d-moll is of great importance in the cycle: it runs almost through the entire third vol-
ume, leading to two fugues in this tonality within the volume - F29 and 30; also starting F27.

An explicit connection in the cycle with support on F-dur (F26, F27, F29, F30, F35, F36) continues,
although there is not a single fugue created in this tonality (only in the second one, where it tends to F20).
And again, Es-dur is used quite actively: it appeared in F6 of the first volume, starts F32 and completes F34.

E-dur tonality, in which only one fugue is written in the first volume of the cycle (F4), will now lead to
F31, creating a certain tonal arch.
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As-dur tonality appeared, acquiring an important load in the third volume: F25, F26, F31 (with the to-
nal movement for a small second, for a large third, for a tritone) tend to it.

Es-moll tonality falls out of the whole previous system of tonal supports. It does not fit in tonalities of
the first degree of kinship to all the supports of the cycle but is of the same name to major Es-dur (F32 is di-
rected to it, F34 tends to it).

Let's pay attention that in the center of the first volume there were two fugues in tonality D-dur (F7,
F8), in the third one this function is performed by the same tonality d-moll (F29, F30).

At the same time, a special, important value in the cycle is acquired by the tonal support and tonality,
which completes the first volume of the cycle - C-dur (F13), which was dramatically activated in the second
volume (F15, F21 and completes F22), and in the last volume: the cycle - Ne36 is completed in it; fugues No.
27 and 35 tend to this tonality; fugue Ne 26 deviates from it.

Conclusions. Thus, a whole system of some tonal supports, which are combined, interact with each
other, run through the entire polyphonic cycle of Reicha. And these supports are of importance A, G, d, C,
Es, F. If they are arranged in the order from the last key of the first (F13) and the third volumes (F36), then
the following series is formed: C, d, Es, F, G, A, i.e., tonality of the first degree of kinship with the Ill low ma-
jor and the VI major (in combination of the major-minor system).

We shall note that if earlier the variable tonality (the beginning in one key, the termination in the oth-
er) was not often used: in the first volume only in one fugue there is a transition and if the synthesis of A/ G
in F12; then in the second volume there are already two of them: F20, A/ F, and F22 A / C; and in the third -
tonally variable fugues already literally go through the volume: F25, A/ As; F26, C / As; F31, d-C; F32, E-As;
F35, G-C.

Tonal thinking in the polyphonic cycle of Antonin-Josef Reicha looks far ahead into the future. The
tonal of the piano polyphonic cycle “36 fugues for piano” of A. Reicha is unique, and there is no precedent for
it. It as if it combines the past of the Baroque and the modern future. The polyphonic cycle of Reicha turned
out to be as if an intermediate link between polyphonists of the Baroque and subsequent centuries, because,
having absorbed the basics of the thinking of the Baroque, Classicism, Romanticism, he anticipated the fu-
ture of the musical language of the XX century to a great extent. A complex correlation of the tonal supports
of the first degree of kinship and their interaction is created. The prospects for the influence of this polyphon-
ic piano cycle on similar genres of Ukrainian composers are proposed.
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