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EDITORIAL PREFACE

THE idea of writing a book about Beethoven occupied Donald
Francis Tovey's thoughts, or the back of his mind, for the last
twentyjejght years of his life. It was proposed to him in 1912,
and again after the last war in about 1920. In 1936 he dictated
the book which occupies the following pages.

Tovey-hever mentioned either the project or the partial achieve-
ment of it to me. In fact, | find considerable obscurity about
the motive which actuated his setting about the making of this
book. He spoke to me, indeed, with great enthusiasm of Miss
.Marion Scott's book referred to herein on p. 3. Of other causes
lijan find no trace. The M S. was found among his posthumous
papers, in duplicate, unfinished as it here appears. | do not even
know why it was never finished. It may have been illness, it
may have been other more urgent tasks, that took his mind away
from the problem which was so dear to him in conversation as
Beethoven's Fugues. He expressed on more than one occasion, |
am informed, an intention to re-write the book—no uncommon
desire of Tovey's.

But though he never completed the book (and there is only
internal evidence that the unfinished chapter was the last in the
plan), Tovey began to revise the typescript. He was always a
corrector of his own work. Of this book he looked over the typed
pages up to p. 51: the last correction in his autograph is the
addition of the words 'for this' after the phrase ‘our main leading
cases which occurs in the printed text on p. 12. Up to that
page, the reconsiderations are numerous and fairly extensive.
| give one example here, by printing the opening sentences that
Tovey first dictated, and placing in brackets the words he deleted.
A turn of the page will show an inquirer the final form of the
sentenceon p. 1.

Beethoven is a complete artist [. It would perhaps raise vexatious
controversy to call him], one of the completest [artists] that ever
lived [, but at all events it would be exceedingly difficult to find a
better claimant for the title. First, however, we must be sure of
what we mean by a complete artist. | intend to usetheterm without
any reference to] the artist's private or official life [, and, therefore,
without any implication] that the artist has a temperament, etc.

Another, too long to quote in extenso, occurs on p. 6 of the
typescript and p. 2 of the printed text. The printed sen-
tence, 'and it was at the disadvantage of fisticuffsagainst ju-jitsu,’
was an autograph addition to the original matter. In a third
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Vi PREFACE

and final example, the passage (on p. 2 of the printed text) from
'By all means let us revolt against "bardolatry"' to 'Sam Weller's
criticism of life' is condensed from the typescript material occupy-
ing nearly two and a half pages, or some 400 odd words—
themselves also corrected by the author before they were crossed
out.

What other revisions Donald Tovey might have made, what
his recurrent second thoughts might have been, is beyond calcula-
tion or imagination. The typescript is incomplete in another way,
that of the musical and even poetic quotations. There are spaces
left, without more hint than the text gives.

In preparing this typescript (I call it so persistently because
it was never a manuscript, except in the revisions), | have relied
firmly and confidently upon Dr. Ernest Walker, who knew Donald
Tovey's mind, from his undergraduate days, better perhaps than
any one else. Where he and | have been absolutely clear about
Tovey's intentions | have inserted musical examples, and indeed
even in one or two other places where Tovey had planned no
illuminating quotation. In other places, minor alterations to the
text have been made—far less in quantity than Tovey himself
made in the first pages of the typescript, and not one of a kind
that could alter his meaning. Repetitions have been retained,
and even minor slacknesses of prose style, in order to present the
book in as nearly as possible its original form. The proofs have
been independently read by Mr. Robert C. Trevelyan. | have
elsewhere explained that Tovey needed his books to be made for
him. This text has suffered, | can assert, less revision than it
would have suffered in Tovey's lifetime.

Thanks are due to Dr. Walker and Mr. Trevelyan for their
assistance and guidance, and also to Lady Tovey for the oppor-
tunity and permission to print this book. Every Toveyan is aso
indebted, both here and elsewhere, to Dr. Mary Grierson for her
labours and for her knowledge of 'the Professor's mind'.

1944 HUBERT J. Foss
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THE MATERIALS OF BEETHOVEN'S
LANGUAGE

BEETHOVEN is a complete artist. |f the term is rightly under-
stood, he is one of the completest that ever lived. | intend to
use the term without pedantic scruples as to technical details.
And, while admitting that' thestyleisthe man', | refuse toinvolve
the reader in vulgar entanglements between the art and the artist's
private or official life. Beethoven was of all men the last to
tolerate the belief that the artist has a temperament which sets
him above the standards of ordinary citizenship, or excuses his
failure to reach them. Whatever his sins may have been (and on
this subject the evidence is doubtful), he was eminently a man
who held himself responsible. Joachim once remarked of a clever
French musical critic that 'this Parisian shows no sense for the
great penitent that there was in Beethoven'. Beethoven was far
too busy to torment himself, but Joachim was profoundly right
about his penitence. It was a quality that was, if possible, more
out of fashion in Beethoven's time than it is now. But it will
always be inseparable from responsibility so long as human beings
have ideals and fail to reach them. | do not know if a modern
teacher of autosuggestion could have shortened John Bunyan's
agonies and brought him sooner to his land of Beulah; | am quite
certain that no modern psychologist could have found anything
more to shake in Beethoven than he could in Browning, or in any
other person who has made up his mind about his responsibilities.

To study the lives of great artists is often a positive hindrance
to the understanding of their works; for it is usually the study
of what they have not mastered, and thus it undermines their
authority in the things which they have mastered. To under-
mine that authority is an injury much more serious than any
merely professional technicality. Even if the works of art show
characteristics closely resembling the faults of the author, we have
always to remember that the business of the work of art is to be
itself, whereas neither the science of ethics nor the structure of
society can thrive for long on the denial that it is the duty of a
man to improve himself. A sense of duty imposed upon a work
of art from without is artistic insincerity. Whatever goes into the
work of art must belong to it. We must not impute it as a defect
in Wagner's aesthetic system that his music dramas tend to
glorify irresponsibility, or at all events to remove from his heroes
and heroines, even by means as crude as magic potions, every
hindrance to the attainments of their desires. We have outgrown
the critical fallacy which misuses Matthew Arnold's definition of

B |



2 REETHOVEN'S LANGUAGE

poetry as a ‘criticism of life'. Matthew Arnold was more careful
about his use of it than some later writers who have used his
words as evidence against him. But we have been less ready to
outgrow the crude reaction which positively demands that a work
of art should shock rather than instruct. We have now come to
see that a reverence for the music dramas of Wagner is quite
compatible with a dislike for the Saxon (I will not say Anglo-
Saxon) traits by which Wagner the man, like the patriots in The
Critic, was apt to pray to his gods to prosper his ends and sanctify
the means he used to gain them. But we have been slower to
attain, even if we have yet attained, the realization that Beethoven
does not become an inartistic preacher because of the fact that
his sense of responsibility is an essential part of his musical style.
To put the matter in unfashionable terms, Beethoven's music is
edifying. There is nothing inartistic in that. The anti-romantic
revolt against Beethoven in the first quarter of this century was
too manifestly ill-bred and silly to mean much, and it was at the
disadvantage of fisticuffs against ju-jitsu. Beethoven's sense of
duty was to preach; and, whatever may be found in commentaries
on Beethoven, there is in his own works even less of a doctrine
from which revolt is possible than there is in Shakespeare's. By
all means let us revolt against 'bardolatry’; but let us avoid the
literal-minded errors of the preacher who has no use for the poet,
even though the preacher be Plato or Bernard Shaw, and the
poet Homer or Shakespeare.

What the poet says is not evidence in a court of law. In the
leading case of Bardell v. Pickwick, Stareleigh J. forbade the
witness Weller to quote what the soldier said. But though what
the soldier said was not evidence, it was a good illustration of
Sam Weller's criticism of life. What | hope to bring out in the
course of this book is the fact that Beethoven's psychology, to
use the popular jargon of to-day, is always right. His music is,
in fact, a supremely masterly and hopeful criticism of life. The
difficulties and dangers of demonstrating this arise mainly from
the fact that music can be described only in terms of music. But
| have the less excuse for shirking the task, because evidence has
already reached me that readers who cannot read musical notation
have wrestled not unsuccessfully with essays in which | have not
avoided technicalities. In these days of broadcasting and gramo-
phone records, readers will differ widely about what they find
too technical, and | am frankly more troubled by the difficulties
of readers who have some little text-book knowledge than by those
of the really naive listener. It would take too much space if |
were to give warning of the approach of every piece of argument
which may be tiresome to some readers. Each person must
satisfy his own curiosity. None of the topics that | shall discuss
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will fail at one time or another to arouse the curiosity of non-
professional music-lovers, and my last word in defence of my
present policy is that, though | cannot forbid the use of this book
by degree-students, | have not designed it as a text-book for
examinations.

Recently two books on Beethoven have saved me from the
trouble of attempting either a new biography of Beethoven or a
philosophic account of his relation to his age. The philosophy
of Beethoven's style has been discussed with great insight by
Mr. J. W. N. Sullivan,* and his biography has been handled with
powers of vivid narrative and a charity akin to Beethoven's own
by Miss Marion Scott,> who has also dealt with the music in a
manner which it would be difficult to over-praise. It isonly in
respect of the music that | am tempted to add anything to the
contents of these admirable works, or even to record my disagree-
ment with the writers on details here and there. But the task of
dealing with the music as music is more than enough for me;
and, even now that an intelligent interest in music is more widely
distributed than the music-lovers of last century could ever have
dreamt of as possible, there is crying need for a clearer under-
standing of the nature of music itself. And by this 1 do not mean
the philosophic subject which Mr. Sullivan discusses under that
title, but the humble and professional facts of rhythm, melody,
counterpoint, harmony, and tonality. Some readers are perhaps
already alarmed by this list, but | am confident that in everything
| have to say on these subjects the reader will find that | shall
relieve the strain upon his conscience that has been caused by
well-meaning professional mystifications and confusions.

So let us boldly begin with tonality, a subject which most of
my professional friends believe to be beyond the comprehension
of anybody but a trained musician. On rhythm we need not,
for the moment, be elaborate. In music, it is, of course, the
organization of sounds in respect of time. Critics of architecture,
painting, and sculpture extend it by metaphor to the organization
of curves and patterns. But | shall not deal with metaphors until
the difficulty of the subject compels me.

Melody is not so simple a concept as people are apt to think.
Strictly speaking, it should mean no more than the organization
of successive musical sounds in respect of pitch, not excluding
the extreme case of monotone. But, if the sounds are successive,
it is impossible to organize them without rhythm; and it is a
mistake to suppose that rhythm ceases to be organized when it is
set free from certain restrictions, as in the ease of recitative.

Harmony, in classical music, is the organization of simultaneous

! Beethoven—his spiritual development. By J. W. N. Sullivan. Cape.
2 Beethoven. By Marion M. Scott. (The Master Musicians.) Dent.



4 BEETHOVEN'S LANGUAGE

musical sounds of different pitch. It is thus inseparable from
melody and rhythm. Before long we shall find that it is really
inseparable from counterpoint. (In ancient Greek music 'har-
mony ' meant the melodic organization of scales: the simultaneous
combination of sounds was not developed beyond inevitable
rudiments.)

Tonality comprises the larger aspects of harmony, and becomes
an inseparable function of musical form. It will be my object
to convince the most general reader that, ever since he became
fond of music at all, he has enjoyed tonality whether he knew it
or not, just as Moliere's Bourgeois Gentilhomme® Monsieur Jour-
dain, found that he had been talking prose all his life without
knowing it. But tonality is extraordinarily difficult to define. |
can only describe instances of it, and show it in operation in
Beethoven's works. For many years | was troubled with the fear
that this difficulty of defining tonality constituted a fatal objection
to one of the principal articles of my musical creed; my belief
that nothing in a work of art has a real aesthetic value unless it
can reach the consciousness of the spectator or listener through
the evidence of the art alone, without the aid of technical infor-
mation. Though, for example, a game such as cricket or chess
is quite highly enough organized to be called artistic, the finest
games will still remain outside the region of works of art so long
as there is any doubt whether a spectator could acquire a know-
ledge of their essential rules merely by watching them without
technical help. Bethisasit may, | am convinced that a symphony
of Beethoven is not a game, but a thing that explains itself: having
said which, | now proceed to devote this volume to an explanation
of it which nobody but a professional musician could attempt.
There is no inconsistency in this. My professional terminology
is rigorously confined to generalizations from the behaviour of
musical compositions. The non-professional music-lover has not
had time to make my generalizations for himself; and if | give
him the benefit of my experience | shall not be spoiling a story
for him by revealing its events before he has come to them. The
only thing that we professional musicians must guard against is
the danger of confusion between knowledge that is relevant to
the understanding of works of art, and knowledge which is relevant
only to the discipline of an artist's training. This also is alegiti-
mate object of the general reader's curiosity, and | shall make no
mystery of it; but we must keep the two kinds of knowledge
distinct. Where readers may differ about what is merely technical
and what is aesthetic, | ask for the benefit of the doubt. Personally,
| have no use for any musical principle that does not seem to me
primarily aesthetic.



THE THREE DIMENSIONS OF MUSIC

RHYTHM, melody, and harmony are the obvious three dimensions
of music. They are, as we have already seen, inseparable, like
the three dimensions of space, though they are not interchangeable
in the same way. (Now that science has definitely recognized
time as a fourth dimension, it finds something like the difficulty
that confronts the musician in interchanging it with the other
dimensions.)

It is important to realize that the person who naively professes
himself fond of melody is professing a fondness for a very recent
development in musical thought. If he is naive enough, or
sophisticated enough, to affect a bluntness of speech, he will say
that what he likes is a tune; and by 'tune’ he means (as uncon-
sciously as Monsieur Jourdain talked prose) a highly civilized
product of melody based on ideas of tonality that had not yet
taken shape in the reign of Queen Elizabeth, and with a kind of
four-square form that hardly became a standardized quality in
music before the reign of Charles | | .

Very few naive listeners profess an interest in harmony; and
I will go so far in sympathy with the majority as to assert, merely
as a personal opinion, that nothing bores me more intensely than
a composer with a new system of harmony. This book, however,
will have failed in its object if the reader docs not derive from it
the conviction that Beethoven is one of the supreme masters of
harmony. This unsupported statement will seem a violent
paradox. A good writer has recently observed that no composer
of anything like Beethoven's calibre has contributed so little to
the development of harmony. At the present moment it will
suffice to anticipate further discussion by saying that Beethoven's
contribution to harmony is along-range power of handling tonality
and that the long-range handling of tonality isin its earlier stages
downright incompatible with concentration upon new chords and
new progressions. What most people mean by 'new harmonic
developments' is equivalent to such features of style as George
Meredith's metaphors. It is ridiculous to suppose that either
the structure of a novel or its author's ‘criticism of life' can be
built up merely from the surface ornaments of his wit, even
though every one of his epigrams should contain a profound
philosophictruth.

In any case, harmony isavery much larger musical category than
any harmonic theorist, classical or revolutionary, has made of it.
Many readers will need warning that every member of Western
civilization who has enjoyed as much as a barrel-organ has thereby

5



6 THE THREE DIMENSIONS

acquired notions of harmony and tonality that would have been
unintelligible five hundred years ago. The late Mr. Dolmetsch's
recent researches into Welsh harp-music have convinced musical
scholars that, with every allowance for a certain Dolmetschian
optimism, some of our classical notions of harmony are profound
instincts which asserted themselves in music of a much greater
antiquity than has hitherto been supposed to imply any harmonic
consciousness at all. Be this as it may, we must realize that our
most popular notions of harmony are naive only relatively to us,
and that as actual aesthetic concepts they are anything but raw
material. | shall not attempt to explain them more fully than is
absolutely necessary for the purpose of removing obstacles to our
understanding of Beethoven. Many of the obstacles arise from
technical terms of musical form and grammar that have crept into
popular currency and lost their proper meaning.

The general reader and the professional musician are equally
prone to form preposterous ideas of the demands which a great
piece of music makes upon the technical experience of the listener.
Let us now boldly attack the most purely musical and indescrib-
able part of our problem—the nature of tonality, and especially
of Beethoven's development of it. It may not be scientific to
begin with this. But it is not our task to prove scientifically that
Beethoven existed or that he was a great artist. | choose tonality
as my starting-point, partly in order to get over the most difficult
subject first, but also because it is a subject on which the reader
can learn much by experiment with a simple apparatus which in
one form or another will surely be within his reach. Some of
the keenest and most intelligent lovers of music have never learnt
to read musical notation, and they must rely on the help they
can get from listening to music in general and hearing by one
means or another the illustrations given in this book. For those
who can read music and who have a pianoforte in the house, a
volume of Beethoven's complete Pianoforte Sonatas will be a good
apparatus to begin with. The edition does not much matter, so
long as it presents Beethoven's original text clearly separated from
whatever editorial comment may be present. There is not space
in this book for particulars of the grave corruptions that have
crept into classical music through the activity of instructive
editors, especialy pianists, who are so much cleverer than the
composer that their instructions are destructive of his text. It is
probable that where there is a pianoforte and a buyer of this
book there will already be a volume of Beethoven's Pianoforte
Sonatas. Miniature scores of all except a very few of Beethoven's
works are available at moderate prices for each individual score,
though your shillings soon become pounds when you begin to
collect scores in earnest. But if you can read musical notation
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at all you will soon find that orchestral scores become intelligible
if you practise not only following from the score while the music
is heard at a concert or by wireless or gramophone, but aso if,
while the experience is fresh, you try to recapture from the look
of the page something like the quality as well as the meaning of
the sound. It is a mistake to be too analytical in this practice.

The proper way is the ordinary human process of noticing what
has impressed you vividly and trying to associate it with the
general appearance of the written page. Never mind if large
tracts of the page or of the music are vague to you, both in the
actual listening and in the reading; and do not expect that what
makes a vivid impression on you will always be what is really
important. My illustrations will come from the whole range of
Beethoven's works, and as a rule | shall put in the forefront
examples from the pianoforte works, because these will be acces-
sible to most readers. Then | shall illustrate from the chamber
music, and so on up to the largest orchestral and vocal works.
Nothingisto be gained by classifying Beethoven's works according
to their titles. It is quite absurd, for instance, to separate the
sonatas from the trios, quartets, and symphonies. The term
'sonata’ happens to have become limited to works for less than
three instruments, but at least ninety per cent of Beethoven's
work is in sonata form; and the whole of his aesthetic system has
arisen from the sonata style, which isin itself avery large category
of music, intimately associated with the revolution, or rather the
birth, of dramatic musical style in the operas of Gluck.

Now let us take the plunge, and begin upon the study of
Beethoven's tonality. Do not ask me for a definition of tonality.
| have worked steadily at the subject itself, both as a practical
composer and as a student of musical analysis, for over forty years,
and while | have above defined it quite easily as a long-range
view of harmony, | have not in my whole fifty years' study
succeeded in making a description of it that would convey a clear
idea to those who do not already understand it. But this need
not worry us. When a difficulty amounts to an impossibility it
is imaginary. | have elsewhere pointed out that the difficulty of
defining tonality is the difficulty of describing any sensation
whatever.

All | can do here to give the general reader clear ideas as to
tonality is to tell him the facts of Beethoven's handling of it, and
to give him opportunity of verifying my illustrations. Nine-tenths
of the difficulty of this task consists in clearing away a mass of
theoretical and speculative rubbish. To do this argumentatively
would mean an enormous waste of space. In the presence of
Beethoven | am not dogmatic. What Beethoven does | accept
as evidence, but neither you nor | have time to deal with the
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theorists who would tell us that Beethoven ought to have done
otherwise, or who try to prove that he acted according to their
theories.

The first thing the general reader needs to know about tonality
is that the names of keys do not represent important aesthetic
facts. This statement isin evident conflict with various attractive
and fantastic utterances by Beethoven himself and by other
composers. Beethoven, for instance, when setting Scottish
melodies, wrote to his Edinburgh publisher, Thomson, that the
key of A flat did not fit a certain tune that was sent him, inasmuch
as that tune was marked amoroso, whereas the key of A flat should
be called barbaresco. Again, in one of his sketch-books, we have
B minor referred to as 'black'. Curiously enough, all Beethoven's
compositions in A flat are remarkably suave. About B minor we
are hardly in a position to prove anything, as his only two impor-
tant movements are that wonderful Scherzo, the fourth of his
six Bagatelles, op. 126, which is certainly not black, and the Agnus
Dei of the Mass in D, which one must admit to be a cry de
profiindis. But the fact is that all notions about the character of
keys in themselves are of the order of things which psychologists
study as 'number-forms' and colour associations. To me, the
character of A flat is the character of most of the movements
Beethoven wrote in that key. B minor | feel to be a not very
dark brown, partly because of its relation to D minor, which |
happen to think of as bright red, for reasons as inscrutable as
those of the blind man who, on acquiring his sight through an
operation, described scarlet as like the sound of a trumpet. But
| aso happen to feel that Friday is remarkably like the colour of
A minor. This may perhaps be because | think of A minor as
a fish-like white; but | have not the slightest idea why both
Tuesday and K major should seem to me grass-green. E flat
minor seems to me to be the colour of Bach's prelude in that key
in Book | of the Forty-Eight; a very dark colour, because that is
a very tragic piece. In Beethoven's case, the main reason why
his fairly numerous movements in A flat have not the barbaresco
character that he imputes to that key is that it comes in relation
to C minor; and, as we shall soon see, it is not keys in themselves,
but key-relations, that have character, and, moreover, a character
that is deeply rooted and the same for all listeners. The slightest
practical convenience will override Beethoven's most clearly stated
notions of a key as having a character of its own. | have no
more idea why F major seems pale pink to me than why E major
seems grass-green. Nor have | either any recollection that
Beethoven said anything about the character of these keys, or
the slightest means of guessing what he would have said about
them. But we do know that when he arranged his Pianoforte
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Sonata, op. 14, no. 1, as a string quartet, he transposed it from
E major to F major for reasons solely concerning the technique
of the instruments. Gevaert, one of the most learned authorities
on ancient music and the author of two monumental treatises on
orchestration, considered that such a transposition would be
equivalent to altering all the colours of a picture. He did not
know this remarkable quartet-arrangement of Beethoven's, which
was not published until some time after Gevaert's death, but his
remarks on classical tonality are a favourable example of the kind
of fantasy which many learned musicians still fail to confine to
its proper place among psychological obscurities. In other words,
he talks sad nonsense about tonality.

The character of keys in themselves is, then, a psychological
vagary about which no two persons need trouble to agree. Key-
relationship, on the other hand, is the source of an enormous
proportion of Beethoven's harmonic colour effects, and is one of
the primary elements in his form. You see that | am already
driven to use metaphors, and | shall continue to speak of key-
relations as 'dark' or 'bright' and "high' or 'dull' in colour.
These metaphors will not be fancies, but verifiable musical
experience. They are quite unaffected by transposition; and you
need not have a sense of 'absolute pitch' to enjoy them. In the
little E major Sonata, op. 14, No. |, the C major key of the trio
of the middle Allegretto brings with it a pleasant darkness and
warmth in relation to E minor, which is exactly the same as the
D flat which it becomes in relation to the F minor of that move-
ment as arranged for string quartet, and, incidentally, exactly the
same as the 'barbarous' key of A flat in relation to the C minor
with which Beethoven almost always brings it into contact.

| write in the hope that this book will be read, as | know that
many of my analytical essays have been read, by persons who
cannot read musical notation. But for such persons the present
discussion will be unintelligible without the help of friends who
can illustrate it on the pianoforte. The phenomena of short-range
tonality can be easily and quickly illustrated. Those of long range
cannot be seen except in whole compositions; but the difficulty
of learning to appreciate them is nothing like what it was before
the days of broadcasting and the gramophone.

Let us begin with the short-range, or local, phenomena. The
reader need not cumber his conscience with philosophic doubts
about the definition of 'scale’. If he runs his finger along the
white keys of the pianoforte, he will obtain a diatonic scale which
is not in mathematically perfect tune, but is tempered so as to
comprise a tolerable average of our harmonic needs in twelve
notes to the octave. Run your fingers along the black keys, and
you will obtain a pentatonic scale, such as is characteristic of
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many Scotch melodies and of much other folk music widely
distributed among the races of mankind.

Your diatonic scale on the white notes will satisfy your instinct
for key only when each octave of it runs from C to C. This
produces the scale of C major. All other cross-sections will seem
to you out of balance, though you may have enough experience
of the music of the sixteenth century to recognize in them the
qualities of the Church modes, and you will hardly have escaped
encountering them in the stylistic efforts and affectations of
modern music.

Your pentatonic scale on the black notes will prove to be a
selection from the diatonic scale if its octaves run from F sharp
to F sharp.

For the minor mode, the reader who cannot read musical
notation must rely upon illustrations. Minor scales are unstable
affairs that cannot be described without going into tiresome
grammatical details. The tonic-sol-fa system may have simplified
its practice, but has hopelessly falsified its theory and contradicted
its name, by treating A minor as the minor form ('Lah mode")
of C major. Thefirstthing that must be recognized about classical
tonality is that the tonic , whether major or minor, is, so to speak,
the listener's home. A composition in a minor key, say C minor,
will always present some elements of emotional conflict so long
as it remains in the minor mode, but it will have ended at home
whether it ends in C minor or C major. If it 'modulates' into
E flat, it has changed its key. The listener cannot exaggerate the
importance of this feeling of change of key. The return to what
| shall call the home tonic is a matter, not of mere symmetry and
balance, but of first-rate dramatic importance in all the music
comprised between the periods of Haydn and Wagner. Wagner
was thought by his contemporary critics, and by some people
nowadays, to have got beyond classical tonality, but his very
transcendence of it depends on his firm grasp of its principles.

The most naive listener can easily be convinced that he has a
harmonic sense of the tonic and its essential finality. All he needs
is to have God Save the King played to him with the wrong final
chord, not necessarily a discord or a nonsensical chord, but one
such as would constitute an 'interrupted' cadence.

When we come to tonality in extenso, the uninformed listener
may expect to find more difficulty in recognizing the facts, but
| can reassure him that the sane classical composer makes no
such demands upon the human memory as might be inferred
from the statements of text-books. There are cases in classical
music where a return to the home tonic, or to any other key of
importance, is likely to escape recognition: there is not a single
case in which the composer has neglected to associate a return
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with overwhelming collateral evidence when he wishes it to be
recognized. And, in the cases where it is not recognizable except
by a more or less professional sense of absolute pitch, there is
always a subtlety in the fact that the listener is harmonically at
home without having noticed it; unless, of course, the work is
not a masterpiece. It is bad policy to try and recognize subtleties
before you can recognize the great simplicities. Thereisnolimit
to the subtleties of Beethoven's tonality, and | shall point them
out asthey occur. Itismy belief that alistener without knowledge
of musical notation needs only time and experience to appreciate
them all; but, of course, the trained musician can give him a
very long start in the race towards this goal. On the other hand,
the trained musician carries a heavy weight of theoretic lore, most
of which is unaesthetic, even where it happens to be correct.

In order to give the facts of tonality names at all, | must here
set down the ABC, or rather the CDEFGAB, in words and notes.
Some readers of detective stories have the patience to study the
map which in the more clockwork mysteries shows the topo-
graphy of the scene of the crime. The reader who has no use
for my tables, printed on the following pages will be better advised
not to study it at all directly, but at once to make himself
acquainted with the passages from Beethoven and other composers
which | shall now discussto illustrate its details.

First, let us be quite clear about the contrast between tonic
minor and tonic major. Remember that the contrast is not a
'modulation' or change of key at all: it is a change of outlook
while we stay at home. The two modes must be heard in juxta-
position, as between two sonata movements, or between minuet
and trio, or between main theme and episode in arondo. Without
separately counting immediate returns after the change, you can
find some twenty-six cases of contrast between tonic major and
minor as between whole sections in Beethoven's sonatas. On the
smallest scale of all, you will find the archaic tierce de Picardie
at the end of many movements of Bach in the minor mode. To
unsophisticated listeners it comes almost as a shock. Nothing in
Bach is merely archaic, and we must always be on our guard
against confusing historic origins with aesthetic values; but,
historically, the tierce de Picardie originates in the fact that the
tonality of the various minor modes of sixteenth-century music
is so unstable that a minor triad has far less finality than a bare
fifth or octave. If a third was to be admitted at all, it had to be
a major third. You will not find the tierce de Picardie in Haydn,
Mozart, or Beethoven, because, with these composers, if a piece
in a minor key is going to end in a major at all, it will establish
itself firmly therein some time before the end.

Youwill find in the Sonatas, opp. 90 and i n, that Beethoven
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satisfies you and himself perfectly by having his first movement
in a minor key and his finale in the tonic major. The triumphant
C major Finale of the Fifth Symphony and the choral Finale of
the Ninth Symphony are his other leading cases in this matter.
It is possible for a composition in a major key to end in the tonic
minor, but there is no such case in Beethoven. Mendelssohn's
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Italian Symphony and Brahms's B major Trio, op. 8, in both its
versions, are our main leading cases for this. There are one or
two smaller pieces, such as Schubert's Impromptu in E flat, op. 90,
No. 2, and Brahms's Rhapsody, op. 119, No. 4, and there is a
Nocturne in B major by Chopin, op. 32, No. 1, which ends with
a very dramatic recitative of which the last chord is minor, a
fact which has so shocked many editors that they have bowdlerized
it into major.

We now come to the most important key-centre next to the
tonic—viz. the dominant (V), without which no tonic can get
itself established. The dominant chord is penultimate in every
full close. Its third provides the leading note of the scale and
must be major even where the mode is minor. Extraordinary
subtleties of tonality hinge upon the functions of the dominant.
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The composer who worked them out with supreme subtlety was
Mozart. Beethoven so enormously extended and rationalized the
whole system of key-relations that the extreme subtleties of the
dominant became crowded out and tend in his later works rather
to be replaced by methods of avoiding the dominant altogether.
The listener cannot too soon become familiar with the use of the
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dominant as a means of rousing expectations of the tonic. There
is no hurry for him to qualify as a trustworthy independent
observer of the facts. A vast mass of analytical commentary has
been written by apparently learned writers who are quite incom-
petent in this matter, but | am convinced that a familiarity with
suitable illustrations will soon give every reader an admirably vivid
idea of the essential point.

| have already said that the dominant is the ordinary penultimate
chord for every full close. Most chords that keep within the
range of the diatonic scale can be harmonized with little difficulty
on the chords of the tonic and dominant. You can harmonize
God Save the King on that repertoire without absolute incorrect-
ness, though | do not recommend the procedure, and pages and
pages of Rossini's Barbiere live upon nothing else. Now, if the
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dominant is the ordinary penultimate chord for full closes, it
follows that prolonged harping on the dominant will arouse
expectation of the tonic; and, moreover, that, if you approach
any major triad from some remote quarter or from nowhere, and
harp upon it for a considerable time, it is more likely to sound
like a dominant than a tonic, and if you add a seventh to it you
will confirm that impression beyond doubt.

The first lesson in Beethoven's tonality is, then, the following
riddle:

Q. When is akey not a key ?

A. When it's a dominant.
The easiest illustration of this may be found in a sonata which
is one of the first given to young pianists— the first movement
of Beethoven's op. 14, no. 2.

Take bars 19-25 and play them without their context.

an i

el o

They themselves give no evidence that they are not in A major,
and plenty of commentaries on Beethoven have been published in
which such a passage will be described asin A major. Let us have
all such commentaries burnt by the common hangman. Take the
passage in its context, play the movement from the beginning, and
stop at the four A'sin bar 25. Thereis alegend that, when the infant
Mozart insisted on lying slug-abed, he could always be got out of
bed if you played a scale which stopped on the leading note. Y ou
may not feel as strongly as Mozart on this matter, but you will
certainly feel akindred irritation if bar 25 of Beethoven's Sonata,
op. 14, no. 2, is not followed by achord of D. The previous passage
was not in A major at all. It was what | shall call an enhanced
dominant. The composer wishes to establish the actual key of
the dominant, D major, so firmly that his home tonic, G major,
sinks below the horizon. The key of D major is merely the
dominant of G, and there is no drawing a firm line between using
it as achord in G major and actually going into it and surrounding
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it with its own accessories. To establish it as a new key from
which you do not intend to return, you must not only harp upon
its dominant, but give that dominant its own dominant details,
such as the G sharps. 'Dominant preparation' is the term for
showing the intention of settling in a key, whether that be a new
key or the home tonic.

Passages that prepare for the advent of a new key are essentially
like well-worked-out preparations for the first entry of an impor-
tant character in a drama. Much more exciting, though not
different in harmonic structure, are the passages that prepare for
the return to the home tonic. Let us begin for convenience with
one of the most exciting—that in the first movement of the' Wald-
stein' Sonata, op. 53, bars 136-155. You will not appreciate
the full force of this until you hear it in its place in the whole
movement, and the 'Waldstein' Sonata is enormously more
difficult to play than most peoplethink. (Beethoven sufferscruelly
from teachers and players who have not outgrown the delusion
that the difficulty of a piece is to be gauged by the presence or
absence of types of passage which come sooner or later in one's
technical studies,)

In later works, Beethoven discovered that there are more
exciting ways of returning to the home tonic. We shall do well
to mistrust the common explanation that he grew tired of the
dominant or was anxious to get away from it, or even the explana-
tion, more flattering to ourselves, that the listener grows more
intelligent and less in need of such explanatory devices. We shall
never understand a work of ovt unless we take it as awhole. And
it is only small and incomplete artists whose way of broadening
from precedent to precedent is to narrow from boredom to
boredom. Dominant preparation becomes crowded out of
Beethoven's works because his wider harmonic range has made
it inadequate. The history of the 'Waldstein' Sonata itself
exquisitely demonstrates the process, for the new harmonic wealth
of its first movement and Finale crowded out the very beautiful
Andante in F which Beethoven afterwards published separately,
substituting for it the single page called Introduzione which now
stands in the Sonata and is harmonically its richest feature.

But, within two years of composing the 'Waldstein' Sonata,
Beethoven already transcended it in precisely its most exciting
passage by the similar passage in the first movement of one of
his smaller symphonies, the Fourth Symphony in B flat, op. 60,
in each case the return to the recapitulation.

People who can play pianoforte duets should not despise the

! In the original typescript there is an indication that the author intended to
quote here 'a list of the most undisguised passages of dominant preparation
in the sonatas of Beethoven'. No such list was compiled, however.
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humble four-hand arrangements of symphonies. The non-
musician needs every variety of stimulus to his imagination that
he can get, and the stimulus of taking an active part in music is
of all stimulants the least liable to become a narcotic.

As in the 'Waldstein' Sonata, and such cases, the passage is
merely a more or less exciting noise, unless you hear it in its place
in the movement as a whole, and here you may as well take in
the slow introduction as well. You will find the passage very
much more exciting than that in the ‘"Waldstein' Sonata. In the
first place, the chord on which the drum-roll begins has come
from nowhere, and not only from nowhere, but through a process
of mystification known to grammarians as an 'enharmonic modula-
tion' ; but the essential point in which this passage is far more
powerful than anything in the ‘Waldstein' Sonatais that it is not
on a dominant chord and does not sound as if it were. It is the
chord of the home tonic itself, and the excitement of the whole
crescendo comes from the growing realization that we have been
at home all the time long before we realized it. That is one reason
why you will appreciate this passage in the Fourth Symphony
better if you have played the Introduction aswell asthe Allegro.
For the crash that breaks in upon the mysterious Introduction and
leads to the Allegro is a crash on the ordinary dominant, and so
you havewithin the work itself a means of comparing that more
normal procedure with the surprise of finding yourself actually in
the home tonic without an explanatory dominant.

Before going farther, it is as well to realize how inseparable
are these matters of key-preparation from matters of musical form.
What force would either of these passages have had if, instead
of returning to what you cannot fail to recognize as the main
theme, they had been followed by some new idea? In these
passages, such an event would be as nonsensical as the conclusion
of the detective story in which the murder turns out to have been
committed by a hitherto unmentioned nonentity who crept into
the concealed chamber by an unsuspected tunnel from the village
inn. The music-lover need have no fear that the classical com-
poser expects from him, or from the most experienced musician,
a sense of tonality that is capable of recognizing a return to the
home tonic without an overwhelmingly cogent appeal to his
memory and to other grounds of expectation.

Now let us turn to one of the most famous arousings of
expectation in all music—the miraculous passage from the Finale
of the Fifth Symphony. Here we have a preparation, not for a
return, but for the dawn of something quite new. The third
movement (technically describable as the scherzo, though it is
anything but a joke) is finished, exhausted, played out. It has
consisted of a main section, dark, mysterious, and, in part, fierce,
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which we may call the scherzo proper. This has suddenly col-
lapsed in a quiet full close, just before the double bar and the
change to C major that you will find in the middle of the move-
ment. Its trio is a rumbustious affair in grotesque high spirits.
The trio dies away, and the return to the scherzo is one of
the ghostliest things ever written, with something of the thin,
bickering quality of the poor ghosts that Homer describes where
Odysseus visits the Land of Shadows.

Thisda capo is shortened by leaving out its middle modulations.
It reaches the penultimate chords before the trio. But the cadence
is interrupted—that is to say, the final tonic chord is undermined.
And now comes the famous passage with the innumerable quiet
drum-taps which, as Parry long ago pointed out, is a miracle in
its place and quite meaningless in isolation. The drum, as you
will see, is upon the tonic note, but the bass hovers uneasily to
and fro beneath it; and, finally, we have the paradox of the tonic
in the drums, quasi-dominant harmonies above it, and the
dominant below it, until only at the imminent approach of the
crash the top-heavy harmony straightens itself out into a dominant
seventh. If you stop before the finale begins, you will assuredly
find that you do not expect a return to anything that you have
heard before. There is no question that the scherzo is played
out. What you would expect, without being wise after the event,
| do not know. It is quite certain that the enormous blaze of the
triumphant finale is what you need.

But this is not the final consummation of Beethoven's stroke
of genius. Triumphs, once begun, are mainly processional affairs,
and in processions dramatic events tend to be subversive and
deplorable. Yet Beethoven has at the height of his triumph an
event which is neither. The nearest approach to its effect in
history is, | venture to think, Kipling's action in publishing his
Recessional the day after the Diamond Jubilee, though | am far
from implying that Beethoven's intention in any piece of music
can be more than dimly illustrated by anything either in history
or literature; but the motto 'Lest we forget' is an admirable
summary of the effect which Beethoven produces when, at the
end of his development, he is preparing quite formally on the
dominant for a return to his main theme. There is not, and
cannot be, anything exciting about this. There is nothing to be
done with the dominant preparation but to see that the rhythms
march well, that the top notes have a satisfactory ring, and that
the big chords are nobly spaced. But then comes the silence,
measured, rather than broken, by the dying swing of the rhythm.
The most pregnant of the scherzo themes is heard again. By
means of delicate differences in scoring and continuation, it has
acquired a character for which it had no leisure in its original

c
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terrifying surroundings. It is a memory of the past, not a re-
capture of it. Without undue sentimentality, we can pity ourselves
for past terrors, and even a hero's reference to them may take a
pathetic tone. Soon there is a crescendo leading to the recapitula-
tion section, which means the procession with a triumphal march
again at the beginning. But this preparation, though subtly
pathetic in tone, is harmonically the most ordinary affair of
twenty-four pulses on the dominant.

In all these matters (and they are the most difficult problems
in art), Beethoven is supremely right, as surely as sensational and
sentimental artists are wrong. | must inflict one more technical
detail upon the non-professional reader, in order to save future
trouble in describing similar passages. It is quite clear that the
beginning of that passage from the 'Waldstcin' Sonata is on
and around a chord on the triad of G, which might, apart from
its context, mean the key of G major as long as we do not add
a seventh to it. As soon as F natural appears (four bars before
the return), it becomes a dominant seventh, and can be nothing
but what the context has already proved it to be, the dominant
of C. Now, in the passage in the Fourth Symphony, you will
find yourself entirely without any feeling that the chord of B flat
is anything but a tonic chord. The reason for this is that in its
first appearance it is what is known as a 6/4, or second inversion,
of the triad—that is to say, in the present caseits bassis F. The
G flat of the previous chord has fallen to F, the D flat and E
natural have risen respectively to D natural and F, B flat has
been common to both chords. This is the normal behaviour of
the chord known as the augmented sixth, but it would have been
grammatically possible to avoid putting F at the bottom of the
first B flat major chord, and then the passage would have been
markedly unstable. It might have been as dominant, for all we
can tell, as the first thunder-rollsin the passage in the '"Waldstein'
Sonata. But the F at the bottom has given us all the dominant
we want. If you have the misfortune to dabble in musical theory,
classical or modern, you will encounter much obscurity and
nervous legislation about this 6/4 chord. You may neglect all
that, if you will realize that the whole trouble arises from its
having been defined as the second inversion of a triad. A chord
isinverted when its root, a question-begging term which | decline
to discuss here, is not in the bass, and a chord of three notes
will obviously have two inversions.

Ex 2
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Unfortunately, in ninety-nine cases out of a hundred, your 6/4
chord coincides with the second inversion of a triad by mere
accident. In the ninety-nine cases it is a double appoggiatura—
that is to say, an ornamental discord leaning upon the essential
note on which it is to resolve. Thefirst stage in the evolution of
this unfortunate 6/4 is the following manifest discord and the
5/4 suspension.

And the second stage is when you give the fifth a leading note
of its own.

The fact that there is no actual discord in the sound of the 6\\
chord does not make the expression less metaphorical than an actual
harshness, the fact being that discord in highly organized music
is not so much a question of sound as of sense, a discord being
in Wagner's most complex cases like a very compressed metaphor,
and in the simplest cases like a transitive verb which needs an
object if the sentence which contains it is to be complete. So you
see that in the Fourth Symphony Beethoven strikes his home
tonic in a manner which is already dominant. He allows that
impression to die away so soon, and spaces out his crescendo so
widely, that there is a very effective surprise in finding oneself
at home without having rung the door-bell. Inthe passage in the
C minor Symphony, he has put his dominant below his tonic
and arranged for an acute conflict, not only between his tonic
drum and his dominant harmonies, but also with the dawn of a
strong implication of the subdominant aswell.

We must now discuss the subdominant. Here, again, | venture
to hope that the non-technical reader will derive vivid impressions
of the facts as soon as he can contrive by any means to hear the
musical illustrations | shall give. The illustrations given in har-
mony text-books are of no conceivable use, because they merely
consist of horrid little progressions on the scale of A Cat Sat on
a Mat, and when they give classical examples they cannot afford,
any more than we can here, to print them in their contexts. We
cannot too often remind ourselves that Beethoven's enormous
extension of the range of harmony is a function of his enormous
extension of the whole range of musical form and expression;
and that even an ‘interesting' progression, or 'licence’, in a couple
of chords is a thing for which explanation will hardly be forth-
coming in less than a whole movement.

Our ideas about the subdominant will become much clearer if
we think of it as the anti-dominant. In the scale it happens,
unfortunately, to be the note below the dominant, and we
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therefore accept its name in the belief that it corresponds to that
of the supertonic, as the note which really is nothing but the note
above the tonic. But the subdominant should be thought of as
a fifth below the tonic, and this will explain to us the term
'submediant', for the mediant is the note which lies midway
between the tonic and the dominant, and so the submediant is
that which lies midway between the tonic and the subdominant.
Now you will always find that going to the key of the dominant
is an active measure. It is going forward, and the key of the
dominant sounds brighter than that of the tonic, however much
you may neutralize it by the tone of your dominant passages in
other respects. Similarly, returning from the dominant to the
tonic has always something of the aspect of a descent, even
though the surface of the music may rise. You look down upon
your tonic from the slightly higher level of your dominant. (I am
not, of course, speaking of musical pitch at all.) Now, to the
key of the subdominant, your home tonic is dominant. The
obvious results of this are important. Your subdominant is a
region of repose and retirement. A composition of which the
first important and established change of key is the subdominant
will hardly be more than a lyric movement, with that change of
key as its only episode. In larger and more active movements,
the normal place for asserting the subdominant with any emphasis
is near the end. And the most characteristic of all uses of the
subdominant is that known as the 'plagal cadence', which imparts
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the solemnity of an Amen to the end after the normal full close
has finished the story. Hence my strong suspicion, which | have
expressed in other writings, that the chord of the subdominant
was really the Lost Chord which the uneasy organist could not
find again, and that the organist probably did, in fact, stumble
upon it many times both before and since, but without happening
to bring it into subdominant relation to its tonic; for you cannot
dwell long upon any major chord without beginning to suspect
that it may be a dominant instead of a tonic.

Beethoven's First Symphony shocked the pedants by beginning
quite definitely in the key of its subdominant with its first two
chords. In a few more chords it established its proper tonic of
C major by firmly modulating to its dominant and there remaining
for some time, not as in the key of that dominant, but as on the
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dominant as a bass. The pedants need not have been shocked.
John Sebastian Bach was still undiscovered by most of them, but
his son, Carl Philipp Emanuel Bach, was accepted as a classic, and
had on a small scae gone much farther with such experiments
than Beethoven ever did. Many pieces of music impart a certain
wistfulness to their openings by a strong subdominant bias. It is
one of the commonest features of the great Bach's style, which
you may find in three obvious cases in his Forty-Eight Preludes
and Fugues: Book I, Preludes 7 and 11, and Book | |, Prelude 1;
and much more often in his larger works. Bach does not go as
far as Beethoven's First Symphony in striking the flat seventh
at the very beginning of the bar, but he proceeds exactly like
Beethoven in giving you enough dominant afterwards to establish
his tonic beyond doubt. Thus, it is evident that a piece of music
needs room to recover from an emphatic subdominant. In
Anglican chanting, it would be hardly possible for a single chant
to modulate to the subdominant without thereby seeming itself
to be a mere hovering on the dominant of that key, and even a
double chant would hardly have time to recover. The effect
might pass for an essay in the Mixolydian mode, but most members
of the congregation would feel puzzled, if edified.

In the Allegretto of Beethoven's Eighth Symphony, the sub-
dominant appears in a most normal course of events, beginning
with a recapitulation of a passage of six bars that has previously
returned from the dominant to the home tonic (bars 35-40). To
recapitulate these bars on the home tonic (not in it) is, of course,
to assert the subdominant, and Beethoven continues to play
humorously with this subdominant for six bars more. He then
has three bars of self-repeating final cadence, with a crescendo in
burlesque imitation of the already notoriously burlesque style of
Rossinian opera. Some musicians feel quite strongly that this
has not re-established his tonic, and that nothing short of what |
have already called an enhanced dominant could restore the
balance. | have not myself noticed that the end of this movement
is thus left floating in the air, but those who feel it to be so are
entitled to enjoy the sensation as a characteristic example of
Beethoven's humour. | have already remarked that even our best
modern writers on Beethoven seem not to appreciate the fact that
humour is one of Beethoven's most highly developed characteris-
tics. But it would be rash to accuse any writer of failing to
describe Beethoven's humour, for what can be more fatal to a joke
than to analyse it, especially if the analysis must be musical? |
cannot help that. Beethoven without his humour is as incon-
ceivable as a humourless Shakespeare. His tragic power would
lose half its cogency if he were not the most drastic of realists and
disillusionizers as to the relation between tragedy and comedy.
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The very fact that the subdominant is a point of repose makes
it one of the most characteristic supports of a melodic climax.
The obviously right chord for the top note in the penultimate bar
of God Save the King is the chord of the subdominant, followed
of course, by the usual 6/4—5/3 full close into the tonic.

Take the sublime melody of the Andante in Beethoven's Trio
in B flat, op. 97, and you will find that its top note at the beginning
of the last four bars is that of a subdominant chord. Again, take
the more elaborate and not less sublime principal melody of the
Adagio of the Ninth Symphony. You will find that its climax is
on the subdominant (bars 15, 16, reproduced in bars 21, 22). |
shall have reason for recurring to these two great melodies later on.

Towards the end of the Adagio of the Ninth Symphony, the sub-
dominant appears with dramatic, instead of merely melodic,
emphasis, but the force of this | cannot properly explain until we
have almost finished our survey of Beethoven's tonality.

The other key centres are less important and less definite in
their effect, but there are plenty of professional musicians, as well
as non-musicians, who would be none theworse for alittle practice
inidentifying them. First of all, let us get rid of the implications
of the current terms 'relative minor' and 'relative major'. The
key of A minor is called the relative minor of C, and C major is
called the relative major of A minor. Relative minors and majors
happen to use the same key signature, a mere matter of typo-
graphical convenience. They are no more closely related than the
rest of the five related keys.

Now let us begin to illustrate our tiresome map of the scene of
the crime, an enjoyable enough process if the reader can contrive
to hear the examples cited. Take the scale of C major and put a
common chord on each of its degrees,

Ex.&
ﬂ B
without going outside the scale and excluding the discordant im-
perfect triad on B. Direct key-relationship consists simply in the
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fact that the tonic chord of one key is among the common chords
of the other. With Bach and Handel, unless the music is working
miracles, as in Bach's Chromatic Fantasia and ' Thy rebuke hath
broken his heart' in Messiah, changes of key are not essentially
more dramatic than incidents in an ordinary melody, and the need
of a return to the home tonic is only the need for decorative sym-
metry. Inmy analysis' of one of Beethoven's most original works,
the overture Die Weihe des Hauses, op. 124, | have described how
Beethoven is compelled by the aesthetics of orchestral fugue-
writing to return to Bach's and Handel's treatment of keys, like
the tournament horses in Alice Through the Looking-Glass, who
let the White Knight and Red Knight get on and off them as if
they were tables.

Now, from any major tonic, you can modulate to any of the
five keys represented by its other triads without the slightest shock
to the flow of your melody. To surround each triad with its own
local dominant is merely to emphasize it, and nothing is more
destructive to the student's sense of form than the custom, not yet
obsolete, of calling every one of these incidents a change of key,
unless it be the still worse custom of setting as an examination
question the task of writing some twenty bars making such-and-
such modulations, when neither the student nor the examiner has
the slightest idea why a real composer should do any such thing.

For reasons which will appear later, the supertonic is not often
established as a related key on a large scale, but modulations to it
in the course of melody are quite common. In the G major
Sonata, op. 14, no. 2, the second and third bars would be in
the supertonic but for the fact that the bass has remained fixed on
the tonic. If the bass had moved up to A via G sharp, the
opening would have become more fussy, but would have retained
the same sense. It is opportune to remark here that an enor-
mous range of harmony can be allowed freedom to expand in this
way above such a fixed bass, which will be either a tonic or a
dominant pedal.

In the Adagio of op. 2, no. 3, you will find the supertonic em-
ployed on quite a large scale by way of repeating bars 1 and 2 in
sequence a step higher in bars 5 and 6. And you will find the
same device equally clearly in the reciprocity between the first
eight and the second eight bars of the Minuet in opus 10, no. 3.
(A musical sequence is the repetition of some member of a phrase
in orderly succession at different pitches.)

The best illustrations of openings that display the supertonic
do not happen to come in Beethoven's Pianoforte Sonatas, but in
the Allegro of the First Symphony, where the procedure is avery
formal, businesslike affair, and the supertonic eventually reaches
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the dominant via the subdominant (see Ex. 9, p. 31); and much
more tersely within a single broad phrase of a majestically quiet
melody at the opening of the C major String Quintet, op. 29.

Ex.7

There is no reason why the mediant (iii) should not often be
emphasized as a local key-relation or a detail of melody, but there
is less occasion for it than there is for the supertonic. Modulating
to the supertonic means taking your musical figure sequentially
up one step of your scale, a commoner procedure than a sequence
that rises by thirds, if only because it involves a much greater
contrast of harmony. (By the way, you must not be misled either
by melodies or basses in this matter. Y ou have not moved to the
supertonic merely if the bass has moved up to that note, even if
the melody has moved with it: e.g. the second bar of the Sonata,
op. no, has nothing to do with the supertonic. Its harmony is
one of the inversions of the dominant seventh.)

Thereis a beautiful mediant modulation in the Allegretto of the
String Quartet in D major, op. 18, no. 3. | cannot find anything
like it in the Pianoforte Sonatas, but, if you take another example
already quoted, the Allegretto of the Sonata, op. 14, no. 1, and
pretend that its C major trio is the beginning of the piece, you will
find the effect of the move from C back to the initial E minor a
very good illustration. And the Finale of the E minor String
Quartet, op. 59, no. 2, placed in circumstances where every
listener will expect it to be in E minor, insists on making the very
same point by obstinately beginning in